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Preface

Techniques and Materials of Music, Seventh Edi-
tion, is intended to be used as a text for the first two
years of college theory courses, not including ear
training and sight-singing. The subject matter
includes a study of the rudiments of musical mate-
rials; the harmonic, melodic, rhythmic, and basic
formal procedures of the common practice period;
and an introduction to the compositional tech-
niques developed during the twentieth century.
Entering students without strong backgrounds
might need to take a preliminary course in rudi-
ments, or, at minimum, spend the first month or
so using a separate fundamentals workbook.

This book fills a need that standard theory
textbooks do not satisfy. Many texts present their
material in an elaborate prose format that locks
the teacher into the author’s method of presenta-
tion down to the smallest details. This allows for
very little creativity and flexibility in the class-
room. It often results in the unimaginative and
educationally unproductive procedure of reading
the text in class together with the students, under-
lining or outlining the text to distill its essentials,
or ignoring the text as peripheral to the course.
Many theory teachers who know their material
well use no text at all because of these drawbacks.

Techniques and Materials of Music is a com-
plete common practice theory text that also cov-
ers contemporary materials. It presents its
subject matter in concise outline form, enabling
the teacher to flesh out the course in a personal
manner. It allows for flexibility and creativity on
the part of the teacher, which leads to more
direct communication and interaction between
student and teacher. Students are presented with
what they need to know in an accessible format.

This text grew out of our classroom experi-
ences at the University of Houston and the institu-
tions with which we were previously connected.

The result of extensive classroom testing, it
originated as a series of mimeographed handouts

that were gradually refined and reorganized
until they coalesced into their current form. It
embodies our belief that directness and leanness
of approach are desirable, as well as a firm con-
viction that the focus of any music course should
be on the music itself. Toward this end, the book
is intended to be used with a well-organized
anthology of graduated musical examples, such
as our Music for Analysis, Sizth Edition (New
York: Oxford, 2006), whose content and organiza-
tion exactly parallel this text. This allows the
student to see the larger context in which the
material under study occurs and to see it used in
a variety of styles and textures.

The material is organized in outline form. In
each unit, a general procedure is followed: the
material is described as clearly and concisely as
possible, and skeletal examples of the procedures
under consideration, in both keyboard and choral
voicings, are interwoven with the explanatory
material. The teacher and the students are con-
tinually urged to refer to Music for Analysis or
other anthologies for musical examples that
employ the techniques under discussion. This is
essential to the approach of this book.

The text contains several types of exercises.
There are melodies and figured and unfigured
basses for harmonization. In this edition, simple
two- and three-note basses and simple figured
basses have now been added to Units 3 through
8 in Part II. Every effort has been made to
ensure that all exercises are as musical as pos-
sible and that the cumulative level of these
exercises reflects and is relevant to the level of
the students’ development. Further, there are
exercises of a more creative, compositional
nature, such as completing exercises in a given
texture or composing small forms, and exer-
cises dealing with instrumental textures, both
keyboard and chamber combinations (intended
to be performed in class by the students).

ix



An essential feature of the book is Part V, which
presents summaries of several important topics.
Most of this material is developed in a gradual
fashion throughout the text as appropriate to each
of the units. Here, however, the students can find
in one place a summary of such topics as dou-
bling, voice leading, chord-choice criteria, and so
forth. Throughout the text, the student is directed
to Part V for such topics as textures, motive and
sequence, contrapuntal techniques, and analytical
procedures, to name only a few.

Part V also contains a complete and concise
discussion of form at all levels: phrase and period,
small forms such as binary and ternary, contra-
puntal forms, variations, and large forms such as
sonata-allegro and rondo. Students are referred to
the discussion of form at the appropriate point in
the presentation of the harmonic materials.

The approach is eclectic rather than idio-
syncratic. The terminology is standard: that in

X PREFACE

general use in the United States today. Where
more than one term is commonly in use, the
alternate term is also given. Relevance to actual
musical practice has been our primary con-
cern. That is why we require the use of an
anthology: the student should have in hand a
maximum amount of music literature from
which to learn.

We wish to thank the following persons,
whose comments helped us in planning the
Seventh Edition of 7Techniques and Materials of
Music: Matthew Hafar, Winston-Salem State
University; Charles Leinberger, University of
Texas at El Paso; Ronald Rudkin, North
Carolina School of the Arts, Tom Tallman,
College of DuPage.

T.B.
M.H.
R.N.



Suggestions to the Instructor

The following comments reflect the way in
which we have used this book and are intended
only to be general guidelines.

1. Analysis

Many examples from the literature, with as broad
a stylistic scope as possible, must be used in pre-
senting the material of each unit; all examples
must be played in class. For this reason we rec-
ommend the adoption of a supplementary music
anthology. Our Music for Analysis contains
excerpts and complete pieces from the common
practice period and the twentieth century and is
organized for use with this book. Several other
suitable anthologies are listed in the Bibliography.

The instructor should go beyond mere har-
monic analysis in discussion. Constant reference
should be made in analysis and in criticism of
student writing to such important matters as
motivic unity, melodic construction, counter-
point, cadence and phrase structure, harmonic
rhythm, and any special features of a given work.
For a more complete listing of elements, see the
Checklist for Analysis, Part V, Unit 21.

Stylistic and historical aspects of the music
are in a sense incidental in analysis, but they
may be considered to give an extra dimension to
the discussion. Problems of performance as they
are clarified by analysis often interest students.

In class discussion the instructor should
emphasize the organic nature of music—that is,
the interactions of line, rhythm, harmony, and
so on. It may be pedagogically useful to treat all
elements separately at first, but the unifying
aspects should be brought out as early as possi-
ble. Complete short works should be studied
periodically to show large-scale applications of
various materials and techniques.

For analysis the instructor should choose
music that exhibits a wide variety of textures,
instrumental idioms, and harmonic rhythms, as

well as avoid overdependence on the four-voice
chorale style.

2. Reference materials

Continual use of the reference section (Part V)
for summaries and detailed explanations is
urged. Most of the topics covered in it are
broadly applicable throughout the text. Of par-
ticular interest are the units dealing with form
(Units 13, 14, and 20)

5. Written work

Statements regarding doubling and voice leading
within Parts Il and III apply to strict four-part
writing. Obviously the musical examples will
exhibit a wider variety of procedures as a result of
the textures and idioms employed. There are more
exercises in each unit than most instructors will
find practical to use. These exercises range from
basic part-writing work to exercises in various
textures and styles. It is hoped that the instructor
will make use of a wide spectrum of exercises.

In the creative writing exercises the instruc-
tor should make use of the various instruments
and voices available in class. He or she should
discuss all instruments to be used and refer to
the information on instrument ranges found in
Part V, Unit 25.

All student writing in which there is any
degree of creativity should be played in class
and discussed. Musicality, as well as technical
competence, should be emphasized.

A complete collection of supplementary exer-
cises can be found in an e-Workbook at the
premium web site for Techniques and Materials
of Music, 7" edition. Go to www.thomsonedu
.com/login and use the pass code provided
with your book to access this resource. If stu-
dents are using used copies of the book, they
can purchase access to the e-Workbook at

xi


www.thomsonedu.com/login
www.thomsonedu.com/login

www.thomsonedu.com/music. This e-Workbook
in PDF format provides more than 200 pages of
exercises to complement this textbook. Included
are preliminary exercises, melodies for harmo-
nization, figured and unfigured basses, and
compositional exercises that explore a wide vari-
ety of textures and styles. This comprehensive
collection of graded exercises covers the full
range of tonal harmony and post-tonal tech-
niques introduced in the textbook.

4. Keyboard applications

Keyboard application of all basic material in
this text is strongly recommended. Any of the
available keyboard harmony textbooks may
be used.

5. Sight-singing and ear training

Itis assumed that sight-singing is an integral part
of the theory program. We suggest doing as much
part-singing as possible. Several good collections
of music for singing, such as the authors’ Music
Jor Sight-Singing, Fourth Edition (Belmont:
Schirmer/Thomson, 2005), are available.

Both sight-singing and ear-training work
should be coordinated with the theory course.
Instructors may wish to use Music for Ear
Training: CD-ROM and Workbook, Second Edition
(Belmont: Schirmer/Thomson Learning, 2005).
This book is also coordinated with 7echniques and

Xii SUGGESTIONS TO THE INSTRUCTOR

Materials of Music. The instructor should stress
the importance of listening to both written
and analytical assignments before students hand
them in.

6. Improvisation

Three types of exercises in this book lend them-
selves to classroom improvisation: melodies for
harmonization, figured-bass exercises, and
phrase-chord formats. These may be done with
piano alone, piano plus instruments, or groups of
instruments without piano.

7. Rudiments of music

Part 1 is intended as a review of musical fundamen-
tals. When dealing with a class whose background
in rudiments is not strong the instructor may wish
to use a fundamentals text. Many of these texts now
come with CDs containing computer exercises that
allow the students to drill on their own.

8. Analytical symbols

The analytical system used throughout employs
roman numerals to indicate chord function and
quality, together with traditional figured-bass
symbols that show inversion, precise interval
structure, and chromatic alterations. The
instructor may of course use any modification of
this system desired.


www.thomsonedu.com/music
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The Great Staff and Piano Keyboard
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Accidentals

I. An accidental is a sign at the left of a musical note that indicates a change in the note’s pitch.

A. #A sharp raises the pitch of a note one half step above its natural pitch.

@ = one half step higher than @

* A double sharp raises the pitch of a note two half steps above its natural pitch.

E = two half steps higher than E

b A flat lowers the pitch of a note one half step below its natural pitch.

B.

C.
@ = one half step below E
D. bbA double flat 1owers the pitch of a note two half steps below its natural pitch.
@ = two half steps below @
E. b A natural cancels an accidental previously in effect.

HT| *

*This pitch is G natural.

*

1] 1l

= — T
t bo '

*This pitch is F natural.



II. To restore a double sharped or a double flatted note to its original pitch, a single accidental is sufficient.

d T ¥

*This note is C sharp.

*This note is D flat.

ITI. Accidentals are often carelessly written, even in some printed music. The following observations on the
proper use of accidentals in tonal music should be carefully noted.

A. Accidentals do not carry into other octaves in the same measure; one should specify the
desired accidental.

p——— —1 —’
1

better to i or
specify as:

ENS

ambiguous

B. Though a bar-line technically cancels an accidental from the preceding measure, one should
specify the desired accidental in the new measure, in parentheses.

ambiguous

C. If there is an accidental early in a measure, it is wise to restate it parenthetically later in the

same measure.
A =
. ]

e

ACCIDENTALS 5



Intervals

I. An interval is the distance between two pitches.
A. This distance is measured by the number of whole and/or half steps it contains.

B. The names for intervals correspond to the number of different names of notes the interval contains.
1. The distance from C to E is a third (contains three note names: C, D, and E).
2. The distance from C to B is a seventh (contains seven note names: C, D, E, F, G, A, and B).
3. 'The size of an interval is indicated by an arabic numeral (for example, third = 3).

C. Intervals are classified as major (M), minor (m), perfect (P), diminished (d), and augmented (A).
1. 1,4,5,and 8 may be only P, d, or A.
2. 2,3,6,and 7 may be only M, m, d, or A.

II. The following intervals are contained within the span of an octave:
P1, or perfect unison (prime) = 2 notes on same pitch
m2, or minor second = Y% step
M2, or major second = 1 step
m3, or minor third = 1% steps (M2 + m2)

M3, or major third = 2 steps (M2 + M2)

P4, or perfect fourth = 2% steps (M3 + m2)

A4, or augmented fourth = 3 steps (M3 + M2)*

d5, or diminished fifth = 3 steps (P4 + m2)*

P5, or perfect fifth = 3% steps (M3 + m3; or P4 + M2)
m6, or minor sixth = 4 steps (P5 + m2)

M6, or major sixth = 4% steps (P5 + M2)

m7, or minor seventh = 5 steps (P5 + m3)

M7, or major seventh = 5% steps (P5 + M3)

P8, or perfect octave = 6 steps (P5 + P4)

i

5
-

1551

Pt m2 M2 m3 M3 P4 A4
i L1 ] X XY % O KX e E \ 3 — KX E‘Q £ 3 ] o

d5 P5 mb M6 m7 N M7 P8
§ T — T T [ TR o e—
13 1 T T 1 T pum
[ A ) ) S\ ] ) -\ ) ) - X% T XX S AR \ ] U

*See enharmonic intervals, IV, pg. 7



I11.

Iv.

VL.

VIL

Relationships of interval classifications.
A. Major intervals are one half step larger than minor intervals.
B. Augmented intervals are one half step larger than perfect or major intervals.

C. Diminished intervals are one half step smaller than perfect or minor intervals.

Intervals that sound the same pitches but are spelled differently and thus function differently are called
enharmonic intervals.

A2 m3
= Jo b

A4 d5

The d5 and A4 are enharmonic intervals (see IV-B for an example). Both these intervals contain three whole
steps (tones), and both are commonly referred to as the tritone (T) intervals.

Intervals that are larger than an octave are referred to as compound intervals.
M9

A. P8 + M2 = M9 % e B
v - ¢

mi0

B. P8+ m5 = m10 ﬁ ©

Inversion of intervals.

-t

A. An interval is inverted by transferring its lower note into the higher octave or by transferring its higher
note into the lower octave.

o
)

T —

1]

—— n
]|
L
1

Y
-
o
-
=

B. Major intervals invert to minor intervals, and minor intervals invert to major intervals.
1. m2 inverts to M7, and M7 inverts to m2.

m2 M7

EJJ:

INTERVALS 7



2. M2 inverts to m7, and m7 inverts to M2.

M2 m7
e
QE L\

3. mbj inverts to M6, and M6 inverts to m3.

:
ll

m3 M6
T —o——13
© o — 1

4. M3 inverts to m6, and m6 inverts to M3.

M3 mb6
I —© —
XY  — 1

C. Perfect intervals invert to perfect intervals.
P4 P5

b1 4 1

'\
© © —
—

D. Augmented intervals invert to diminished intervals, and diminished intervals invert to augmented
intervals.
1. d5 inverts to A4, and A4 inverts to d5.

d5 A4
° — =
o — — = !
2. A6 inverts to d3, and d3 inverts to A6.
A6 ’e d3
#ﬁm STe———
3. d7inverts to A2, and A2 inverts to d7.
d7 A2
% = e
v

VIII. A harmonic interval is one in which the pitches are sounded simultaneously.

o

8 RUDIMENTS



IX. A melodic interval is one in which the pitches are sounded consecutively.
)
%" ©
e

X. Note that when the same accidental is applied to both notes of an interval, the size remains the same.

2838

M3 M3 P5 P5

L& S
:
<
[
@
<t
@
3

XI. In tonal music, intervals are classified as either consonant (stable) or dissonant (unstable)>*

A. Consonances
1. Perfect consonances include P1, P5, P8, and P4 (depending upon the context).
2. Imperfect consonances include m3, M3, m6, and M6.

B. Dissonances include m2, M2, m7, M7; all augmented and diminished intervals; and P4 (depending upon
the context).

XII. A summary of all the diatonic intervals found within the major and minor scales will be found in the next unit.
Exercises

1. Identify the following intervals:

a.

L

G
‘
4
¢
g-
F—F—;@t
1
0
#-

P
L
[~
212
-
<t
®
1
e
9
¢
E:
- - -

D.
Q h ol

., — 1 1 1 4 B

5 e e — e o——

3. 1 1 L H o 1 M -

i

*Refer to Part V, Unit 2, for a discussion of the overtone series.

INTERVALS 9



mb

m3
ird % ]
P8
m3
mé6

M3
A5
M6
H LY
d3
M2

be

d7
d7
d5
m7

m7

m3

m2

)74\ D
A4
mb6

IZAR
M6

i N

M6
M7
Xy
M3
A2
P4

AR

ds
d5
M6
P4
M7
M3

M3
M2
m2
A4
P5

P4

M7
m7
M7
m7
m6
A6

!
| - )

mb
P5
mb6
M6
M3
bo
d7

PS5
A4

M2

Write the notes that form the indicated intervals above the given pitch.
Write the notes that form the indicated intervals below the given pitch.

A4
M3
P5

2.
3.

=

m2 m3 A6 A5 M7 M3

m7

brd \

m3

gAY

P4

M6

RUDIMENTS

10



d7

A4

m7

P5

M3

mb

M7

RLY

M6

d7

m3

m2

A4

M3

M7

A2

P5

mé

ALJI;
1'28 ]

Invert the given intervals. Identify both the given and inverted intervals:

4.

10

L8]

F A
T

-

Name the bracketed intervals in the following melodies:

5.

Brahms

Symphony No. 4, first movement

a.

|

~—

—

11
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Wagner

Tristan und Isolde, Act 3

b.

T
1 .
174
[

RUDIMENTS
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4.| Major and Minor Scales

I. The following succession of intervals, demonstrated with the C-major scale, is needed to construct a major
scale above any given tonic (key-note). The following symbols are used to indicate the size of the steps
(seconds) between successive notes: /\ denotes a major second, and /~\ denotes a minor second.

A N -~ 21
Y o © © ne o

Following are the other intervals present in the C-major scale.

A. Sevenths.

Py -
=
v -e. o & AR e U
M7 m7 m7 M7 m7 m7 m7
B. Thirds and sixths.
m6 M6 M6 mb6 mb6 M6 M6
o o © £
11 ) S — XY 8 H
A g AL ‘][':
M3 m3 m3 M3 M3 m3 m3
C. Fourths and fifths.
P5 P5 P5 d5 P5 P5 P5
[} o o Q
" [ % ] e AT 0 [ L} o — ‘H
o — ° xx S © o © B
¥ e o i
P4 P4 P4 A4 P4 P4 P4

II. Minor scales have three traditional theoretical forms—natural (pure), harmonic, and melodic-shown here
with the A-minor scale. There is rarely a clear distinction between these forms in actual music. Context alone
determines which forms of the variable sixth and seventh scale-degrees will be used in a given passage. In the
following chart, the symbol + is used to indicate the augmented second:

natural (pure) /_\& /\“ /\0 (samez

-
B |
X |
1 §

B b (same)

:/

?

¢
:

e e e o DN o Gy

L

eksinzs
@
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In all minor scale-forms, scale-degrees one through five are invariable. The natural and harmonic forms are
the same ascending and descending, whereas the melodic form is variable. All alterations are to the sixth and
seventh degrees. The descending form of the melodic minor is the same as the natural minor.

Following are the other intervals present in the C-natural minor scale.
A. Sevenths.

E \ ] e n .o. 1]
ié?éi“*s — == = S o © =
- L]
- m7 m7 M7 m7 m7 M7 m7

B. Thirds and sixths.

m6 M6 M6

I
5 oolel 5
4
2 o
3lb
0
e
L

[
2
w»

M3 m3 m3 M

P5 P5 P5 P5

i
aolo
i
=LA
Ep
Bo¢ =
PP 3
]

P4 P4 P4 P4 P4 A4 P4
Scale-degree names:
1 is the tonic. 5 is the dominant.
2 is the supertonic. 6 is the submediant.
53 is the mediant. 7 is the subtonic (when an M2 below tonic).
4 is the subdominant. 7 is the leading tone (when an m2 below tonic).

Exercises

1. Write the following major scales up one octave from tonic to tonic, using the treble staff: G, F, A, Eb, B, Db.
Use accidentals as they are required to form the proper interval series. Do not use key signatures.

2. Write the following major scales according to the instructions for Exercise 1, using the bass staff: D, Bb,
E, Ab, Ff, Gb.

3.  Wrile the following major scales according to the instructions for Exercise 1, using the alto clef: G, Bb, A.

4. Write the following major scales, using the tenor clef: F, D, Eb.
5. Write the following minor scales, according to the instructions for Exercise 1, in both treble and bass staves:
Natural Harmonic Melodic
eb d eb
a bb el
b cl e

The natural and harmonic forms may be written only ascending; the melodic form must be written both
ascending and descending.

6. Write the following minor scales as above, using both alto and tenor clefs: ab, b, c.
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IIL.

Iv.

Key Signatures

Key signatures arise from the need for certain consistent accidentals within keys (that is, to secure the desired
scale-form above a given tonic). Here is the D-major scale and key signature:

| 1&?‘;
".‘i"‘éuﬁ_—_——h‘ #

Each major key has a relative minor whose tonic is on the sixth scale-degree of the major (and a minor third
below the tonic) and that uses the same key signature. In harmonic analysis, a major key is indicated by an
upper case letter followed by a colon and a minor key by a lower case letter followed by a colon; thus e is the
relative of G.

Parallel major and minor keys have the same tonic; thus F major is the parallel of F minor. Parallel keys have
signatures that differ by three accidentals.

T+

Charts of key signatures.

A. For the “sharp” keys, successive tonics are related by ascending perfect fifths.

% ettty gttt

# ;’ .“ |“u .“u o a . 33 P}

n # #
major key: C G D A E B F§ Ct
relative: a e b i} cf gt d# al

B. For the “flat” keys, successive tonics are related by descending perfect fifths.

PR

BT

i

[ )

major key: C F B Eb A} Db Gb
relative: a d g c £ bb eb ab

15



V. The order in which key signatures are written on the staff is given as follows. Sharps are read from left to right
and flats from right to left.
-
FCGDAEB
b

VI. The circle of fifths is a traditional graphic arrangement that shows the major and minor keys with their key
signatures.

Down by Up by
P5’s G

VII. Keys whose tonics are enharmonic are themselves enharmonic. Composers will often use the enharmonic
equivalent of a key in situations where the enharmonic key contains fewer accidentals.

Exercises

1. Using the great staff, write the following key signatures: D, Bb, A, Eb, B, Db, g, b, ¢, f, f#, e.
2. Give the relative and parallel keys for the following keys: C, E, a, d, gf, cff, Ef, C4.
3. Using key signatures and accidentals as needed, write the following minor scales in both staves of the

great staff:

Natural Harmonic Melodic

b e c

cf bb 4

f gt g

d eb ab

Using key signatures and accidentals as needed, write the following minor scales in both the alto and tenor clefs:

Natural Harmonic Melodic

gt cl aff

bb g d

c e eb

r§ f b
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Triads

I. A triadis a three-tone chord consisting of superimposed thirds. The lowest note is called the root; the middle
note is called the third; and the uppermost note is called the fifth.

A.

fifth
third

root

A major triad has the following intervallic structure: M3 between root and third, m3 between third and
fifth, and P5 between root and fifth.

=B

A minor triad has the following intervallic structure: m3 between root and third, M3 between third and
fifth, and P5 between root and fifth.

0!’0'

An augmented triad has the following intervallic structure: M3 between root and third, M5 between third
and fifth, and A5 between root and fifth.

S

A diminished triad has the following intervallic structure: m3 between root and third, m3 between third
and fifth, and d5 between root and fifth.

0N
TR S
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Exercises
1. Construct triads of the indicated quality.

a. Root given:

r.Y
|7 2 I II 11 11 1l
a 1T 1 1T H 11 1]
1. P= H [ ® ] H [ 11 O 1l
e) © 11 'ﬂ" T 1L l’y‘c 11 ¥ 12}
Major Minor Augmented Minor Diminished
o = o i =i —
T 8] 1 It vV 10 o> 11 P 1
I 1T 11 s 11 ~
Minor Augmented Major Diminished Major
b. Third given:
A :
1] 1] I | TP IT |
H [ & ] H L 11 L= 1l > H
% [@ ] 1 (| P> = 11 {1 — 11}
1T 5] 'H‘-’ 11 1T 1}
D)
Minor Major Augmented Minor Diminished
L 1k
& 1 11 > H . F= I i hiX @ ) I
. o 1 ~ i P~ A 31 1 H ki 1
P D 1] 1 L 131 kX @ ) 11 1]
! 11 IT 1l 11 11}
Major Diminished Minor Augmented Diminished
c. Fifth given:
A bn
# [ 8] H [y | 2 H 11 i
{1 hiY @] H 3y I [ § ] 1 1
1 il _V=F | 111 H
A\ V. 11 11 1] 1T 1]
D)
Augmented Major Minor Diminished Major
1L "
ﬁ‘ LT @] 1T P- e )i I © I 4 I
0 ki 11 P> 1l O 10 H P = I
| L 1 sl 1 11 P A 1
it H | 1T 11 T 11
Minor Diminished Major Augmented Minor

2. Construct the following triads using three notes only on the treble staff and using accidentals as required:
E major, C minor, F§ diminished, Bb augmented, C§{ minor, G diminished, A augmented, Db major,
A major, Eb minor.

3. Construct the following triads using three notes only on the bass staff and using accidentals as required:
Bb minor, D major, A diminished, F§ augmented, C diminished, Eb major, G§ minor, Ab augmented,
E minor, Af diminished.
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7 Meter and Rhythm

I. Note value and rests.

ol
\ double whole note and rest
»x
L_i

/ \ whole note and rest
i |
= =

/ \ half note and rest
-+
=

N

‘b-r

/ \ quarter note and rest

I L
D .

il il q

/ \ eighth note and rest

%k}

/ \ sixteenth note and rest

== o

thirty-second note and rest

A. Dots add half the value of the note; a second dot adds half the value of the first dot.

o= o + 4

d o+ J
Jo+
b=d )

*A whole rest is often used to indicate the total duration of a measure regardless of the meter.

do=ddid
J+J>+ﬁ

bod

|\
]
n

Y

| V.
1

I



B. Other durations may be achieved by use of the tie. The tie must be used for durations extending from one
measure to another.

' J. J J1J

~— S— S’

II. Meter is the organization of musical time into recurring patterns of accent (stress). Each complete pattern
constitutes a measure, and the measures are divided by bar lines. The particular pattern is indicated by a meter
signature (time signature). The first beat of every measure is called the downbeat.

Common Meltric Patterns

> = accented v = unaccented

v

- > v > v

v
C
v
C
v

o
&
.

V Ve _
C (
& . (

v
C
C
v
C
v
C

Note that a similar alternation of accent and unaccent is found in the division of the beat.

Meter Signatures
Simple Compound

J- J.
2JJJ.IJJ

Duple (beat unit) 2 J
g ¢

(background unit) J J

«— Q.
«_

6 J J.
8

g

*In earlier common practice styles no distinction is made between the first and third beats. However, in later styles the two

are differentiated; the first beat becomes a primary accent and the third beat, a secondary accent.
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Simple Compound

e 3 J 4 S
ddddds rreeeeeee

o

3 J J 4 gJ. J 4
creres (s
3 d> d D loﬂ)’ .M
Sgagdy ddgddgddy
Quadruple 4 4 4 4 4 12 b 4 4 d
FEIFFrrS FEPPrrererre
ﬁcJ é_r %EI;LrJ. S J

- -

) A S N}
g e B e B

A. Meters are classified according to the number of background units and the number of beats per measure.
The background unit is the note value representing the largest possible division of the beat unit as shown
in the table above. Simple meters have two background units per beat; compound meters have three back-
ground units per beat. (Note that consequently the beat units of compound meters are always dotted notes.)
Meters having two beats per bar are duple; three beats per bar, triple; four beats per bar, quadruple; and
five beats per bar, quintuple*.

J
Lres

3)’)’
=

In simple meters the upper number of the time signature indicates the number of beats, and the lower
number indicates the note value of the beat. In compound meters the upper number indicates the num-
ber of background units and the lower number, the value of the background unit. To find the number of
beats in compound meter, divide the upper number by 3.

The meter signature is placed after the key signature on the first system and is not repeated on subse-
quent systems.

*Quintuple meter is often termed a composite meter, as it can be considered a combination of duple and triple meters. See
Part IV, Unit 3.
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B. Related meters are meters having the same number of beats and the same type of division of the beat
(either simple or compound) but different beat values, for example, % and 2. (Refer to the table on meter
signatures.)

C. Equivalent meters are meters having the same number of beats and the same background unit but differ-
ent divisions of the beat. For example, % and § both have two beats per measure and a background unit of
the eighth note. However, % has two eighth notes per beat, whereas § has three eighth notes per beat.
Divisions in compound meter can be expressed in simple meter by use of the triplet figure; simple into
compound, by use of the duplet.

3 3
. {1
e %7 J ,b"-z_.E_J__Jv_H
8 =2
2 2 2

T s S s - A A s T
8 ~—

Rhythm generally refers to the actual choice and distribution of notes within a bar. Beyond the need to have
the total value of the notes equal the value indicated by the meter signature, certain notational conventions
should be considered. Groups of notes with flags are generally connected by beams.

These groupings should reflect the meter.

Beams are preferable to single stems and flags except in vocal music, which traditionally gives each syllable
a separate note.
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IV. Establishment of meter.

A. Agogic accent is the use of relatively longer note values to establish meter.

C. Accompanimental patterns may establish metric accent by bass note placement and establish weak beats
or parts of beats by chord or inner-voice placement.

_.J%
?

E =

f 7T 7
P /—\ q/_\
St et e
f - l' -
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D. Meitric stress may be established by accent marks or dynamics.

etc.

V. Syncopation is the displacement of accent in which accented notes occur on normally unaccented beats or
parts of beats. This displacement can be affected by any of the four devices of establishing meter just
described.

A. Agogic accent.

| W,
h

il

dJd ) 4 J )
¢1 o

®>»
(
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B. Melodic pitch patterns.

H-H

Q@;
¢
| 1%

=
s
L1

g
lg
it
HH.

i;ﬁ
i

C. Accompanimental patterns.

D. Artificial accent.

e
\E
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Exercises
1. Complete the following:

a. ldentify the following meter signatures by indicating the number of beats, the note value receiving
one beat, the division of the beat, and the terminology for the meter:

Meter Beats Unit of Beat Background Unit Terminology

3 two J ‘b simple duple

@R oo

A D DO WO O e

b. Complete the chart below:

Meter Beats Unit of Beat Background Unit ~ Terminology

compound duple

ﬁ simple

3 J simple

Qe

J compound triple
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2. Give the equivalent number of indicated values for the note shown.

Example: J = 2 eighth notes

a. Undotted note values:

© _____ halfnotes

© —_ (quarternotes
o — _ eighthnotes

o sixteenth notes
J quarter notes
J eighth notes

J sixteenth notes

b. Dotted note values:

©- — ‘halfnotes
©° —— . quarter notes
o eighthnotes

e quarternotes

« — ceighthnotes

» — eighthnotes

s
s
J- —— sixteenth notes
J
J

« ____ sixteenth notes

c. Tied note values:

ovJ — halfnotes

ovJ quarter notes
v} — . eighthnotes
J\) —  sixteenthnotes
}vﬁ — . thirty-second notes

A\ -

(
(
(

WY WY WY WY WY W

[N -

o

k=g
po

(

.
.«

<:(

) -

—_ thirty-second notes

eighth notes

sixteenth notes

— thirty-second notes

sixteenth notes
thirty-second notes

thirty-second notes

thirty-second notes
sixty-fourth notes
sixteenth notes

thirty-second notes

sixty-fourth notes

— thirty-second notes

sixty-fourth notes

sixty-fourth notes

sixty-fourth notes
sixteenth notes

thirty-second notes

eighth notes

METER AND RHYTHM
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5. The following examples are given ungrouped and without measure bars. Add measure bars, and group
eighth notes and smaller values with beams as they would normally appear in the given meter. The first
note is always a downbeat.

4. What meter signature does each of the following patterns suggest? Examine the patterns, determine the
meter signature of each, add this signature at the beginning of the example, and draw in measure bars.
Each example will be four full measures.

5. In the following examples replace the ties with dotted notes wherever possible. The duration of each note
should remain the same.

3

— N ~—

~— ~— N ~— ~—— N S
4 ~—— ~— N~—— N~—
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8 ~— ~— ~— Nt
S’ S’ SN \_/

6. Notate the following examples in the related meters indicated. In other words, keep the same number of
notes in each measure and the same rhythmic relationships, only changing the note values to fit the meter.

Example

A o s IS RIS Y S ST MY R

g b T3 L 5 S - HE Y S

Rewrite the following in % and 3:

Rewrite the following in & and %:

7 Y I M I I AN E e 1 S HS M |
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Rewrite the following in 15 and %:

7. Rewrite the following examples in the equivalent compound meter:

Example

3 3 3 3
8. Rewrite the following examples in the equivalent simple meter:

Example

——3— 2 2
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1 Triads in Root Position

I. A triad is in root position if the root is in the bass. A triad takes its name from its root and its intervallic struc-
ture. You may wish to review Part I, Unit 6, for a discussion of qualities of triads.

I1. Voicing.

A. In keyboard voicing, soprano, alto, and tenor are on the upper staff; bass is on the lower staff.

S

Dis ===

Gl

B. In choral voicing, soprano and alto are on the upper staff; tenor and bass are on the lower staff.

AT

TR
gl

)

ITI. Directions of stems.

A. Single voice on the staff: When the note head is on or above the center line (third line) of the staff, the
stem goes down; when the note head is below the center line of the staff, the stem goes up.

B. Two voices on the staff: Stems for the upper voice go up; stems for the lower voice go down.

C. Three voices on the staff (as in keyboard voicing): When at least two note heads lie above the center line
of the staff, the stem goes down; when at least two note heads lie below the center line of the staff, the
stem goes up; when the note heads lie equally above and below the center line of the staff, the stem may
go in either direction.

IV. Since the triad contains three notes and four voices are to be employed, one tone must be doubled. Initially,
only the root is to be doubled. (See the example in [I-A and II-B.)

35



V. Spacing.

A. In close spacing, the three upper voices are as close together as possible.

choral l keyboard ]
] )
F—— et
L 4 2 -

B. In open spacing, a tone of the same triad can be placed between each adjacent pair of upper voices (alto
and tenor, soprano and alto).

g

[}

[ RN
N

THNR- BNl
TN TN
U

C. Strict four-part exercises.
1. Avoid intervals larger than an octave between adjacent upper voices. Any interval between bass and
tenor is allowed. In the incorrect examples that follow, note the gap between alto and tenor in the first
and between soprano and alto in the second:

% =

poamt—2
el

—=
|

2. Maintain the normal order of voices. Soprano is the uppermost voice; alto is the second voice from the
top, below soprano and above tenor; tenor is the second voice from the bottom, below alto and above
bass; and bass is the lowest voice. In the incorrect example that follows, note that tenor is above alto:

1
TN
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D. Choral voice ranges.

soprano

alto

tenor

bass

4
o

di

1

ra O

¥V 1]

Exercises

In all written work the student should be attentive to the details of musical calligraphy. (Refer to Part V, Unit 1.)

1. Construct the indicated triads in the indicated voicings and spacings, using root position. Check spacing,

doubling, and stem directions.

open close
| J J | ; .
z i = ;
A <
0] &
e Y]
)
C-major triad
close open keyboard close open keyboard
1 1 [l
| 1 F
G
L
d-minor triad d-minor triad
keyboard close open keyboard
o $ | b
o —© z z
&3°
g
"
G-major triad a-minor triad

2. Construct the following triads on the great staff in root position in choral close and open spacings and key-
board voicing, using accidentals as required: D major, Bb major, F major, A minor, Ab major, B minor,
E minor, G major, C minor, and F§ minor. Use half notes, observing proper stem directions.
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The Tonic Triad in Root Position

[
C: 1 c: i

I. The roman numerals I and i refer to the major and minor triads, respectively, built on the first scale-degree
(tonic triad). In a major key the tonic triad is major and in a minor key the tonic triad is minor. The quality
of the triad is designated by the roman numeral: uppercase for major and lowercase for minor.

II. Chord function. In common practice music, chords tend to progress in consistent, and thus predictable, pat-
terns. Function refers to the tendency of a chord to progress to certain other chords. This system of chord rela-
tionships is called functional tonality. See also Part V, Unit 8. The tonic triad is used to initiate many
progressions and is the ultimate goal for all chord progressions.

III. In strict four-part writing, only the root is to be doubled at this point.

IV. For voice leading in strict four-part writing, refer to Part V, Units 4 and 5, for definitions and a summary of
procedures. In chord repetition, wherever possible, keep the same spacing from one chord to the next.

Eesis e
rf l rF
| . Aé

T —o =

F: 11 | 1;:1 gli_J_

A. In choral voicing a change from close to open spacing or the reverse will often be preferable when an inter-
val larger than a fourth occurs in the soprano. In keyboard voicing, however, the notes in the right hand
are always kept in close position. This necessitates overlapping when there is a wide leap in the soprano.

Q]

TN
BT

A THle—

5t
ST
T

TN
~ TS | R “&LF

=2

au
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B. Contrary motion can often be achieved through a change of spacing.

+
J
r

')
K

B ==

{

TR
4
4

7 4 1 §
L

Eb: I

TRe— “HN-

=

Students should observe that doubling and voice leading may differ from these norms, depending upon the
texture of the musical example being analyzed.

Analysis
Look at the examples in Unit 1 of Music for Analysis. Refer to Part V, Units 15 and 17. Consider the following;:

1. Characterize the texture. Is it homophonic or contrapuntal? How many voices are there, and does the
number change? Also consider range, tessitura, spacing, and instrumental idioms.

2. Is the music motivically organized? If so, identify the motive or motives, and discuss the techniques of
motivic development.

5. Given the lack of harmonic progression, do the longer examples still exhibit some sense of form? How is
this achieved?

Exercises

1. Harmonize the following soprano lines in the indicated voicings and spacings, using the tonic triad in root
position only. Check spacing, doubling, and stem direction, and play each individual voice.

close open keyboard
. I B ; I —© y |
1 L '. b 1 ;I 1 L f
& &  m— 2 = —
B
7 —1
G I D: 1 F: 1
keyboard close open close close  open close

%,.E
N
N
'
kg
N
\ VI
o
LI
-
L1
-
N
ol

*
3
b

o
-
2
-
@
-
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2.

Harmonize the following two- and four-note sopranos in both keyboard and choral voicings, using the
tonic triad in root position only. Close or open choral spacing will be determined by the register of the
soprano. Below each example, give the roman numeral analysis of the chord. (Note: The given notes
should appear as the highest voice [soprano], and the stem directions must be adjusted to suit the type of
voicing involved.)

: I llgu Y I 1 114 JE 1 : 1L &
: S s ===
Eb: b: C: Db: A:
0 . . .
} ——H : e i i —
d: G: Ab: ck: g
‘p T P, 3 A T | F H § : 1 T : 1}
) | 1 1 1 4 I - |
" a1 =
C: e F:
: 1 I : "' i T . i)
S==a et
f§: Bb:
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Connection of Tonic
and Dominant Triads in Root Position

0

1
T r T
ﬁ i1 -g 1

C: Vv ¢ Vb

I. The roman numeral V refers to the major triad built on the fifth degree of the scale (dominant iriad). In minor
keys the third of the dominant triad, the leading tone, must be raised. The accidental that affects the leading
tone is shown next to the roman numeral V.

II. Function. At this point, the V chord may be preceded or followed by the I chord. The tonic and dominant tri-
ads are the basic harmonic building blocks of tonal musical structure and are typically the harmonic goals of
the phrase and of larger formal units. The close relationship between the tonic and the dominant derives from
their acoustical properties. See the Harmonic Series, Part V, Unit 2. The descending fifth (or ascending fourth)
is the strongest relationship in tonal music. See the circle of fifths, Part I, Unit 5.

III. Ends of phrases are established by cadences, which articulate points of arrival or rest in the musical flow.

When the progression V-1 occurs at the end of a phrase, it is termed an authentic cadence (A.C.). When the V
chord occurs at the end of a phrase, it is termed a half cadence (H.C.). (See Part V, Unit 13.)

IV. At this point, only the root is to be doubled in both the I and the V triads. In any case, doubling the third of the
V chord, the leading tone (a tendency tone, or tone that tends to move stepwise to a tone of resolution) is to be
avoided.

V. There are two basic procedures for the connection of I and V in root position with the root doubled.

A. Common-tone connection.
1. The bass takes the root of the second chord.
2. The common tone is retained in the same voice in the second chord.
5. The remaining two upper voices move by conjunct (stepwise) motion to the nearest notes of the sec-
ond chord. In this connection of V to I, the leading tone normally resolves stepwise to the tonic.

9 J
@b%Jﬁ

===

TR - —w
i

1 FL—G} }
2 —

B. Noncommon-tone connection.
1. When the soprano line involves scale-degrees 2-1, 1-2, 3-5, 5-3, or 5-7, the three upper voices
normally move contrary to the bass to the nearest notes of the second chord.
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Notice that in this connection of V to I, the leading tone, a tendency tone, does not resolve to tonic,
but skips to the dominant. This is known as a free resolution of the leading tone. This can occur only
when the leading tone is in an inner voice.

2. The following is an exceptional procedure to achieve change of spacing when the third of the first

chord proceeds to the third of the second chord:
i l

S

oM

—‘L (& —oNL
|
R | e

- TH|jIe— —ToN L

< T 9

VI. See Part V, Unit 4, for definitions and examples of relative and linear motion.

VII. Any note that is not heard as a member of the prevailing harmony (chord) at any given time is defined as a
nonharmonic (nonchord) tone. The following are two common types of nonharmonic tones; other types will
be introduced in subsequent units. Nonharmonic tones may occur simultaneously in more than one voice, in
which case they are usually consonant with each other. Excessive nonharmonic activity may obscure the
underlying harmonic structure.

A. Passing tone (p.t.). See Part V, Unit 3, for definition.

pt pt’s
| | |
> — % ; = E
| [ !
4 J .L ;
= r 27— —

cr_ C: I

*This exceptional procedure rarely occurs in minor keys, because of the diminished fourth between the thirds of the two
chords.
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Note the use of the ascending form of the melodic minor scale to avoid the melodic augmented second.

i
—Ju ch

B. Auxiliary (aux.) or neighbor tone (n.t.).

aux. aux.

N
-
N+

|
—2—
[
E;,' 7
.
Analysis

Look at the examples in Unit 2 of Music for Analysis. Refer to Part V, Units 13, 15, and 17. Consider the
following:

1. How are harmonies implied melodically?

What is the relationship of harmonic and nonharmonic tones in the melodic line?
What is the basic shape of the melodic line?

How is continuity achieved?

What pitches seem structurally important? Why?

What types of cadences are used, and where do they occur?

How long are the phrases?

Are the phrases thematically or motivically related?

© o N @ oA oW

Do the phrases form a period? Of what type?
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Exercises

The following exercises are to be done on the great staff, employing the tonic and dominant triads in root
position.

1.  Harmonize the following soprano examples, employing choral open, choral close, or keyboard voicing as

indicated:
choral open choral close choral close keyboard choral open
} II gﬂ 3l I 'Iz lb [ % AL . " 8 — ﬂ
LAl AX 8 H % AR ‘H: 1z 11 0 AR Hd
A1 il [\ ] —il H N b
E: Bb: D: Ab: G:
choral close choral open keyboard keyboard choral open
B PR o t ]
— 11 —t] 1]
JaAR v 17 mb 7 A 40 {'} s A H —]
B LI 1l i | © 1l IT 113
b f: a g

2.  Harmonize the following soprano examples according to the directions for Exercise 1:

choral close choral open keyboard choral close keyboard
© 4 11 ug n
iy 1| A i
i i e —"—o —u—
[}
C Eb B: F G
choral open keyboard " choral open choral close keyboard

3
TN
A

5. Add three upper voices to the following basses, using only tonic and dominant root position triads. Work
for smooth voice leading, and keep common tones where possible.

(o] Lh O
Ca| O e 71 O O 11 =7 1]
hal DHWY] ~ 1 Il ~7 ~7 N Db [§ ) 1
A =y | 1 Y [ @] N TV 1]
Ll ~ 1 || L J [§ ) 1}
Lk
O - I /] | | 17 | | e 11 =y | 1]
hal 0" BES 3 7 ] | | LAY ] = | T o Tl |=d | | 1
Z /1 1 =l I N TV | | I || Ik IV 1 1 I =y 1]
> 3 = e | ] L ] b [} i | [ &) | | - H I al | ~ 1]
o
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4. Realize the following figured basses, using the voicing indicated. Analyze completely, including the
roman numerals for all chords and cadence type. Read about figured bass in Part V, Unit 9. The instruc-
tor may wish to discuss figured-bass history and practice in more detail. Examples of historical figured
basses may be seen in Music for Analysis, Part I, Unit 10, and following units. A note in the bass with no
figures under it indicates a root position triad (the given note is the root). Any accidental with no number
next to it refers to the third (tenth, seventeenth) above the bass. The natural signs or sharps are needed
here to raise the third of the dominant triad (that is, the leading tone). Every accidental in the figures must
appear in the music.

choral close

O, - } f T f t — = T |
Ml OV ] I T I I I —= = I 1
7 T ¢y = I — = = —1 I | = T

T 14 I —= < —T T —© 1]
z 1 1
choral open
: :

OO - - 1 T T 1 1 T 1]
bl ONC I (1) 77 I 7 77 I I I I ) |
7 L\ I = —1 I — = T T

T I < — I —< < T 1]
1 I ]
# #
keyboard
4 | !
Y ' i a = | : 7

. ]

7 L1 ¥ 1 —7 I T I T T T
P—p—f —1 o T & T T 1]

5. Introduce passing tones in the following progressions:

i
==

PL.
L

TR
T

M-
O
QN

O
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NI N
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G: 1 d Ab: I A% f#: Vi i
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6. Introduce auxiliaries in the following progressions:

e

===

N
#L’:
B ) “r__

=
"’H_ —lail

=
=

=

L4 L)

e i f: . Vh i A: v eb: i v

7. Harmonize the following soprano melodies. Passing tones and auxiliaries may be employed as directed
by the instructor. Analyze the cadences. In choral voicing, open or close spacing will be dictated by the
register of the soprano, unless otherwise designated by the instructor.

a.
Moderato (choral)
1 1 I Y
e —— e e
b.
Adagio (choral)
s e i e
c.
Con moto (keyboard)
'y i
e
T T 1 4 {
d.
Larghetto (choral)

E)—.
ol
il
s
o
:
=

44 DIATONIC MATERIALS



The following patterns may be used for composing melodies, for practice in working with nonharmonic
tones, for two voice (soprano and bass) textures, or for improvisation. Be conscious of motivic consis-
tency, direction of line, rhythmic continuity, and clarity of cadence. Refer to Part V, Unit 18, for a discus-
sion of melody. (Note values represent harmonic rhythm.)

Moderato
a. Fmajor: § I | 1 | v | 1 I
Adagio
b. C minor: 2 i Vhli \L li Vb i VVhli "
S R I I I I
Conmoto

§ |
c. A major: 8 1 V
J

ol d

<

J.
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The Dominant Seventh Chord
in Root Position

C: V7

c Vi

I. The dominant seventh chord (V7) consists of a major triad with a minor seventh (Mm?7); note the dissonant
tritone and minor seventh. In minor keys, the third of the chord (the leading tone) must be raised and indi-
cated by the figured bass accidental in the roman numeral analysis.

II. The V7 functions in the same way as the V, but it occurs infrequently as the cadential chord in a half cadence.

III. Since the V7 is a four-tone chord, all four tones may be present. In many situations the root is doubled and the
fifth omitted (see IV-B).
IV. The basic voice-leading rules for connecting I-V apply, with the following observations.

A. While parallel perfect fifths and perfect octaves are to be avoided, a perfect fifth may move to a diminished
fifth if the diminished fifth is subsequently resolved.

5 o
SEs===="1
S [T
5 'q:iqi—jf—
II'I

B. The voice leading in the progression V7-I is determined by the need to resolve the dissonant intervals.
The third and seventh of the V7 are tendency tones. When both tendency tones in the V7 resolve properly,
the tritone formed by these tones is resolved. Note that the d5 contracts to a third, and the A4 expands to
a sixth. The normal resolution of the seventh is stepwise downward. The third of the chord (the leading
tone) resolves to the tonic. The root of the V7 in the bass moves to the root of I. In an incomplete V7, the
doubled root remains stationary. This is referred to as the sirict resolution of the dominant seventh chord.
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At this point, do exercise 1 at the end of this unit.

C. Note that if the tritone of a complete V7 is resolved, the fifth will be omitted and the root tripled in the I.
However, when the leading tone is in an inner voice, it may skip down a third to the fifth of the I, making
both chords complete. As indicated earlier, this is referred to as the free resolution of the leading tone.

- |
£ 2 =

—

—

— —'; — ;‘DJ_

V7 I

D. In keyboard voicing only, when the chord seventh is in an inner voice, it frequently moves up a step to
the fifth of the 1. This is referred to as the free resolution of the seventh.

1 i
T T
1
11.4
11
—_—
i

>
c V71 fvil

*In keyboard voicing, both notes of an implied unison doubling are not commonly written. This results in a momentary
reduction to three voices.
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E. In the case of chord repetition, the seventh may move from voice to voice. The resolution generally takes
place in the last voice in which the seventh appears.

] |
& 2 . :
=T $
T { = 7= :
e — 2
C V7 I v7 I
V. The dominant ninth chord (V9)¥
] 1y {7 ] —]
1 LI 1
C: V9 c v?

A. The V9 consists of a major triad with a minor seventh and a major ninth (MmM9) or a minor seventh and
a minor ninth (Mmm9).

B. The V9 is a five-tone chord (when complete) with dominant function. The interval of the ninth is also dis-
sonant and will either be resolved into a dominant seventh prior to resolution to tonic or be resolved
directly to the fifth of the I chord. In the former case, the ninth may be understood as a nonharmonic tone.
In strict four-part harmony, the fifth is customarily omitted.

g
sl
I
e

e
&0

(1]
%;, 8 Z =
o —
Bh: V9 v7 1 e VI i

*The V9 is included here for completeness and because the chord may occur in the musical examples for analysis. For
further discussion, refer to Part 111, Unit 7.
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Analysis

Analyze the examples in Unit 3 of Music for Analysis. Refer to Part V, Unit 13, and to the Checklist for Analysis.
Consider the following;:

1. Where do dominant seventh chords occur? Are they used cadentially?

2. How is the seventh introduced? How is it resolved? Are dominant seventh chords complete or missing
the fifth?

5.  What types of cadences are used, and where do they occur?
4.  How long are the phrases?

5. Are the phrases thematically or motivically related?

6. Do the phrases form a period? Of what type?

Exercises

1. Resolve the following V7 chords in the given voicing. Indicate the tritone with brackets and resolve
strictly, as in IV-B.

O | | .. i ! I p i, ;
3 il AT { 1 L 1| BUTIR 1

3 i HE e )

# - T t I Z #- A[
:g'z_'hg 2 3 = Rty I v Huti =8
17 | AL / S ° ] -1 h1 1 LAk f I _ 5 4 1

11 : v n 7 o v T L ll"l_} P

2. Resolve the following V7 chords in the given voicing. Indicate the tritone with brackets. Resolve the lead-
ing tone or chord seventh freely, whichever is appropriate, as in IV-C and IV-D.

! i + - ' 4 : . |
n
A T BV é_ L 17y
I > | VM = v
— 14 Y ug %
# | 1 hg } 1 T
) T =
3 HiC d: 17 A" * ® i 174 P
Z 13 b | T i v | ‘9‘ T
T 1 F 7.2 | & T
T v T T

THE DOMINANT SEVENTH CHORD IN ROOT POSITION 49



5. Resolve the following V7 chords both strictly and freely, as indicated:

strict free strict free strict free
0 { | # . I R | l
i i N 3 o 12
P —% et 2
1L Ll LA 7 4
+#
F | I
N J J- 4 | T T ! }
2 2 ——g & e — &
1
strict free strict free strict free
S | b |
pp—= < i I z 38 ¥
i i i i i "
T I v v
S z re— ; 7z 7
— : = % : 1'

4. Complete the following I-V7 progressions, making the V7 either complete or incomplete, as indicated:

complete incomplete complete incomplete
) | ; I i [ | P} ,] J P
— ;L ——T5%r i E :
& A" J ¥ 1 r 1
) I [
4 . 4 .
Cxw 2 - t - r £ m— = 1
% ====—=1= Y= ==

—1%

50 DIATONIC MATERIALS




5.

Harmonize the following soprano examples in both keyboard and choral voicings, using V7 and | in root
position:

P l B I o g 8.
? [\ ] . H '" IV _1r B I ¢ SERAS ¢ § [ 4 ] e 1l
N - o hi R JL )i |
[}
Al g e Eb: B
P L i o o 'l |
~F 1) TY LR}
id 111 B P2 [0) Tt Tt 1 T H
!Jl i | I*" 1T 11 1T L 7 [ & ] 1
Bb a f#: E Db

A | 4
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6. Add three upper voices to the following basses, using only tonic, subdominant, and dominant triads, and

the dominant seventh chord. The 7 beneath a note indicates a root position seventh chord (the other
figures, 5 and 3, are implied). The sharp or natural appearing below the note or below the figure 7 in
minor-mode examples designates the raised third (tenth, seventeenth) above the bass in the dominant
triad or seventh chord. Use a variety of voicings. Work for smooth voice leading and, where possible, con-
trary motion in the outer voices. Analyze the chords.

o
0 1 I = — = 1}
o] | ). © | | 220N © 1] [ @ ] 1}
ry 9 | WY © | ko © 11 o 1l
s || s o I 11 © 1l
O ©
7 7 7
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o ©
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Q:' % ] 1 ] 1
D o
5 —<b == 1 © e 1l
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O O
7 7
#
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3] ] m i © ] Tl
7 oo i o 1 Tl
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Harmonize the following melodies, using I, V, and V7 chords in root position. Use the voicing specified by
the instructor. Analyze completely, including cadences.

Allegretto
1
g‘l’"&‘ — TP O o 3
a. T 1 1. T T
1 1 1 ! : 1 1 —35D
[} T T
Bb:
Lento
H 1
'! - = 1 } 1
b. 18y 1 - = — —© —1
[ ) ! ' [
A:
Moderato
Ou N ; .
;81 { 1 1 N 1 H 1 1 —N
o O —o—T1T 212 —— |
* o) ¥ ) I d I & 1}
e:
Allegro assai
1 i 4
¥ ] —ey 1 I d' I 1 1 H
d. z—1%° — e T 3
1
f:
Moderato
PYR.N | . o
— 1= H
e
S = = = i ¥ i = =
B:
Andante
——7 re—F I A
f 8 : e : Fe— 1 1 f7 =
eJ I ' I ——— I
b:
Allegro ma non troppo
y.\ . I\ F=¥
G N T N—— Y T 1 b { i t T K—T 4
8. ? M — T 1 — N—1 T
" —— -
o ; :
d:
Maestoso
— I I B U S IR B e e
h - 1 T I i I 1|
Q) d 1 i e 1 i - I 1 i ! 1 | I 1 ! 1 11
E):
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8. Realize the following figured basses. Employ nonharmonic tones. Refer as needed to Part V, Unit 9. Be

attentive to the contrapuntal relationship of the outer voices. Analyze completely.

AF‘

OO - 29 ) 1 T T T i i
o v 3 i 1 1 I T 1
Y A W) o — 1 —g i
2y Lt e 1 — 1
b‘
4 7
#
Ly 1 1 1
o Tl I 1 | | I 1 1 | | 1]
s MUlTIe T {d | 1 {d {d 1 | | 1 45 1]
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1 1 1
7
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E’ol 1).AKY ] | | 1 | | 1 | | 1 | 1]
P——+o f —< o — f  — i
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9. Complete the accompaniment to the given melody. Note that the melody contains passing tones.

Andante
TN e TN ?'/-\.-./\; F/-\.lp.
{ = SR ——— Y=——F
nf

e F

e -

e e e e e
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10.

11.

Complete the following in the given two-voice texture:
Hornpipe
_l'"_F I; |
£ £
: e = = = :
a7 e — - ¢ :
r | 4 |14 r |14 14

The following patterns may be used for composing melodies, for practice in working with various tex-
tures, particularly two-voice textures, or for improvisation. Be conscious of motivic consistency, direction
of line, rhythmic continuity, and clarity of cadence. Refer to Part V, Unit 12, for a discussion of expansion

and elaboration models.

Moderato
a. D major:g I

Andante

2.

b. F minor: 4 1
Allegretto

c. Bbmajorzg I

J

Allegro

d. Cmajorzg I

[ I

| 1
| w
vi |1
J
H.C
| vz

v7

A.C.
V7
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Connection of Tonic and Subdominant
Triads in Root Position

1
5
1

c iv

%

C:

bttt

-~

I. The roman numerals IV and iv refer to the major and minor triads, respectively, built on the fourth degree of
the scale (subdominant triads).

Il. Function. The IV chord may be preceded or followed by the I chord. When the I chord is preceded by the IV
chord at the end of a phrase, it is termed a plagal cadence (P.C.). The ascending fifth relationship is very
strong, being the obverse of the dominant-to-tonic descending fifth. See the circle of fifths, Part I, Unit 5.

IIl. The same basic procedures employed in [-V connections are to be employed here.
A. The common-tone connection procedure is the same for [-V and I-IV connections.
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Exercises

1. Harmonize the following soprano examples, employing only the tonic and subdominant triads. Use a
variety of voicings and spacings.

2. Add three upper voices to the following basses, employing only the tonic and subdominant triads.
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3. Harmonize the following sopranos, employing only the tonic and subdominant triads. Analyze com-
pletely.
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Realize the following figured basses in either keyboard or choral voicing. Analyze completely. Work for
il

smooth voice leading and well-shaped lines.

hall DO Z WAL
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Connection of Subdominant and
Dominant Triads in Root Position

I. The IV chord frequently functions as a dominant preparation (pre-dominant) harmony, progressing to V. It
rarely follows V. The tonic, subdominant, and dominant triads are often referred to as the “primary triads”
The movement from tonic to subdominant to dominant and finally back to tonic typically defines the basic
harmonic direction of tonal works and determines form. All other harmonies may be thought of as decorat-
ing or substituting for these essential harmonies.

II. The three upper voices move in contrary motion to the bass to the nearest notes of the second chord. (Note: In
the much rarer progression V-1V, the procedure is the same.)
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The following are common connections of IV to V7. Note that the doubled root of the IV may remain station-
ary, becoming the seventh of the V7.
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Analysis

Analyze the examples in Unit 4 of Music for Analysis. Refer to Part V, Unit 20, for a discussion of simple forms.
In this and all subsequent music discussed in class, consider the following:

1. What is the rate of chord change (harmonic rhythm)?

2. Is it consistent, or does it change at some point in the phrase?

3. Are there motives? Do phrases ever contain two motives? Are these motives shared between the phrases?

4. What is the form of the longer examples? Prepare a simple graph of the form, as suggested in Part V, Unit
20, and label (name) the form.

Exercises

1.  Harmonize the following soprano examples, employing only the subdominant and dominant triads and
the dominant seventh chord. Use a variety of voicings and spacings.

2. Add three upper voices to the following basses using only tonic, subdominant, and dominant triads, and

the dominant seventh chord. Use a variety of voicings. Work for smooth voice leading and, where possi-
ble, contrary motion in the outer voices. Analyze the chords.
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5. Harmonize the following melodies. Wherever an asterisk occurs, a IV chord is required. Use voicing as
specified by the instructor.

®
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4. Realize the following figured basses. Work for smooth voice leading and well-shaped lines. Analyze the
chords and scale-degrees in the bass.
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5.

6.

Complete the following in the given texture:

ZEE S = =

1

s = = ——F——=

The following patterns may be used for composing melodies, for practice in working with various tex-
tures, or for improvisation:

a. F major: 2 1 v l I I v v7 l 1 ”
J J J 4
b. C minor: g i Il llv liv |1 ]1 th IVZ '1 ll "
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Cadences Employing the Tonic,
Subdominant, and Dominant
Triads in Root Position

I1.

Progressions that are used to articulate the ends of phrases (points of arrival or rest in the musical flow) are
termed cadences. For a complete discussion of cadences, see Part V, Unit 13. Tonal music is built around these
tonic and dominant arrival points, and they form one of the fundamental building blocks of musical structure.

A perfect authentic cadence (P.A.C.), or full cadence, employs the progression V(or V7)-I, with the first scale-
degree in the soprano in the I chord. Both chords must be in root position.

T (&
~ TR~ T L_
o

A perfect authentic cadence is the strongest cadence and is used to mark important formal junctures in the
music, such as the ends of sections or periods.

An imperfect authentic cadence (1.A.C.) employs the progression V(orV7)-I, with the third or fifth scale-degree
in the soprano in the I chord.
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An imperfect authentic cadence is weaker than a P.A.C. and signifies both harmonic arrival and likely con-
tinuation. Thus, it may be used as the medial cadence in a period and at those junctures where the composer
wishes to establish a weaker sense of closure.

IIL. A half cadence (H.C), or semi-cadence, employs a progression ending on V.
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A half cadence is a relatively weak event, requiring continuation, since it is harmonically open-ended.

IV. A plagal cadence (P.C.) employs the progression IV-I.

i
-
\u

i 7
A v I f: iv

A plagal cadence is generally a terminal cadence and indicates closure. It often follows a perfect authentic
cadence.

64 DIATONIC MATERIALS



Analysis

Analyze music assigned by the instructor. In addition to the items included to this point, consider the following:

—_

What types of cadences are used, and where do they occur?
2. How long are the phrases?

5. Are the phrases related?
4

Do the phrases form a period? Of what type?

Exercises

1. Harmonize the following cadential basses and sopranos. Use a variety of voicings and spacings. Analyze
the scale-degrees in the soprano.
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Cadential soprano lines. Harmonize in four voices, using a variety of voicings. Analyze chords and scale-

degrees in the soprano.

2.
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Cadential bass lines. Harmonize in four voices, using a variety of voicings. Analyze chords and scale-

degrees in the bass.
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Realize the following figured basses. Work for smooth voice leading and well-shaped lines. Analyze

completely.
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Construct the following cadence formulas:

P.A.C. in E minor P.A.C. in Ab major
H.C. in Bb major P.C.in D minor
P.C. in A minor [.A.C. in G major
L.A.C. in F§{ minor  H.C. in C§ minor
H.C. in Bb minor P.A.C. in E major

Compose four-measure phrases ending with the following cadence formulas. Employ textures specified
by the instructor. Be attentive to harmonic rhythm, motivic consistency, and rhythmic continuity.

P.A.C. in D major
H.C. in G minor
LA.C. in Eb major
P.C. in B major

Compose an eight-measure period for piano, the first phrase ending with an H.C. and the second with a
P.A.C. Edit fully and specifically, including tempo, phrasing, and dynamics. (/Note: The following units in
Part V will be helpful: Unit 11, Unit 13, and Unit 17,)
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The Cadential Tonic Six-Four Chord

1 c:frf] « []

I. The tonic siz-four chord (12') is a triad in second inversion, a triad arranged so that its fifth is in the bass; note
the intervals of the sixth and fourth above the lowest note. The fourth in this context is a dissonant interval.

II. In common usage most six-four chords are considered nonfunctional (linear), since the tones in the upper
voices can be analyzed as nonharmonic (passing tone, neighboring tone, and so forth). The cadential tonic
siz-four chord usually immediately precedes the V or V7 at an authentic or half cadence, and the sixth and
fourth above the bass function as melodic embellishments to tones of the dominant (either as appoggiaturas
or suspensions). All linear chords are analyzed in brackets, and their type of use is indicated. Other linear six-
four chords are discussed in Part I1, Unit 12.

ITI. Normally, the fifth of the chord (that tone in the bass) is doubled.

l ,
z——
fﬁfr?
e
c: 1] J

IV. Voice leading.

A. The following occur in normal resolution.
1. The bass remains stationary.
The intervals of the sixth and fourth above the bass move stepwise downward.
The doubled fifth may remain stationary or move to the seventh of the V7.
The chord is metrically stronger than the chord of resolution.

Ll A

P.AC. LA.C. H.C.
= .'l —% S =i l: ===
S S S RS e S e

J 4 14-d |y
S et e
_ cad. lcad. cad.
e w 18] w i Beo1 []lv 1 B W 18] v
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B. When resolution is to V7, the sixth above the bass may move up stepwise to the chord seventh. This
generally occurs when the sixth is in an inner voice.
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Analysis

Analyze the examples in Unit 5 of Music for Analysis. Refer to Part V, Unit 13, and to the Checklist for Analysis
(Part V, Unit 21). Bring further examples from the literature into class.

1.  What types of cadences are used, and where do they occur?
2. How long are the phrases?
3. Are the phrases thematically or motivically related?

4. Do the phrases form a period? Of what type?

Exercises

1. Harmonize the following sopranos in a variety of voicings and spacings and using tonic six-four chords
where indicated by an asterisk:
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Realize the following figured basses.
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Moderato mosso

Lento assai
Feierlich

Avec mouvement

Harmonize the following melodies, employing tonic six-four chords where indicated by the asterisks.

Analyze fully.
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Realize the following figured basses.

Analyze completely.

Remember that the figure i designates a triad in second inversion.
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Continue the harmonization of the given melody in the texture and style indicated by the opening bars. Use
the complete harmonic vocabulary studied to date, and include at least one cadential six-four chord. Score
your results for instruments available in class. Information on ranges and transpositions can be found in
Part V, Unit 23; explanation and examples for analysis of chordal textures can be found in Part V, Unit 17.

Alla Britannia

==S====— 2
1 ! }
I
; > e rf o o
e
|
o 5 ===c== ===

THE CADENTIAL TONIC SIX-FOUR CHORD

71



6. Compose an original chorale for either instruments or chorus consisting of an eight-bar period, the first
phrase ending on a half cadence and the second phrase ending on a perfect authentic cadence. Edit fully.
Units 13 and 25 of Part V will be helpful.

7. The following patterns may be used for composition or improvisation:

a. D major:

Allegro
cad.

2 I v |[12] vz | |

d 4

b. G minor:

Andante

oy e |
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Tonic, Subdominant, and Dominant
Triads in First Inversion

=
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I. A chord in first inversion (sixth chord) is one arranged so that its third is in the bass. The 6 beside the roman
numeral in the analysis indicates that the root is a sixth above the bass. Refer to Part V, Unit 9, for further
discussion of figured-bass symbols.

II. A chord in first inversion has the same function as that chord in root position. The final chord of a cadence is
rarely in inversion. A V6-1 progression at a cadence point forms an imperfect authentic cadence. (See Part V,
Unit 13.)

III. Doubling.

A. Root doubling is preferable.

m

gr——lg

G I6
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In keyboard voicings, unison doublings are often implicit, rather than written out.

G 16 V6
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B. Fifth doubling is next in preference.

e
3; _'éhr_ _q u.__
5 —ﬁ N eedl

C. Third doubling is the least preferable (in the V chord, the leading tone is not to be doubled).

—iﬁ
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i

D. Normally all sixth chords are complete.

IV. As with progressions of triads in root position, smoothness of line is a major consideration in first inversion.
Thus progression to the nearest appropriate spacing and doubling of the succeeding chord is the normal
procedure in voice leading.

V. The need for a more melodic bass line results in the use of chords in first inversion. Some characteristic
bassline patterns are illustrated below. Careted numbers indicate scale degrees in the bass. Observe which
note of the chord is doubled.
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scale-degree in bass: 1 3 4 5 3 4 3 4 5
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1. A IV6 chord used to resolve a V or V7 chord is called a deceptive resolution. When this progression
occurs at the end of a phrase, the resulting cadence is called a deceptive cadence (D.C). Other possi-
bilities for deceptive resolutions will be found in later units.
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2. The progression iv6-V in a minor key, when used as a terminal progression, is sometimes called a
phrygian cadence. It is typically used in Baroque compositions to close a middle movement of a larger

work.
)
e — 4 1 |
2= =
4 4 A
Pt : 5
c:  iv6 Vy e: iv6 Vi
6 8 6 8

C. V6. In the following examples, note that successive first-inversion chords require a change of doubling or
spacing to avoid parallel fifths and/or octaves.

§ 3

is inuEa 7
: il dd =

L

| VEER
R Y
'
-Te

3

Q.><_$_L —1_

& it + ——
1 I | I
c: I Ve 1 ve 1 I ve 1v6 [1] V V6 V6 I
8§ 4 & % & & 7 & 5 6 7 8

D. Temporary reduction to three-voice texture for consecutive sixth chords is typical of keyboard writing.
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C: V 1ve V6 1
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VI. The following example incorporates the most common first-inversion idioms. Note the bass scale-degrees
associated with these idioms.
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VII. At this pointitis advisable to study the guidelines for voice leading and doubling in Part V, Units 5 and 6.

VIII. While root doubling is most common, the fifth, and more rarely the third, may be doubled in I, IV, and V
chords in root position to facilitate smoothness of line. The leading tone, however, should not be doubled.

See example V-C above.

IX. Nonharmonic tones (see Part V, Unit 3, for descriptions).

A. Escape tone (e.t.).

et e.t. et e.t.
3 | 4 ! 3 i ]
T R =
=1F |f F 7 *
P VI M
f E= : =. =! ==
F I v7 a i V; i

B. Free neighbor (f.n.) or incomplete neighbor tone.

f.n.
$ﬁFJ% % =
=

|
c 1 e i

C. Anticipation (ant.).
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R
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Analysis

Analyze the examples in Unit 6 of Music for Analysis. In this and all subsequent music discussed in class,
consider the following, and refer to Part V, Unit 19, for a discussion of counterpoint.

1. What is the contrapuntal relationship between the outer voices?
2. Is the bass primarily functional or linear?

3. Does imitation occur within the texture?

Exercises

1. Realize the following figured basses, employing triads in first inversion as indicated:
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i1 1 il ; ; ] i % 1 Il I I \ ] 1
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2. In the following progressions, introduce escape tones where indicated by an asterisk:
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5. In the following progressions, introduce free neighbors where indicated by an asterisk:
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4. In the following progressions, introduce anticipations where indicated by an asterisk:
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5. Harmonize the following melodies, employing triads in first inversion where appropriate. Employ non-
harmonic tones. Strive for a musical bass line, being attentive to the counterpoint between the outer
voices. Analyze all work completely.

a.

Allegretto
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Adagietto
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Realize the following figured basses. Employ nonharmonic tones. Work for a musical soprano melody,
being attentive to the counterpoint between the outer voices. Analyze all work completely. For an expla-
nation of figured-bass symbols, refer to Part V, Unit 9; refer to Part V, Unit 10, for the procedure in har-
monizing a figured bass. Some of these basses may be worked out in two- or three-voice contrapuntal
texture, as indicated by the instructor; no imitation is required. See Part V, Unit 19, for a discussion of
counterpoint.
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Study examples of ground bass (basso ostinato) from the literature, and compose a passacaglia using the
following ground bass. Refer to Part V, Unit 19, for a discussion of counterpoint.

——r =
I — t T 1 1
6 6 6 7
4 §
Complete the following two-voice contrapuntal exercises:
a.
Moderato
T
3 = = Y t l = - 2 -l'. o_j
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At i t —o i i ! !
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b.
Adagio
1
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} '! L1 i 1 : LJ :
(unfigured)

Harmonize the following unfigured basses. Employ triads in first inversion where appropriate, supplying
figures and analyzing completely. Work for a musical soprano melody, being attentive to the counterpoint
between the outer voices.
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The Supertonic Triad

ﬁ —© i o r——4
o
C: il ii6 c: ii® ii°6

I. The supertonic triad is a minor triad in the major mode and a diminished triad (indicated by the symbol °) in
the minor mode. It is found more often in first inversion than in root position, especially in the minor mode.

II. Function. The supertonic triad will generally function as a dominant preparation, a progression analogous to
IV-V. The supertonic triad may be understood as a quasi dominant to the dominant, the descending fifth rela-
tionship corresponding to that from dominant to tonic. See the circle of fifths, Part 1, Unit 5.

III. Doubling.
A. iiin root position: Doubled root is preferable, and third or fifth is next.
B. iiin first inversion: Doubled third is preferable, and root or fifth is next.

C. ii° and ii°6: Doubled third is preferable; the root is doubled occasionally, but never the fifth.

IV. The supertonic triad may be preceded by tonic or subdominant chords.

A. When moving from tonic to supertonic, both in root position, upper voices generally move contrary to the
bass, but the third of the I may move to the third of the ii.
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B. When moving from subdominant to supertonic, both in root position, hold the common tones.
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C. When either chord is in inversion, move in the smoothest way.

V. Connection of the supertonic triad with V and V7.

A. Supertonic triad in root position.
1. The bass moves from the root of ii to the root of V.

{ B J J l I | i
— : = == Mg ! i :
% I | : i :
" . é‘ P } |
0 = T 1
P = f = s E—
F: 1 ii6 e iv ii°6 Eb: 1 16 a: 16 ii’6

2. Upper voices move in contrary motion to the nearest chord tone.
3. The third of ii may remain stationary, becoming the seventh of V7.
4. The fifth of ii® in the minor mode is a tendency tone, usually resolving downward to the root of V.
0| | B . i J 3 | | L L
‘ + i ‘E ] am— = ik g & B & y
g v } lP b 1 i v i’ T_t.
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5. The common tone connection can be used only when the quality of the ii is minor. A doubled root

allows one tone to leap to the seventh of the V7 or remain stationary.

| I I | I B ; : 1
#‘7—& ‘;' " -§ l/_{ { L4 14 3 ] } 4
S e e

L_d g J 4 d 1) J d |

=0 e
CE— = — I ﬁ"“ & ——

Eb: ii v Eb: ii v7 D: v7 I D: ii v I

THE SUPERTONIC TRIAD

85



B. Supertonic triad in first inversion.

1. Voice leading is analogous to the IV-V progression. Note the doubling; here again, a doubled root may
leap or remain stationary.
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a: ii°6 ii6 v b: i Ab:

2. Common tone connection in major mode.

C: ii6 v7

3. Inthe common tone connection in minor mode, note that the fifth of the supertonic triad must resolve
down to avoid the melodic augmented second.

incorrect

?} L FI 8 ]
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VI. The seventh chord built on the supertonic has the same function as the supertonic triad. This chord will be
fully discussed in Part I1, Unit 17.

Analysis
Analyze the examples in Unit 7 of Music for Analysis. Bring other examples from the literature into class.

Exercises

1. Harmonize the following sopranos in both keyboard and choral voicing:
a. Use i in root position where indicated by the asterisk.
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b. Useiiin first inversion where indicated by the asterisk.
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Realize the following figured basses, employing nonharmonic tones where appropriate. Strive for a musi-
cal melody line, and analyze all work completely. Some of these may be worked out in two- or three-voice
contrapuntal texture.
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Harmonize the following melodies. Work for a musical bass line, and analyze all work completely. Refer
to Part V, Units 8 and 11, for discussions of chord functions and harmonizing a melody.

Grazioso

o
HTe

_I—-‘b
H1H

THE SUPERTONIC TRIAD 85



Missig
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Complete the following in the given texture:

4.

Allegro
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Complete the following contrapuntal exercises:

5.
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Andante
J_-F
‘ - ok 2 £ £ ;
(unfigured)
4
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6. The following patterns may be used for composition or improvisation:
Maestoso
a. Bmajor: gy | 1 lis |V la  |a |v |1 I
Allegretto -
b Eminor: 8 i w | i [w owe|ve i . |we [v] |1 |

PR R N I

7. Compose a piece using the following phrase design:a a’ b a’

a (4mm3)

a’ (4mm.)

*mm. = measures.

iy

S R X
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Inversions of the Dominant
Seventh Chord

I. In the inversions of the dominant seventh chord, the tritone is resolved in the same manner as the root
position dominant seventh chord.

A. In the firstinversion, Vg, the third is in the bass; figures represent the intervals of the root (6) and seventh
(5) above the bass.
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B. In the second inversion, V %, the fifth is in the bass; figures represent the intervals of the root (4) and
seventh (3) above the bass. The figure 8 is normally used only in the minor mode to indicate alteration
of the leading tone. A slash through a figure means that the note is to be raised a half step.
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*Note the doubled third, which often occurs in the resolution of the Vg.
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Note the exceptional resolution of the seventh in the progression I—V[§—16, resulting from parallel tenths
in the bass and soprano.

3 1 dl ‘!
GRS 1
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C. In the third inversion, v"% the seventh is in the bass; the figure represents the interval of the root above the
bass (2). The figure 4 is normally used only in the minor mode to indicate the alteration of the leading
tone.
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D. The fifth may be omitted and the root doubled in the V§ and the V2.
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*Note the doubled fifth.
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E. The following example includes several very common inverted dominant seventh chord idioms, shown
bracketed. Note the bass scale-degrees associated with these idioms.
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scale-degrees in bass: 7 1 2 3 4 3 6 7 8

II. Nonharmonic tones (see Part V, Unit 3, for descriptions).

In both the appoggiatura (app.) and the suspension (sus.), the note of resolution should not be doubled unless
itis normally doubled in the chord of resolution. It is helpful to observe that the appoggiatura and suspension
are similar except that the suspension is prepared.

A. Appoggiatura.

app- app-
eSS == =====-=- ==
1 r [r [T j |
e
1 r |
C: Vv I Vv I C 1 ii6 I ii6
B. Suspension.
susp. susp.
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C: 1 \Y I v C: V7 I V7 I

90 DIATONIC MATERIALS



Analysis

Analyze the examples in Unit 8 of Music for Analysis. Refer to Part V, Unit 20, for a discussion of small forms.
In addition to all elements previously discussed, consider the following:

1. Where do inversions of the dominant seventh occur? What is the nature of the bass line at that point?
Analyze the bass line with scale-degree numbers.

2. Do inversions of V7 occur at cadence points?

Exercises

1. Harmonize the following, employing inversions of the dominant seventh as indicated:

asRE

2. In the following progressions, introduce appoggiaturas where indicated by an asterisk:

* * * *
= ' S l | - —+ |
[ ! '
Al | 4|2 |
e 7 P =
vi A V7 1 Eb: IV 1 G V I

3. In the following progressions, introduce suspensions where indicated by an asterisk:

N2

N

v7

INVERSIONS OF THE DOMINANT SEVENTH CHORD
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4. Realize the following figured basses. Employ nonharmonic tones. Work for a musical soprano melody,

being attentive to the counterpoint between the outer voices. Analyze all work completely. Refer to Part V,
Unit 9, for a discussion of figured-bass symbols and Part V, Unit 10, for a discussion of harmonizing a

figured bass.

d.
- IF 4.?- [JF. P‘ > F T 1|
| m—s 1 1 —t t +—+ t + 1 —© #
1 } | U 1 b 3 1 1 i)
6 & 6 £ 6 & #
5 4 2 4
3 3
b.
1 1 i 1
5 +——1—+ —t— S — —— P —— —+—1—
{Tl {i } é} lll.I I— 17T — 1 T =l }tﬂ
& 6 §— 6 ] 6 6 & 6 6 6 7
4 4 4 §
3 3
C.
] % ] .
) S | ) N . 3 | . A 1 1 o 4]
D e e e e e e e e
v “  SS—— L r
6 6 6 6 7 6 6 7
5 5 5 4
d.
: ; ot o —1 — ————
—++—+ i —tf—e—— h —1 J{H
T T I L) o
6 h4 6 b 6 6 6 6 7
; 2 5 4 y
e.
:l {‘l T T 1 + i R ;l' T )
e s o e e s
t : S - & < &
6 7 2 6 6 6 6 6 6 5 4 7
5 5 4 3 3
f.
Q +— - T »  — n
1 T 1 T y i — == 1}
T —t —1—+ — ——+— 1 1 ———+F —1
i + I i i
d: 6 & 6 H 6 # A 6 6 7
5 4 2 4}
3
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5.

Harmonize the following melodies, employing inversions of the dominant seventh chord in places
marked with an asterisk. Employ nonharmonic tones. Work for a musical bass line, being attentive to the
counterpoint between the outer voices. Refer to Part V, Units 8 and 11, for a discussion of chord functions
and harmonizing a melody.

d.
x * *
4 4
—— 1 » = — j —+ —]
1 | 1 1 1 | B 1 | 1]
1 L 1 ]| 1 1 )] )i P S 1 -~ 1)
i y 1 ' 1 [
b.
AHegretto - 1 : -
R
1 1 Y 1 1 1 1 L 1 1 1 1 1 I U
===
— 1 — ] = 1
C.
M Moderato * ; * - *
} ry 1 d ] | 1 ) 1 1
X 1 i )1 1 1
)i 1 1 1 1 L1 )| 1 1 1 —
} i 1 1 : ! 1 ! R §
d.
Nicht zu schnell
1 3|
F ) S \ ] I
Y 1 Il
174 i 1)
Y
e.
Andante
* X * *
1 I L X 1 — 1 N
t ] j' — il 1 — il T t — T $ —
1 1 o ) M. a 1 1 | L. 1 1l
- - z b - L4 “-J- &

Complete the following to a total length of at least eight measures. Continuing with the given texture,
score the example for instruments that are available in class. Refer to Part V, Unit 23, for information on
instrumental ranges and transpositions.

/\ /\
= < "y s <
F > A) = F > > ar 03
H |
T 1 T r—| T ! T i
e | mes— 4
I ' N
! L 3 I 3 1 i A,
7 1N 11 A 1 I N ) | 11
 — > 1 1 f Iy & &
N i 1 o > i b ot
S D < > Y > < + v
. . . .
0 0 < 0 - v % i
> > > - > >
1 19 1 ) 1L 1
1 4 I | 4 T Y 1 14
- - } oY 1 Y = =
- =
) el ot L F F
17 3
| 7 = = —= ” : b
+ ¥ t Y
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7. Realize the following figured basses in the given contrapuntal textures:
a.

Comodo

+ . —— o s s s P
I 1 T + t
6 4 6 6 [ A 6 6 6 5
5 4 2 4 3
3
b.
F .1'- .IF- Y F » T
===——=c===—=C"=c=
6 6 6 6 7
5 4

8. Study examples of ground bass (basso ostinato) from the literature. Then compose a passacaglia for organ
using the following unfigured bass. Refer to Part V, Unit 19, on counterpoint.

==

i
-
1T®
id;_
e
I
. /RN

9. In the style of Exercise 6, compose a contrasting period of eight to sixteen measures. End the first phrase
with a half cadence and the second with a perfect authentic cadence.

10. The following patterns may be used for composition or improvisation:
Adagio H.C)
a. Eminor: 4 5y |lve 6 w6 | l

P R L

[N )
-
<

(8.1
[

(P.A.C)
cad.
ii°6 [ v |1 |

JoJd o4 4],

<
walp
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Allegretto

b. Ab major: i I

(LA.C) {P.A.C)
| 1 l I | ii IV7 l I ll
(LA.C) (P.A.C)
[t fve o v o A

11.  Compose a brief binary composition, using the following formal outline:
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12 Linear (Embellishing) Six-Four
and Other Chords

I. Many chord structures may be analyzed as the simultaneous use of several nonharmonic tones. Often the
resulting chord structure is recognizable as a particular type of chord (triad, seventh chord, and so forth) but
because of its melodic origins is analyzed as a linear chord. This is indicated by placing the roman numeral
in brackets along with the designation of the type of nonharmonic use (for example, n.c. for neighboring chord
and p.c. for passing chord). Included in this category are the various embellishing six-four chords. These
chords can also be analyzed simply as a combination of nonharmonic tones. The following idioms are
particularly common.

A. Neighboring (auxiliary or pedal) chords.
1. The bass remains stationary.
2. The upper voices move to neighbors and back. Occasionally one or more upper voices may have
passing tones, as in the last example that follows.
3. The chord generally appears on a weak beat or part of a beat.

S e

RN

eI N—
T R—

9

@

{

-
LN
2 fithe
TR

=)
—
=2
»&
i
R
<
-
£
<
-
o
<
S
)
o)
<
~
O
<
o
EY-)
<
~

B. Passing chords.
1. The bass moves conjunctly, generally connecting a root-position chord with a first-inversion chord.
2. The chord appears on a weak beat or part of a beat.

T
L]
ﬂgfr—

—IO[%
st

[ Y.

N
_4-“
L
-..;...*
e

(-

p.c. p.c p.c. p.c.
. 6 . 6] ; . 6 . 6|
c: 18 [V6] 1 a i [v8] 6 & ve [18] m 1 Bk e [19] ii6
A A A A A A A A A A A A A
scale-degrees in bass: 3 2 1 1 2 3 6 5 4 3 6 5 4
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C. With appoggiatura or suspension chords, voice leading is analogous to the cadential I(Ii, and the chord
generally occurs on a strong beat or part of a beat.

susp. l app-
Bh: 1 (18 v f: ve  [w8]

H 1 I ! g& | 1 .

D. Six-four chords may occur as a result of an arpeggiated bass line, with a bass line that alternates between
root and fifth in many accompanimental patterns, or when the melody is in the bass.

|||l 1.1 I T ') 1L 1
SESS==S=i==ccE=csuireco=

1 1 1 {
1 )3 - ; [ :u )} N [N 1 1 [N Y }
1 ] d- b—1 ﬁ s mi::
T T
C 1 F: 1 D I
0, & ¥ + +
oy g g
| Z
0 { | I N ﬁ T
&W’ i | | jd—‘L—d_._d_‘l___.[L
F: I

II. Any chord may be functional or linear, depending on the context. Chords that lack a functional root relation-
ship with the preceding and following chords are often best analyzed as linear. This situation frequently arises
with a highly conjunct bass line.

: __‘l
m
= 1 Y
f__ <

(or 6 [ @) C:I6 [Pi'ic'] 1
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Analysis

Analyze music assigned by the instructor. Refer to the Checklist for Analysis (Part V, Unit 21).

Exercises

1.

Realize the following figured basses, paying particular attention to the shape and direction of the melodic
line. Analyze completely.

a.
] . . |
ﬁ@. ——1 — 1
{jf :i’%l | S| 11 : I' l=l : _{ I{_;J—IJ" d }" ‘H
65 6 5 6 6 6 5 6 6 6 4 6—6 7
43 43 4 4 3 4 3 4

bt
H
1

[+;]

= Q]
Sai
ll
o PJ__
RARE
i | ‘L—»—
v ‘E
o @l
- @

[=)]
= Ov

i
[\
411
N

{ VTN
sl
.-,-4..
| il

™
===

FNC
i
FN-Y
-
-

Harmonize the following melodies, using six-four chords where indicated by an asterisk. Analyze completely.

a.

Allegro "

hil

iv6

Complete the harmonization of the following melody in the given texture. Use linear chords wherever
appropriate.

Allegro .
; ia— — -
z e e o e S S 2 ﬁlaj;'b:
[ 14 L--=.-J | em—— ! L N—

ThE=—=——==
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Harmonize the following melodies. Tones with asterisks may be treated as simple melodic embellish-
ments (nonharmonic tones) or “harmonized” with other nonharmonic embellishing tones. The resultant
sonorities may be analyzed as linear chords. In these melodies and all subsequent melodies with embel-
lishing tones, use the slowest harmonic rhythm appropriate to the tempo and character of the melody.

Allegretto
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Submediant and Mediant Triads
in Root Position and First Inversion

& 1 &
[\ ] )4 AL I 1 [\ & iz K\ I ¥ 1 i AY —1
?ﬂ =g @& B 9§
C: v vib iii iii6 c: A% Vié m 115

The roman numerals VI and vi refer to the major and minor triads built on the sixth degree of the scale
(submediant triads). The roman numerals 1l and iii refer to the major and minor triads built on the third
degree of the scale (mediant triads).

Function. The submediant and mediant triads are used less frequently than the primary triads (I, IV, and V)
and have less significance for the building of musical structure. They may be thought of as embellishing or

substituting for the more fundamental harmonies. They are often found in sequences.

Progressions.

A. The VI chord is usually preceded by III, I, or V and is usually followed by II, V, or IV.

1

—= 5 ; ot ]

o Z =

Eg .;J .J — - f = o
l r r e: b 1

C 1 vi ii6 v bb: i VI Vi

B. V-Vl or V7-VI is a deceptive resolution. When this progression occurs at a cadence point, it is termed a
deceptive cadence (D.C.). Note the usual resolution of the leading tone and the seventh of the dominant
seventh chord, as well as the resulting doubled third in the submediant.

n .

T Z
05, f |'"

A %-— /J‘- -
TE= = ="
C: Vi o+ ¢ VIvI C: V7w

b



C. The III chord is usually preceded by I or VI and is usually followed by IV or VI. Note the scale-degree
formulas in the upper voice associated with these progressions.
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III. Linear uses.
A. The root position VI chord can be used to embellish the I chord.

.ﬁfrf%—n“ - = lgi H A\

! I
e i [VI] i G 1 [vi] 16

LT

N

E N
-
=
TTN
11N
ol

= |
®

B. Both VI6 and 1116 are weak structures; they are rarely independent.

- — I

T Pt
= e "J b 4 —J—\J'
A: [vi6] I a [VI6] i A: [iii6] V A: 6] V7

In these instances the mediant and submediant may be understood as linear chords, or the third or sixth
scale-degree may be understood as a nonharmonic tone.
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C. In minor, a sonority that may look like I11+6 is normally heard and used as a V, with scale-degree 3 as a
nonharmonic tone. The root position 111+ is usually the result of a chromatic passing tone.

—P-t.
A1 | | |
e 8
8 %
nht_ J_res. © o
O [®) —1
. " —
1.4 Ld 7 [ § ]
¢ Vi (notIll+6) c: II I+ VI

For a further discussion of the augmented III, see Part II, Unit 15.

Analysis

Analyze music containing phrases of irregular length.
1. Are the phrases shorter or longer than normal?

2. What devices are used to achieve this irregularity?

3. Do the phrases form periodic or phrase-group relationships?

Exercises

1. Realize the following figured basses. (Refer to Part V, Unit 10.) Employ nonharmonic tones, and work for
a musical soprano melody. Analyze all work completely.

a.

TN
m
T
iy
| 158
il
[ ARE
il

1]

7 6 7 7
b.
-5 J & 1
0 +—1—1 —F— — T —t— |
= ———H — :6 e i_l_f 5{4:_;,' "
A 5 7 6 7
g 6 4 6 4y 6 §a4y 6 b
3
C.

©
o

«o ¢

@

| 4i%f
Q.
L
| 108
¢
44
==

ﬁEtE
.
H
H-4-
L
L1
T®
T
_ﬁ_h
1l
SENE
T
TN
fi
Bl
L]

o
-

102 DIATONIC MATERIALS



2. Harmonize the following melodies, employing mediant and submediant triads where appropriate:

Largo

il

&
H
-
1]
'
11
-
o
SERE
HH
M
H

Moderato PN

o
—o \P 3= +H
- J R _4 1 1
} I 1 1 1 1 1 1
)i i 1 L } 1 1 ]
1 i T T
L H
l 1 H { T L L ) ! 1 1 1 1 -
o L 1 1 1 1 1 } . 1 = = Jlu
1
1 ﬁ o —7 — —+—7= = 1 H
1 14 & &
vi

5. Study examples of nonimitative two-voice counterpoint in Music for Analysis. Then, complete the follow-
ing exercises and analyze fully, being attentive to the rhythmic and intervallic relationships between the
voices and to the clarity of the harmonic implications. Refer to Part V, Unit 19, on counterpoint.

a.
_1 lJ
—
_-'——_‘F—T_—"_Hl
e e e e e T e
| A N 1 1 T 1 2
) I S 1 ] ) ! L3 i J 1 1
L ¥ | L T
:
?n
b (]
-8 T
.‘ 1 1l i 1 ¢‘
2 : ——t
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4. Add a bass voice to the given melody. The added voice should be as melodically independent as possible.

4 H — } + : ma

e
]

3
e

Ei
1
i
il
%
il |

5. Compose a period for an instrumental combination available in class, employing the phrase and cadence
structure outlined here. (Refer to Part V, Unit 23, for information on instrumental ranges and transpositions.)

(4 mm.) (6 mm.)

1t r 1.1 &> ©° 1 1 ‘[ |

H.C. D.C. PA.C.

6. The following patterns may be used for composition or improvisation:
Andant
ante (LA.C) (P.A.C.)
a. Dmajor: § 1 |vi |a |vi ]I i v vz |1

J A
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Moderato (H.C)

b. E minor: 2 i Ve |i A IVI ii°6 IV“ IVg i IIII VI l
J J (simile)
(D.C) . (P.AC)
| B w |w jm v 0] v | ||

Compose a double period for an instrumental combination available in class, employing the period,
phrase, and cadence structure outlined here. (Refer to Part V, Unit 23, for information on instrumental
ranges and transposition.)

a b a c

-ttt rrrrr
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The Leading Tone Triad

2 —wﬂﬁlzagﬁ
T i L L T
()] Ly O
C: il vii°6 c vii® vii§

I. The leading tone triad is a diminished triad; it occurs in both major and minor modes.

II. The chord is used with dominant function except to replace V at a half cadence. It may also be used as a lin-
ear (embellishing) chord (still associated with tonic harmony). The triad is almost always in first inversion;
root position is very rare, and second inversion is virtually never used.

III. The third is usually doubled, as the root and fifth are tendency tones.

IV. Voice leading.
A. The root of the chord (the leading tone) always resolves stepwise upward.

B. One third of the chord generally moves stepwise downward, whereas the other third moves stepwise
upward in contrary motion.

C. The fifth of the chord, though a tendency tone, typically is freely resolved, moving stepwise up to the fifth
of the tonic chord. However, see the third example that follows, in which the tritone in the outer voices

resolves.

s ] | | J | . ]
: % Pee—= T =
S N N A I B |
) - )
f F i = e f : f

T i T ‘ ' l l
e i [vii‘d] i6 Bb: IV vii%6 I F: IV6  vii I
A A A A A A A
scale-degrees: 1 2 3 4 2 1 6 7 8

N;F,_
QR

-
3 N
2 L = F 1
G I vii°6 16
A A A
1 2 3

V. A complete summary of part-writing and doubling procedures will be found in Part V, Units 5, 6, and 7.
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Analysis
Analyze music assigned by the instructor, keeping in mind all the elements previously considered.
Exercises

1. Realize the following figured and unfigured basses, using nonharmonic tones where appropriate:

a.

ol
Tm™
LI
012
-
n

(VI
T
LMl
i:::

6 ¥ 4 6 § 6 8 6 6 6 5
5 4 #
C.

T — |1:|:=f! h— —1—+ T 3 —7
CEEE e o4 s —— 3
¢ & .‘_d: =

6 6 4 6 5 6 6 6 7
3 4 3 \
d.
3 ) S T ; "
v T T —t—71 T T—1 ——m7
T T
— & = "
2 6 6 6 6 6 6 6 7

2. Harmonize the following melodies. Three- or four-voice instrumental or keyboard textures may be
employed. Analyze all work completely.

a.
Andantino
L o .
1 . ) |
I_1 1 1
11 1 1 1 1 1 1 | 1 ¥ 1 1
)i J 1 17 )| 1 1 A 1 F I | 11 1 1 1 L] 1 il i | | 1)
(3] 1 Y1 1 y 1 — —+—7 T
Moderato
{
1 1 b ) | 1 1
-\ ) T F = ] 5 P —© ﬁ
i 1 i 11 1
1 1 1 1 ! 1 1 i Ji ; 1 i 1 1 1 1
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Largo
.
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3. Complete the following fragment in the indicated texture for instruments available in class. Information

on ranges and transpositions can be found in Part V, Unit 23; explanation and examples for analysis of
three-part texture can be found in Part V, Unit 17.

Tempo di minuetto

[ YREN
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N
il
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4. Complete the following in the given contrapuntal textures:

Adagio

NS I o

Z <

L)

r‘l lLL

5 + T - : — -
O 1 Y 1 1 1 H
% i' i j i j z d & 2
& 6 7 6 5
y 4 43
b

Moderato
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5. The following patterns may be used for composition or improvisation:

21 Ivii°6 ‘16 v IV A\ IIG IIVG vii°'[

J 4 4 ) s 4

a. C major:

b. D minor: ¢ i i6 |vii°5’ i |VB Vi i vii’6  i6
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Variant Qualities of Triads

I. Scalar variants.

A. The following are variants relating to use of the melodic minor scale. Note that these chords use either
the raised form of scale-degree 6 or the subtonic. The figured-bass symbols for the altered notes must be
placed next to the roman numeral in the analysis.

1L bi [ 3 ] 1l
1 I

11

1l

c: vy iih5 vi° v v

==
oS

1V, ii, and vi° are found with the ascending form of the scale; v is found with the descending form.

A A A A A A
scale-degrees: h% h? 8 §6 47 8 8 7 6 5
. x L
3 =S ===
I r‘ o
J 4 |4 ,
0 - a—— 1 XY vy
—27 a — bﬁ —=
i 1 7 1
c Vi vii%e i e iy V.7 i ¢ i v VI uI
i i
l AN .
& i v6 iv6 v#

A A
6 5

00>
-

B. The presence of the third scale-degree as a nonharmonic tone over dominant harmony will give the effect

of an augmented III + 6. Such sonorities are best understood as V, with the third scale-degree analyzed
as nonharmonic.

Fr

c ii°6 Vi i
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C. Occasionally a triad will appear over the subtonic in the minor mode (unaltered seventh scale-degree of
natural minor). The major triad that results is associated either with a major 111 chord (with the effect of
a momentary shift to the relative major) or with bass motion passing stepwise down from the tonic note.
Note that the voice leading in the progression VII-III is analogous to the progression V-I in the relative
major and can be analyzed as V/III-III (see Part 111, Unit 1).
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The progression VII-1II often occurs as part of a circle-of-fifths harmonic sequence.

Lo
=t ir 1 I r [°
VP S R I I e
e i v v m VI ii° Vi

Analysis

Analyze the examples of music using scalar variants in Unit 12 of Music for Analysis. Refer to the Checklist
for Analysis (Part V, Unit 21).

Exercises

1. Write the following chords in root position using only the treble staff. Add the appropriate accidentals to
the roman numerals.
f: v, ii, VIL, 1V, vi°
cfl: 1V, ii, VI, v, IV
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Harmonize the following soprano lines, using scalar variants where appropriate:
L

Realize the following figured basses:

2.
3.
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4.

- K

Harmonize the following melodies, using the variant triads discussed in this unit. Analyze completely.

DIATONIC MATERIALS

5.

112



b

>y T I 1 T T T 1 [T 7
» F Y H 1 Y 1T = — T 1
\ WA 1 T [ ) |
SV I T | [ 11 o 1
yj 1 ] ¥ T ©
C.

._.J.“
L

41

T

Allegro
d.

Maestoso A
1 1

¥, 5

b |4 2 P g | 2 F 1Tl e 1 TP 1T 11 " & | o T "1 §
4 W AN/ AL ' VI N 2 v

A7,

II. Modal borrowing (interchange of mode, modal mixture).

A. The modal scale-degrees (those which distinguish a major key from its parallel minor) are 3, 6, and 7. For
expressive or coloristic reasons, composers sometimes employ modal scale-degrees “borrowed” from the
parallel key, usually associated with chords borrowed from that key. The function of these chords
remains the same. Such borrowed chords are most often found in works in the major mode, and thus
come from the parallel minor key. They may be analyzed with the symbol “M.B” and the appropriate
roman numeral, with care taken to show the proper chord quality. Note in the following examples the
accidentals required in the figured bass.

modal degrees t
) %
7 i 1 Py
1 - b 1 1 I 5‘ 1
G T 7 }
il e L
tonal degrees
A ® | | 1P | |L'8
| 1+ 7€) Y T DT ey FlrL 6] 112 ® ] i}
I 8 3 149 { il — ¢ ¢ 1
{ Py T 1¢P 11288 ) 28] 1T ! 14 ) i
1 [ ¢ [ ] 1l I 1
o (8]
G M.B. M.B. M.B. C: M.B. M.B. M.B.
ivh V15 ii°b5 ib VIi5 s 5
6vD Gvn G
T 1 >S4 "o wil
5 8 © i
D) i
G M.B. M.B. M.B.
b5 vl vh

(311 $vID
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B. Modally borrowed chords may replace or follow the diatonic version of the same chord. They rarely
precede the diatonic version.

scale-
degrees: 6 b6 5 8 b7 b6 b6 3
n 1 1 , | | I
)3 1 { 1 | I ¢ L PR
1 1 (7N l;
g3 51| g ——
v 4
i 1 Ln
0 =y =Y 1 | i Ld = o
® | =l | T 111 7) 1 )
V.4 ] 1 {71 1 1 1 [ ]
F ] ! ' ]
M.B M.B. M.B. M.B.
C: v ivh I G 1 b5 Vibs  ivh 1

o

Qi
.

iv6 ii°Lg v

C. A work in the minor mode may end on a major tonic triad. The raised third of this chord is called the
Picardy third (tierce de Picardie). This is the most common borrowing from the parallel major mode.

] ! !
S

o :"‘ IP t -
T j
c v V: 14
Analysis

Analyze the examples of music using modal borrowing in Unit 12 of Music for Analysis. Refer to the Checklist
for Analysis (Part V, Unit 21).

Exercises

Analyze the following modally borrowed chords. Include roman numerals and figured bass with
proper accidentals.

1. a.

114

W) ] y
b
- i 8 3 s 0 ) o [ ¢ ) 1P
Hs—PQ—1PO— o I ) — ey < 4 TDey o
S T © o o) (4] i 5 o +
—\!‘y——b‘& O P PO o POy
o
- :
Py o
:= P I L bc ~F i
&
= bo (o} 4] b © 029 3
G: F.
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b. Alter the following chords by modal borrowing. Analyze both chords of each pair with roman numerals
and figured-bass symbols, including accidentals.

X X

| | | : i
== = 2 F

=

= 2 5

n
-
TN

T

2. Write the following chords in root position, using only the treble staff. Add the appropriate accidentals to
the roman numerals.
D: I11, iv, i, VI, ii°
Ab: VII, 111, ii°, iv, i

3. Harmonize the following soprano lines in four voices, using modal borrowing where appropriate. Analyze.

a.
W) | | |
T I " —— 1
) ! ! 1 |
b.
e ' 3
o T ]
s o O I S I S fi
| ! i 1 1l
v ! * ¥ F <
C.
Tempo di minuetto
I ; I , |
- I T 5 7 B S— — { N — T T i ]
i | V- I — i i I o (o — t —]
T a4 P | 2 T | 1
T T i A — -
Hé
37 3 T T — T i
i v T  i— — I T i
- Ve 1 1 1 I 1 1 1]
1 ﬁt — T4 s it 1
D) I & O

d.
Andante
t | 1
1
= : e e e
A T = 1 | - Ll o )]
x| 1 1 [ - 1 1 i = 1
P3) ——— [ I i
i - Jl
L | 1 1
D] I T
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Realize the following figured basses:

4.

O -

7

6

o

o XX

1

1

1™ I
L

Yy a8

b5

i ]
|

L

Complete the accompaniment to the following melody in the given textures and styles. Use modally

borrowed chords where appropriate.

5.

—

y

Allegretto

|
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el

N
I

6. The following patterns may be used for composition or improvisation:

Allegro
a cminor: 8 5 | |we  |w i w6 w6 w |
Jd 4
Andante d
cad.
bocmaiors § 1w |1 v vies [ms | ig¢ |[18]v7 | 1

i d Jd

VARIANT QUALITIES OF TRIADS
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The Sequence

I. A sequence (seq.) is the repetition of a musical motive or pattern on successively higher or lower pitch levels.
Refer to Part V, Unit 16, for further explanation and examples.

Il. Sequential progressions.

A. Sequences may employ functional progressions. When all the diatonic triads occur in this context, the IV
and the vii will not have their more usual functions.

> -
— =" == =
D ! Vo t |
.\ vii® g vi b v DI i
! l 1 I !
unit seq. down M2 seq. down M2 : :
] 1T T 1T T 1
1 ] t !
: | | 1 QI | i
o 1)
©

T

:

TI*

| 118
7%

T8

-r..‘-..

e

sl
e
N

e
e

‘LH

B. The melodic pattern may take precedence over harmonic function, resulting in a linear progression. In
this case, the harmonies preceding and following the sequence will be functional.

unit seq. down a third seq. altered for cad.
f | ] I i

e e e e T e

hJ ™ - | > | X | 1 1 1 B R S 1

z F F" == =S eI siee
I r r -r. r_.
+ t 1

: } : : & ==
£ V6 v6 iv6 16 ii°6 v7 i
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III. Sequences generally involve a minimum of two and a maximum of four statements of the sequential unit.

unit seq. downastep- - - -~ - - - - - - - - free for cad.
r 1 T —1 I 1 I 1
1 I—r -  — e —— ’ o —+—t
ﬁ L i g1 1 I i—‘—i s
L4 > S g 5 -'-j: > -

T

iii6

Analysis

Look at music containing sequences.
1.  What is the sequential unit?

2. How many times is it stated?

3. By what interval is it transposed?
4

What type of progression is employed?

Exercises

vii’6

T N—

V6

<y

1. Continue the given patterns in each sequence. Conclude each pattern with an appropriate cadence, and
analyze all work completely. The sequential unit is bracketed, and the first transposition is established.

| —— 1 |
= ot 8 o :
1 — EersisSus SSS 228
J J u
—_— aﬁ—} =i
SEESSS=—_==== === iSS=
r 1 —
) . —

LY

_1bh._'

ulNl
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2.

Harmonize the following melodies containing sequences:

a.

Con moto T

0 T 1 1

) I | b | 1] - 1] Ll
t

b.
Moderato
1 i 3 1 1 1 1] = F 1 {' } 1
1 11 o A 1 ) N | )] 1 1 i 4 ) E | 1 1 L]
I ! T i T 4 +
16
0 1
1 -]
5
)| 1 1 ]| 1 )5
T [ == - !
C.
A Lento
1 1 1 i 1 I }\ Y 113
L4 X | S §
1 1 N — 1 - - J 1 L 1 J1
1 J | L
z — } A S 5 S S Sm—— " S S———|
g. == — -y
} - 1 . 1 1 1 )| g —t
1 N o 4 1 1 1l
i 1 1 > | 1 1
T I - T
VI
d.

)4 ) E— 1 + 1
) 1 1 A ] ¢ 1 1 |
5 1 N1 IN 11}
A 1 - W i)
A
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5. Realize the following figured and unfigured basses using contrapuntal textures if desired. Employ
sequence in the upper voices where the bass is sequential.

a.
+ 4 i }
T T 17 18 I T T—1 I T a |
1 > 1 I—1 I
ﬁ——‘——f——‘——ﬂj “ % .I }' é ; ,l :i ,I :i l, @i
6 6 4 6 6 6 6 6
2
1 1 Fl
%‘n  — — — } 1  m— F% —T I 1 + d‘ 1
T ) — T & 1 i T T 1 L) —1
i ¥ i — & Lt 1 ¥ s i 5 i I
6 6 6 6 6 6
5
b.
] #f r') >
(X 1 I - 1 = F ' I
e Y |l 1 I
e T T 1 1 1 T I 1 |
1 1 I I i I { ' 1 1 1
I 1 t
] e o i e ——
I T 1T 1 1 vi ' 1 1
L " 1 T T ) S T 1 =T I - i T T 1 1 T 1
T t T 1 s M T T ¥ ¥
1 N ! r —
$ } : T : : F P I 1 —1
—— e ——— 3
# - 1 —v

4. Complete the following in the indicated texture:

»
e
H
| -
-...“. 3

H»—%
™
TN
T

THE SEQUENCE 121



122

~
gg '_F P.———_'_F—'—— T + 1 |=!r T }
P - 1 ¢ 1 I |
5> ¢ —H == R
2 - —————
o N2
S
b.
Moderato grazioso
— %J e =L p T %

i
i

qr- N

ﬂ

5. Use the following patterns as the basis for sequential elaboration. The progressions may be written out
using a variety of textures or improvised using keyboard alone or keyboard with instruments.

a. G minor: i i iv IVH m lVI ii® IV3 VI l v Vi l i "

d d o d D
Moderato
b. Ab major: g 1 IV iii l v ii IV v7 l I "

P P

Allegro ma non troppo
e Cmaor: ¥ 1 v owvlws 1 |uw s |wm6 @ |
d 4 4 4 4 4 4 4 4
[cad.]
lve v | oue [16] vz |1 I

Jd 4 L) 1

6. Compose original melodies employing sequential patterns, and harmonize accordingly. These examples
may be written for piano or for instruments available in class.
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The Supertonic Seventh Chord

0 |
1 17 0
gé L\ Ep) (\
C: ii7 c ii*7

I. In the major mode the supertonic seventh chord is a minor triad with a minor seventh (mm?7 or m7), com-
monly termed a minor seventh chord. In the minor mode it is a diminished triad with a minor seventh (dm?7),

commonly termed a half diminished seventh chord (indicated by the symbol®). The ii°7 is often found as a bor-
rowed chord in the major mode.

II. A supertonic seventh chord normally resolves to V or V7.

ITI. Voice leading.

A. Supertonic to dominant.
1. The chord seventh resolves stepwise downward.
2. The fifth moves stepwise downward or skips to the seventh of the V7.
3. The third may skip down or remain stationary, becoming the seventh of the V7. In first inversion the
third moves stepwise upward to the root of the V.
4. The root moves to the root of V or remains stationary.

1 | !
: = Z =
F—r 1 | s
| P S :
ﬁ;*? ====—==—-— "=
c: 7 V7 I 6 V3 I ¢ W V] i

j%
[N\ (Y
e
-1 t
-
o &
(<P
[~

- N [_— ﬁ#-_

S I I e wg [i8] v] i A iE V7
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] .

| Z——% — ;
S 1 1. ?
4

7

) LA | } - k4 -
- 1 . 1 ol
i

g4 6
# V5

g i’ G: I i7 A%

B. The linear ii7 chord may occur as a neighboring or a passing chord. The second example that follows is
a characteristic three-voice progression occurring most frequently in keyboard textures:

N —

T

J:
=

TTe| M—
—

l

p.C.
n.c. Bb: [ii7] 16
[8] i B 1

et

4
=

C. A plagal cadence may employ the progression i§-1:

Q@#’L?

I [ REE
|1 ¢ [\ HA

— |
752 - &
V. il r i i A
F:ii § I b: %9 i

Analysis

Analyze the examples in Unit 13 of Music for Analysis. Be sure to consider the underlying structural elements,
as well as the surface detail.

*Here the third is doubled (and the fifth omitted) to avoid parallel fifths from I to ii7.
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Exercises

1.  Harmonize the following sopranos in both keyboard and choral voicing. Use a ii7 wherever indicated by
an asterisk. Use a variety of inversions as well as root position; some of the inversions are indicated.
Analyze completely.

a.
* * *
3 1 L 1
1 { 1 = { L I 17
Il
g I o e e o — = 3
T T T T
A: ii7 Bb: iig [ ii"z
b.
E 3
1 *. 1 L H * 4
L 1 L 1 1 T Ji 1 1 4 U
H-= 1 H 1 Bh
1.1 1 H } : } )| 1 1 il 1 1 Il
T |
D e: F
C.
* | * 1
1 >y 1 A d 11 17 n . ) | . 1 i 1]
1 ) } § L 1. i | 1l
1 11
@ = = = = 13 =3
:
a: ".4 Eb:

i J_i'
H
i
=
T *

(p I j—_-ﬁ - }?_—:g (keyboard voicing only)
1

2. Realize the following figured basses:

a.

<
11
pii|
il
un

¢

f
i
I
I
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1 —T1—1

5:%"——4—}—}E—il = Fo—
6 [7] 7 6
) b5 4

3. Complete the realization of the following figured bass in the given texture. Then compose an espressivo
solo line for an instrument available in class.

Adagio
T
np
sim. . o
- > 1 —+—1— | 'E —
i 1 1 L 1 1 H ‘ ‘ i i d
T T T T T T LA -
— 6 — —_ 6 — 6 — 6 7
— 4 — 5 — 5
4.
']
§ == P ; : i £ 7
I 1 '
(unfigured)
i I f
% = = 2
b.
Allegretto
0 o -
- , 3
W 1~ | T 1
2 ——F — | 2 z—— 2
. ' | o
7 7 6 6 7 6 5
5 4 3
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Compose a solo for voice with piano accompaniment using a brief three- or four-line poem in the form
a a’ b. Refer to Part V, Unit 20, for a discussion of bar form.

The following patterns may be used for composition or improvisation:

Allegro
a. Dminor: C i l i Iii‘g |ii‘g |Vg 'V’; l ii’g Vg l i "
4 4
Siciliano
b. G major: 3 1 |1 lﬁg |v |v | v Iiig vz |1 I
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The Leading Tone Seventh Chord

I. A seventh chord built on the seventh scale-degree is a leading tone seventh chord.

A. In the minor mode it is a diminished triad with a diminished seventh (dd7), commonly termed a fully
diminished seventh (vii°7).

1. The root of the vii’7 is always the raised form of the seventh scale-degree (the leading tone).
2. The chord is always fully diminished.

B. In the major mode it is a diminished triad with a diminished seventh (dd7), or a diminished triad with a
minor seventh (dm7), commonly termed a half diminished seventh (vii®7).

I
L il 1

¢ v
C: vii®h7 vii*7

1. The chord can be either fully or half diminished.
2. The fully diminished seventh requires that the sixth scale-degree (seventh of the chord) be lowered
chromatically. This may be understood as a modally borrowed chord.

II. The leading tone seventh chord has a dominant function. It may be used in place of a dominant triad or
seventh chord, although it is rarely used as the final chord of a half cadence.

ITI. Normal resolution is to a tonic triad. Because the root, fifth, and seventh are tendency tones, their resolution
is usually strictly observed.

A. For the fully diminished seventh, the seventh resolves down by step, the fifth resolves down by step, the
third resolves up or down, and the root resolves up by step. Motion from the diminished fifth into the per-
fect fifth is often accepted when not between the outer voices. When both tritones are resolved strictly,
the resolving tonic chord will have a doubled third.

7

DN\ B

é —¥lal . —q

G

' » 3
% N
ST TH-
e —N (&l
T F&\'
o g

jg'.
:

§°: —®! || _h— T o

~3
- '—‘r ¢_—“n__

c: vii°7 vii°7 i ii°7 i
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B. For the half diminished seventh, resolution is the same as for the fully diminished chord except that when
the chord third is below the seventh, it cannot resolve down by step because of the parallel perfect fifths
that would result. The third must therefore resolve up by step or must be placed above the seventh.

correct incorrect correct
3rd | | .
e e e
> T W e —F
*

Y I L
2 5 = - ? e %—

! ! I 1 I r

C: vi*7 1 vii®7 I vii*7 I

IV. Resolving tendencies are not affected by inversion.

Al \ | ; ! I Hl al
-+ ! i t I:d 7= s i
> 2 z 2 2 > i 2
3] I I f (F-) I:* *
W 4 4 J o) J
%}7 -y 77 - 77 = - 14 1}

T | I I 1 1 I 1 1

v 1 I ! { T 1 ! }

! pc
c: vii‘%§ i6 vii% i6 vii% [ig1 vii% i6
Analysis

Analyze the examples in Unit 14 of Music for Analysis. Refer to the Checklist for Analysis (Part V, Unit 21).
Bring further examples from the literature into class.

Exercises
1. Spell vii°7 (fully diminished seventh) in root position and resolve to tonic, using treble clef and signatures,

in the following keys: d, D, f, F, e, E, Eb, and eb.

*Note the doubled third.
**Note the doubled root.
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2. Resolve the leading tone seventh chord as indicated, and analyze.

o

+H
s
| -

Bl
T

Hole_ —HNL

Pl J J <
== =2 £ ',
T I 1
g i i i6 [12 i6

RN{B+—

K
BT
—oL L
—Te

—y|{N— N[l
T

4
]
1O
™

Ab: I 16 16 [18] 16

5. Harmonize the following melodies, using leading tone seventh chords where indicated by an asterisk:

d.
Waltz * *
R F/\ N A* R R
i N I Y T Hj T F__'__’ Y I T 1 i)
L el 1 11 )| 1 1
1 1 11 1 1 )R 1 1
o —— 1 T ¥ T 11 T 1 - i ntﬁtmﬂ
T | —T + T 1 1 1
b.
Andante , aux susp |7* .
i : ; 1
11 H 1 i = } '} } { 1 1 1 1
—r—1 1 | I - T 1 I 17 - 1|
 S————— == st 1 I
C.
Lento *— -F-/\'F * ]
; 1 : gi I - i ] il L :l'. 1 1 { 1l
| T T 1 . —1 —1
H—  —— = = e s m—1 1 1
5 ¥ = ——
d.
. Andante « . *
Nl 1 I 1 : } II ; } 1 ¥
1 1 } ; 1 H—L ‘} ] : ‘Ir 1
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4. Realize the following figured basses, using various textures and instrumental combinations. Work for a
musical soprano line and smooth voice leading.

a.
: — = : o =
: e =, : i
7 B 6 6 6 7 ¥
5 4 f—
b.
' ——] e e e s s ;;
f i S ] i1 f
7 6 4 6 4 6 & L
2 4 3 5
C.

—_—— e Pt : ]
= ; =P+ te = P | :
6 6 6 6 7 4 6 6 7

5 %]
d.
¥ + } — T " P—i—ﬂ-—’—? T —— = H
—= ] 1 T T—1 I I d  — -
i I T !
4 6 6 6 Y 6
43 V5

5. Complete the following, using the given texture. Analyze fully.

Maestoso
A= e e B e B e e o

.
m
#{'

Q@E—
-
N
N

rﬁ_
Nl
M

e E
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6. Complete the following in the given contrapuntal textures:

132
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B
I W
_(ll 1\.:"
T'F r\u IR

N
g " o—te » £ & r > e ,
1 18 1 T T T I s I i 1
7 & 6 6 H 6 4 6 24
5 3 5
%9517——? — ; .
) i -0
6 L]
5
b.
~ |
St
1 1 | u.
I T 1 1 — > 1.—'—#
e — —rp F—F ] —
L\ T T + T
(unfigured)
B
A = 1
[
5‘!{%: T f' i{ é' O




The following patterns may be used for composition or improvisation:

a. B minor:

b. C major:

c. E minor:

Adagio

3

8 i lii”g
Andante cantabile
21 |u
Allegro molto

4 i |vii°7

lvg i Iw wer s K I
fead]

lie |8 v |1 |ur [w7 |1 |

|vii°7 | i |VI | ii*7 | Vi l Vi "

Compose a short work for piano or a group of instruments using a texture and pattern suggested by the
instructor and employing leading tone seventh chords where appropriate. Use the following formal outline:

PA.C.

a (8 mm.) H'Q‘l b (8 mm.) I'A'% b’ (8 mm.) "

Compose a double period for an instrumental combination available in class, employing the period,
phrase, and cadence structure outlined here.

A

T

THE LEADING TONE SEVENTH CHORD
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1 9 Other Diatonic Seventh Chords

0 1
R § i . B i
% § § et § ]
C 7 117 v7 vi7 c i7 m7 iv? Vi7
(MM7) (m7) M7) (m7) (m7) M7) (m7) M7)

(orM?7)
I. A seventh chord may be built on any scale-degree. Of the chords above, the IV7 and vi7 are the most common.
II. The functions of the chords are unaffected by the addition of the seventh.

III. The basic resolution is analogous to the ii7 and V7, with the chord seventh resolving stepwise downward. All
diatonic seventh chords occur together most frequently in sequence, going around the circle of fifths. Note
that the seventh always resolves regularly and that every other chord is incomplete. All chords will appear
complete in thicker textures and in passages in which inversions are used.

(3rd) (7th) (3rd) (7th)

e

2 -

v I

l5ed) | (7ih)

| | I | \
d ia! 1 o~ 1 L
fon o T [T T

s

i

e e B %/-#_7;,@
. —=

N

etc.

-le/

++

l I
c: 1 N vii7 W7o w7 W7 V7 7 V7

IV. A note that appears to be a chord seventh can often be analyzed as a simple nonharmonic tone.

app.

susp.
H—d T (la 1y ﬁ
S i2 =
s I o
. [\ ] g
f (1]
Bb: iig3 a: Vz i

Analysis
Analyze the examples in Unit 15 of Music for Analysis. Refer to the Checklist for Analysis (Part V, Unit 21).
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Exercises

1. Realize the following figured basses:

d.
3 1 S 3
St e e — ——
- et z
7 7 4 6 7 7 7 6 6 7
b3 5 4
b.
l: J: {‘Il ; { 8|
1
= 2 =
5— 7 7 7 7 7
5— ' }
¢ —)
C.
}ll - o1 1 s P — | ll
e e e P
1 ’ll.‘lhi :lji_‘__.LLg {Li i é
T A et S N T A
@6— ! 3
2 == == =
Can - = et ;_I- -
7 6 7 7 6 7 7 lq7

2.  Harmonize the following melodies, using seventh chords where indicated by the asterisk. These exercises
may be done in a two- or three-voice contrapuntal texture.
a.
Andante
h * I *I * * { *
1 T 1 I 1 I 1 1| 7 hY o 1 1 1 I ii|
1 T { 1
b.
Cantabile
N s P P — *. *
)l sl -5 —— 1 T )| 1 1 | T 1
& ] 1 1 1 ] | . 1
L= H— 1 I — t — —t g " i
Py d b T " v

Other Diatonic Seventh Chords
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3.

5.

Use the following bass as the basis for sequential elaboration. This exercise may be done in a two-, three-,
or four-voice contrapuntal texture.

L]
!.-..

nass
!..L....

| 1RRS
| 121

TTT®

i

o

i

2
~
~

Compose a four-phrase piece with the form a a’ b b’ for instruments available in class. Keep in mind the
possibilities of sequence, phrase extension, cadence structure, and so forth. Employ the complete har-
monic vocabulary studied to date. Refer to the Composition Checklist (Part V, Unit 22) and Part V, Unit 23,
on instrumental ranges and transpositions.

The following patterns may be used for composition or improvisation:

a. F minor:

Moderato

i o |vr w7 |wvir w7 |voir w7 owd [[8] VI | |

b. D major:

Allegro
2 I vo vii*3 i vig ii V7 | 1 I
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Secondary (Applied,

Borrowed) Dominants

I. Altered chords are chords having one or more notes that are not in the diatonic scale of the key of a given
passage. (The raised forms of the sixth and seventh scale-degrees in minor are considered diatonic.) The most
common type of altered chord in tonal music is the secondary (applied or borrowed) dominant.

A. The following are examples of altered chords:

II. Just as the tonic chord is often preceded by its dominant function chords, any major or minor diatonic triad
may be preceded by one of its own dominants. For example, the A dominant seventh chord in the following
example, found in the key of C major, would be considered altered by virtue of the C #.1tis V7 in the key of
D minor. Since the D-minor triad functions as ii in C major, we analyze the altered chord as a secondary
dominani—-V7/ii (read “V7 of ii”). This altered chord could also have other functions in other keys, as follows:

i)

<5

<
TN —

—

RN

I

TR

TR~ —N([—

— | R _?“f—

Vg/ii

i

G: v{/v

< TR NN—

RIS
S TR IR~ TNIN—-

-
S

v

III. A secondary dominant chord usually resolves to its expected chord of resolution using the normal doubling
and voice-leading procedures of diatonic dominants. It may also resolve deceptively, as in the last example

that follows:
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L\ N

=

]
=
l

Nt
| )Y

*
ra J- W= = = J Aj
Z—F i ’ = =< £ .'

; : ' 1 ] !

d
G ViV v w7V v VeV gy Vini v

[1]

(or V7/vi VI/si)

IV. Any chord with dominant quality (M, Mm7, d, dd7, dm7, or dominant ninth) may function as a secondary
dominant. The half diminished seventh normally resolves to major triads, never to minor triads. The follow-
ing are the possible chords “of V” in the key of G:

.ol
Y

g -

=<2

35
h L)

viih7/V v?/v

V. A secondary dominant chord may substitute for any diatonic chord with the same function. For instance, vi
(which usually resolves to ii or IV) may be replaced by a secondary dominant of ii or IV; ii or IV may be

replaced by a secondary dominant of V.

e
|

==

v B
y—p—p 7 7 s 7
f ; z g i :
C: v ii6 v v V6/V A

VI. A secondary dominant may progress to another secondary dominant, typically as part of the circle of fifths. For
instance, the progression V7/ii-ii may be replaced by V7/ii-V7/V, since the latter chord can be used to replace
ii. Furthermore, secondary dominants of any quality may be freely interchanged, as in example B that follows:

A
(]

[l 1 1

B.

E===s=

===5=

£ K1Y D
S =— e — e[ ——Hhe—F
1 T 1 1 1 l )| 1 1 T ] 1
1 T 1 | )
C: W7 w7 H7V7 O VM VI VIV VT e i VYV
diatonic sequence chromatic sequence

*Note doubled third.
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VII. Common altered scale-degree formulas follow. These may be useful for determining the harmonic implication
of any chromatic note that is clearly a chord tone.

A. Tor raised scale-degrees, note that the raised note is usually the third of a V (or V7) sound or the root of
a vii°7 (or vii’7) sound.

# §2 i4 £5 43 (minor only)
B ] L
10 i 03y 1i -3
v e ' ) 1
C: Vi v viv vii°7/vi ¢ vi%hTAv

B. For lowered scale-degrees, note that the lowered note is usually the seventh of either a V7 or vii°7 sound.

b2 b3 b7 b2  (minor only)
1 1 ﬂ I 1
- 1 73y B4 1 1 1T 1+ i
Bfg —— R — 2
il i 1K ) il 1L 1]
" ? [ )
lof vii°{;g /v vii%h 7/V Vb7/IV vii®h7/ii e b7/ VI

VIII. Secondary dominants are sometimes preceded by a dominant preparation, as follows:

N
TON—
TN
R —He
-

4

4 J -

% — — XY
=T rr 7

c: 1 V6 V/IV ViV v V7 1

V: 1V v

=

il

AX

.-.-1-“
TS
T

c 1 WA Vi i6 V3 I
(d:iv V3 i6)
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Analysis

Analyze the examples in Unit 17 of Music for Analysis. Consider the following:

1.  Where does chromaticism occur?
2. Is the chromaticism essential or embellishing?
5. Ifitis essential, what harmonic function does it express?
4. Where do the altered chords occur in the phrase?
Exercises
1. Spell the following chords in G major and Bb major, in root position; use treble clef and key signatures:
V7/V, vii®/V, vii®7/V, vii°7/ii, V/vi, V7/iii, and V7/IV.
2.  Spell the following chords in E minor and D minor, in root position; use bass clef and key signatures: V/V,
V7/iv, V7/VI1, vii°7/V, V7/111, and vii°7/111.
5. Explain what functions a dominant seventh chord built on A would have in the following keys: G, g, F, D,
C, and Bb. List keys, and analyze functions in roman numerals.
4. Analyze the function of an Fi fully diminished seventh chord in the following keys: G, g, F, E b, D, C,c,
and Bb.
5. Analyze the given chords and resolve normally.
. s . ' . 2 : |
o— gt — =¥
kil
(deceptive)
. 1
S0 I - - e
e — —%s :
F ==
F F: F: F:
6. Harmonize the following melodies, using secondary dominants in the appropriate places. Analyze fully.

a.

Tempo di minuetto

b.
Waltz
1 1 N 1 1
1 1 I L e 1 1 1 -1 1 1 L 1
= o — +—— |
. ) Y hath ’  § d i |
\_/ ¥ / \-/ .
C.
Waltz

P

L 1R
H
il
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d.
Moderato
1 )| i
iy b it L
[J)
e.
Andante
R : Lo LN ’_hr_F‘ TN .
)| 1 L 1 Y 1 T - ® AN |
1 1 1 1 1 ) A) i 1 i}
] 1 L 1 i J - 1 1 1 1 [y »
A1 1 1 | I S | LI T 1 1 |74
~—— Y1 ' v Y
V6 vi
f.
Adagio molto
N 1 *W
i —— 1 4
1 1 | > i — > 1 1 1 I 1 i |
A J ]| 1
. 1 1 i 1 I 1
) il 1 1T 1 L i 11 1
i f t f + + t #
Vg/iv
g.

=
. i

T
ih
T
m
gl
Juik

-

i 1 1 1 1 1 — 1 1

- 1 1 1 4 )| Y ) N -1 - Y ' F h; I gg F Il

)74 1 D i i L b 1 S - 44

) 4 ) | R ] 1 T il
——— 1 R

Work out the following figured and unfigured basses, using textures and instrumentation suggested by
the instructor. Strive for a musical melody and a consistent sense of motion. Analyze fully. Refer to Part V,
Unit 9, for information on accidentals in figured bass.

szﬁ'Fh I; - }F } + +—1 | 1
> == ——— e
' 47 7

N
iy
e
il
ol
::g
™
Il
VB
NI

-3
-
-
-
he
-
L=}
oy
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h7

87

87

*©

10

on counterpoint.

Unit 19,

’

Refer to Part V

Add a contrapuntal bass voice to the following melody.

8.

Vivo

!
=+
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10.

11.

Compose a passacaglia on the following bass. Refer to Part V, Units 19 and 20, on counterpoint and

contrapuntal forms.

-

-

j‘
L
HH

The following patterns may be used for composition or improvisation:

Andante
3 3
a. Gmajor: { I |vii°h7/i' ii | vom | v lvg/v | (18] wr |1
d J
Giga cad.
b. G minor: g . l VZ/iv I iv l Vi l Vi | vii°h7/v l (i8] l Vi
Moderato
c. Ab maior=2 I Iv(/ﬁ [vh7/v vi |1 |1 lv{/ﬁ IVZ/V | v7

Compose a parallel double period for instruments available in class using secondary dominants where

appropriate and based on the following pattern:

H.C. LA.C. H.C. PAC.
a(4mm.) "1 b mm.) 1T a@dmm.) 71b' (4mm) B
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2 Modulation

I. Modulation is the process of moving from one tonal center to another, resulting in the clear establishment of
the new tonal center. Modulation usually involves three stages: establishment of the first key, the modulatory
device, and establishment of the second key.

II. Modulation within the phrase.

A. Common chord modulation.
1. The following is a checklist for locating the common (pivot) chord in common-chord modulation.

a. The common chord is diatonic in both keys.
The common chord is usually ii or IV in the new key.

c. The common chord is usually placed immediately before the first dominant function chord, or
1%, in the new key.

d. The new key is often indicated by a cadential 1% chord.

e. The new key is usually tonicized by an authentic cadence shortly after the modulation.

f. All music before the common chord will be functional in the first key; all music from the com-
mon chord to the cadence will be functional in the new key.

od HC. common chord pAC
pee s ay e
R ‘ P % 7
gt 2 P T
] P =1
G |:G: ii e: Vi i
e iv
phrase mod.

|

$50 g

J

i
g 4
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11l

Iv.

B. Direct modulation. Where direct chromaticism or cross relation occurs at the point of modulation, a direct
(chromatic) modulation is to be analyzed.

P.

>

.C.
=
—+

1—# A
) GRS SN S A | D Y
1 — S S . R G T o M F & g1 tj
s : —
np
.
@.
{ T
+

Allegro l direct mod.

il

ISP é%i "l

TR

-
[ -
-
T
A

e

Fﬁ*‘t@f—?—ﬂ'

F: 1 g Vi i

C. Sequential modulation. A sequence passing through a series of secondary dominants may obscure the
initial tonality. At any point the sequence may be broken and the new key tonicized by a cadential prog-
ression. Refer to the Durante example in Part V, Unit 16.

Modulation between phrases. In phrase modulation, modulations occur between phrases; that is, a new
phrase or section may simply begin in a new key. Even when a potential common chord may be present, such
a modulation is analyzed as being of the phrase type. In many small forms, phrase remodulations to the tonic
key often occur at the beginning of the second section, as in the example in [I-A.

For other means of modulation, see Part 111, Unit 6.

In analysis, the place where the second key begins is shown in the usual way, with key name and colon, as in
I1-B. If the modulation is by phrase or is chromatic, a brief note to that effect may be written at that point in
the music. If there is a common chord, it is shown with a bracket, as follows:

first key: such as G:
second key: e:

. Most modulations are to closely related keys. Closely related keys have key signatures that differ by no more

than one accidental. The following chart shows the keys considered most closely related to a given main key:

relative relative relative a d g iii vi ii
l | I suchas | l l I l l
dominant — main key — subdominant c — — Bb V— [II —1Iv

Eb Ab Db
and | | |

c — — bb
Itis possible to modulate to keys other than those that are closely related by means of the devices discussed above.
Analysis

Look at the examples in Unit 18 of Music for Analysis. This unit contains a number of examples that employ
binary and ternary formal processes. Consider the following questions, and refer to Part V, Units 13, 15, and
20, on cadence and phrase structure, the motive, and form. Prepare a simple graph of the form, as suggested
in Part V, Unit 20, and label (name) the form.
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Where do cadences occur? Of what types and in what keys are they?

2. How many phrases are there? Is there a periodic relationship?

5. How is the first key established?

4.  Where do modulations occur? How are they effected?

5. Are the sections motivically or thematically related?

6. Is material restated, varied, or developed?

Exercises

1. Analyze the function of an F-major triad in the following keys: F, f, C, d, Eb, a, Db, bb, Ab, and Bb. Which
are diatonic?

2. Name the keys in which an F-minor triad could have the following functions: i, ii, iii, iv, and vi.

5. Name four diatonic triads that could be used as common chords to modulate between G major and D
major, and specify their function in both keys.

4. Apply the preceding question to modulations between the following pairs of keys: g-d, Ab—c, and D-b.

5. Harmonize the following modulating melodies. Work for a musical bass line and good counterpoint

between the outer voices. Analyze completely.

a.
Allegro
q ﬁ P [ q A
1l { ]l: ‘{ 1 ! 1 3 1 H 1 } 1 I H 1 % 1 = 1 #— I ol
i T 1 )
{ { 1 1 H 1 1 1 =i
T
Andante cantabile
.
T 1 } 1 1
1 I 4 11 1 1 1 X 1 | ) 7 A N |
| - ) )i 11 1 | ¥ 1 } ) 4 1 ) } | 1 11 1l
f 174 . 1 i )| 1 1 11 1
- 14 ¥ T
C.
Moderato
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Work out the following basses, both figured and unfigured, using textures and instrumentation as

suggested by the instructor. Work for effective melody lines.

6.

-
1
|
I

[e I3

N

b7

Py

—Z
-

Look at several examples of two- or three-voice nonimitative counterpoint in Music for Analysis. An index

7

of contrapuntal examples will be found in Appendix 3. Then, complete the following examples in a two-

or three-voice contrapuntal texture.

N

P

—t

11

—

"y
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Ihig
L il
[ 1.

.
}
il

e I? N N
- 1 ) | 1 1 N i 3 —t
i )| i 11 i —
s 1 1 N { 2 4 L [ i
# ——+ e L= =

. The following patterns may be used for composition and improvisation in a variety of textures, including

two- and three-voice counterpoint:

Andante

d.
a. C minor: 2 ; Vg I i Vi l iv [Ebyvl [Clag] V7 l I "
Tempo di valse d
. cad.
b. G major: 2 I lV ,v7 l I l v |[Sii, | [146,1 V; l i "
Marziale
c. Eb major: g 1 IIV IV7 l I l I l[gtrll l v7 I I ”
Lamentoso d
. cad.
d. E minor: g ; Vg I i6 Vg/iv iv [Eirg l [Ig] V7 | I “
J. J- sim.
Allegro
e. E major: i I I v I iig lv I I I [3;/1 I Vz l i "
Moderato d
cad.
f. Ab major: 2 I VZ/ii l . [12] l v l[g‘;% {I i l[lg] IVL7 I I ”

MODULATION 151



152

10.

Construct original harmonic frameworks of eight to sixteen measures, in roman numerals, modulating
between the following pairs of keys: G-e, f-Ab, Bb-c, and D-A. Write melodies based on these frame-
works, and harmonize the melodies, using appropriate textures.

Analyze simple examples of nonimitative counterpoint as suggested by the instructor. Compose a simple
two-voice Baroque binary suite movement, as follows:

LA.C. P.A.C. H.C. P.A.C.
mm. | 4mm - m 4mm. 4mm. 1

(measures) lI 4

Modulate to the dominant key in the first half and back to the tonic in the second. Refer to Part V, Unit 19,
on counterpoint.
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Linear (Embellishing)
Diminished Seventh Chords

I. Simultaneous nonharmonic tones frequently form diminished seventh chords. Like other linear chords, these
linear (embellishing) diminished seventh chords are analyzed in brackets. Since these chords occur with
various enharmonic spellings, they are best analyzed simply by chord quality (dd7) along with the category
of nonharmonic tone use.

II. Neighboring (auxiliary) chords.

A. Embellished major triads.
1. The root remains stationary.
2. The third moves to the raised lower neighbor.
3. The fifth moves to the upper neighbor and/or to the raised lower neighbor.

L1
=
N

ole__
= o
~9- =
L tad
N

=23

e

n.c. n.c.
Ab: I dd7 I D: I dd7 1

B. Minor triads rarely have neighboring chords. When they do, both the root and third remain stationary,
and the fifth moves up a major second and/or down a minor second.

C. For dominant seventh chords the voice leading is as in the major triad, with the seventh also moving to
its lower neighbor.

TRl —el
e 9
=== ==
== A
Th wWie|
e
L) ﬂ-ﬁ
TP Y
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D. When an inverted triad is embellished, the stationary root will be in one of the upper voices.

- | —1
e ¢
1 1 = ":'IT 1
17 1 'l 1

n.c.
Ei: 16 [dd7] 16

IIl. Passing chords. When two voices move in parallel sixths or tenths, passing chords may result. Note that in the
first example, the first of the passing chords is diatonic and the second chromatic.

<51

IV. Linear diminished seventh chords may result from combinations of other kinds of nonharmonic tones.

{ - I - 1 i T
= >

/

[1]
DT = =
} e —— =
app. . sus|
BV [dd7] I d: V7 usp Vi

V. Consecutive stepwise diminished seventh chords may be analyzed either as a series of secondary dominants
or as a series of passing chords. Because of spelling discrepancies, however, the latter is generally preferable.

*This chord may also be analyzed as a misspelled vii°7/V chord.
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HH

_“’T

4 o <

ki

1 1 1 1 H
I S T } 1
D: I vii®7/ii vii®7/V vii®7/vi vii®7/IV vii’7/V vii°g I6
or D: I [passing chords ] vii°§ I6
Analysis

Analyze the examples in Unit 20 of Music for Analysis. In addition to matters discussed thus far, consider the
following:

1. Where does the chromaticism occur?

2. Is the chromaticism embellishing or essential?
3. Ifitis embellishing, are linear chords formed?
4.  What is the quality of the linear chords?
5

What is their melodic relationship to the chords they embellish?

Exercises

1.  Embellish the given chords with neighboring diminished seventh chords where indicated by an asterisk.
Analyze completely.

* * * *

(W1

i
L
a1l

i

b

| |

£t :

v i [

- 1 o 4l 4
Fr—p —i—p 2 ' ==

l i i I ﬁ T

G: V7 V7 Bk: 16 16 a i i Ab 1 I

2. Add passing chords of any appropriate type where indicated by an asterisk.

* * * * * *
1 —_
: b g — \;g
8 i | f |
] T 1 + I T ¥
D: I 6 D I 6 G V3 A7
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3.

4.

5.

Where indicated by asterisks, interpolate consecutive stepwise diminished seventh chords between the
two chords given. Spelling will be dictated by line. Analyze completely.

* * * *
1 ] l 1 1 i
lﬁ r 1 i 1 )i
v 1d_—'ﬂd'___‘b"—_d‘

0]
T 2 —
ry ¢ 3 1 | 24
- f

Bbh: I v7

Embellish the given chords with linear diminished seventh chords where indicated by asterisks.

i
H
i

m._

(I
Qi

= —
B 5 = "
A % + V1
D Vv I Eb: V9 1

Complete the following for two solo instruments with accompaniment. Use linear diminished seventh
chords where appropriate. Edit fully, including phrasing, articulations, and dynamics.

Tempo di valse
~

Soli /_\ )

2

B P!

LLLL

%%

'";f
=

- >
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6. Harmonize the following melody in the indicated texture, using linear diminished seventh chords where
indicated by an asterisk:

*
e T
E_é i - n 1}
*
T N R . e, h*/\bp—_—
—e = b =i — i
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*
— *
AN * i,
H' F s _ad . R s } }
1 1 1 4 s P| 1 T 1
? 1 1 1 — 1 T + i 1 - — - -
T 1 L 1 T 1 1 ¥—oe
.J ! L} "
£3.2..1
A I

“Les Postludes. . .”

Compose an original piece for piano or instruments in a small form. Employ a thick texture containing
multiple doublings. Refer to Part V, Units 17, 20, and 22, on texture, form, and composition.

The following patterns may be used for composition or improvisation. Add linear diminished seventh
chords where appropriate.

Grazioso

a. A major: 2 I | 1 | 1 | 1 lvv v v |1 I
Andantino

b. Eb major: 21 [I |V |1 IIV |I IV7 II n

Compose a double period for an instrumental combination available in class, employing the period,
phrase, and cadence structure outlined here. (Refer to Part V, Unit 23, for information on instrumental
ranges and transpositions.)

H.C. LA.C. H.C. D.C. PAC.
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The Neapolitan Triad

46 l ) e
g ] l'-'r‘e “"E"L A 1
Ve O
b6
C: Nb5 N"3 c: N Nb6

I. The Neapolitan triad is a major triad built on the lowered second scale-degree. Note that in the major mode
two alterations are required and in the minor mode, only one. Since the chord frequently occurs in first
inversion, it is often spoken of as a Neapolitan sixth chord (analyzed N6).

II. The chord has the same function as a diatonic ii chord and most often occurs preceding a cadence. The third
is most commonly doubled, and the root and fifth tend to move down to tones of V or V7. The doubled third
may remain stationary and become the seventh of V7.

b d
-
>
-~
w>
e d
-
o>
K.
2
o>

™
N
—

:
i

—f—hﬁ—'—-@f

:
_:_1

L \is

e
cad. cad.
6 [6 o 6 7
E: v NS O[] wr I e i6 N6 VoN N6 [i§] V]

. | |

b § b‘f ] :#g
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» TY v
N———= & }?
n.c. 7
e i6 N6 | i6 vii%® V# i

IV. The N or N6 chord may be used for modulation to both closely and distantly related keys.
A. The N chord in key 1 becomes any diatonic major triad in key 2.

B. Any diatonic major triad in key 1 becomes the N chord in key 2.

Fl AR A
= =
)
D: N= Eb:I Ab:V Eb:I ARV -D:N
Bh:IV g: VI Bh:IV g: VI

AR

N&
¢

E
I

T
TN & —

TR —
N[0
TS| —
__‘W’ h‘—
W
TR —

™
1w

c: i vii’§’ i6 c: Nb6 6
Ab:TVH6 Vb 5 I

Analysis

Analyze the examples in Unit 21 of Music for Analysis. Refer to the Checklist for Analysis in Part V, Unit 21.
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Exercises

1. Realize the following figured basses:

d.
T T 1 1 1 T I 1 — N
S —F > +» —
. =E=c=
V.2 6 7 L6 6 7
3 H 4 H]
b.

N 1 1 1 1 T T I
2B 1 H I 1 N 1 L 1 1 1 1 -7 —
e = — 13 —F 3

B+ > v ¢ l
6 7 h7 # b7 6 b6 7
b3
C.
N - bo
3 - Z = > = = T 7
} t ++ } 1+ —+ 1 —+ I —1
T y i
6 6 b6 4 6 b6 56 85
b3 2 b3 b5
83

2. Harmonize the following melodies, using Neapolitan triads where appropriate. Analyze completely.

d.
Andante
>
—— —1 =
% ni i L & { 1 1 ) W 4 ¥ I 1 Al
© |— J g — ¥
b.

Moderato

Allegro ) /—\
N

I )
|
-

H

-

Al
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5. The following excerpt is from a Vivaldi concerto for violin and organ. Complete the realization of the
figured bass in the indicated texture. Then, using the same bass line and chords as a basis, write an
original violin line, using Vivaldi as a model. Analyze all work completely.

Vivaldi
Grave

= > o .
1 1 1

Organ

P
<1
»

4  — > e mar = = T s e
7
64 7 6 5 54
}
)
== S=====s - ]
4
[
e — — T
e s e e e e e e =SS5

w;r_

[—————
& 1 7 — — o =
6b 54 L 6b 54
b $
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The following patterns may be used for composition or improvisation:

Andante moderato
a. G minor: & i W i I iv6

Jd 4

Vivace
b. A major: g 1 l I IV

;e V8 1 6

N6 I
JJJ

cad.
|N VIIN IN N6|[12] V7 |1

Jd 444 4

ll

Compose a phrase group for an instrumental combination available in class, employing the cadence

structure outlined here.

THE NEAPOLITAN TRIAD
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Augmented Sixth Chords

L

II.

II1.

164

]
Minor mode: 5T ¥ i 1 i 1) =
'y \u T o
c Italian (It.) German (Ger.) French (Fr.)
diatonic
basis: iv iv7 ii*7
scale-
degrees: #4,6,1 $4,6,1,3 2,44, 6,1
‘! L
1l 174\ ) JL. 1l 15
Major mode:  fy——bfF——————DbuH} ———b | — H
A/ ] il b1} 11 B L
()] T L Q) “" \
C: It Ger. Fr. Enharmonic (En.) Ger.
scale-
degrees: $4,56, 1 $4,16, 1,13 2,44,16, 1 $2,44,46, 1

Augmented sixth chords are chords containing the interval of the augmented sixth (A6). The four augmented
sixth chords are all altered chords. They most often function as dominant preparations, especially at caden-
tial points, and can be used to replace 1V, ii, or secondary dominants of V. The distinctions among the aug-
mented sixth chords are not always clear in context.

Each augmented sixth chord contains the tonic note and the raised fourth and lowered sixth scale-degrees
(both surrounding and tending toward the dominant note). In both modes an accidental is required to raise
the fourth scale-degree; in the major mode an accidental also is needed to lower the sixth scale-degree. Note
further that the German chord requires a lowered third scale-degree in major and the Enharmonic German,
a raised second scale-degree.

The augmented sixth chords are shown in the following example in their most common position, with the sixth
scale-degree in the bass. Note the three common tones between all four chords and the augmented sixth inter-
val between the bass and tenor voices, which gives rise to the chord’s name. Note the doubled tonic scale-
degree (the fifth of the chord) in the Italian chord. The Enharmonic German chord is sometimes called the
chord of the doubly augmented fourth (from A flat to D sharp in this example). It is used to facilitate resolution
to a cadential tonic six-four chord.
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IV. Augmented sixth chords are similar to, and function like, secondary dominants of V. Note the doubled tonic

scale-degree in the Italian chord. The altered notes in these chords are tendency tones and should not be

doubled.
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C: vV It.§ vie gy v Ger. &
| z = |
—Z 5 7 g
| 1
4 4 4 4
< = £ == e
> t 1 T 1
C: Vg/ \Y A% Fr. 4 v

V. The augmented sixth chords usually resolve to V, V7, or I§. The A6 resolves outward by step to a P8 or P15,

and the other tones usually resolve by step. Composers sometimes accept the parallel fifths arising when the

German chord resolves to V, but see paragraph VI, below.
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Inversions do not affect resolving tendencies.
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VI. To avoid the parallel fifths resulting from the resolution of the German sixth to V, composers often change the

German chord to an Italian or French chord before its resolution. Note the scale-degree changes that result in
the alteration of one augmented sixth into another.

Ger.g/ v g(
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When the augmented sixth chords resolve to V7 rather than V, the raised fourth scale-degree often resolves
downward (rather than upward, as usual) by a half step to form the seventh of the V7.
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VII. Other uses of augmented sixth chords.

A. Augmented sixth chords may be used as dominant function chords resolving to the tonic triad. In this case
they are best analyzed as V7 with a lowered chord fifth (V7h5) or as vii®7 with a lowered chord third
(vii°®7h3). These most often occur with the second scale-degree in the bass (causing a V§ or vii°§ Position).
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B. Augmented sixth chords may be used as secondary dominant preparation chords, leading to secondary

dominants.
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C. Augmented sixth chords may be used as linear chords, treated as neighbors or appoggiaturas. Compare
these chords to the linear diminished seventh chords illustrated in Part I11, Unit 3.

Note in the following examples that two voices surround the fifth of the chord being ornamented, and

resolve by half step into that note.
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*As in the resolution of Ger. g—V, composers often accept these parallel fifths.
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D. Augmented sixth chords may be used as modulatory devices. See Part 11, Unit 6.

Analysis

Analyze the examples in Units 22 to 24 of Music for Analysis. Be aware, as always, of such elements as motive,
line, rhythmic structure, texture, and formal processes. In addition, consider the following:

1.  Does the harmonic vocabulary contain augmented sixth chords?
2. Which types are they?

3.  Where are they placed in the phrase?

4

How are they related to the chords immediately preceding and following them?

Exercises

1. Spell the Italian, German, and French chords in the following keys, using signatures. For major keys,
include the En. Ger: G, Bb, F, A, g, f.

2. Analyze the given augmented sixth chords and resolve as indicated.
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3. Analyze and resolve the following chords:
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4.

Harmonize the following melodies and realize the figured and unfigured basses, using augmented sixth

chords as indicated by asterisks. Work for strong outer voices and smooth voice leading. Analyze all work

fully.
a.
Allegro /—\ \ p TN
. z - = : . ! —
U I i
b.

C.
Moderato * T . —
m .
1 :. 1 1 : { rll } . —5[ '?_"—'_‘H_‘l_'i* i j ;J
1 i I’I 1 | S 1 T T 1 1 $ i k1] 1 : }
*
./—\ ~ ~ =
| . )7 4 ! L 1 | S 1 - 3 - L] j
] i |’1\ 1 : { = H : .' 1] 1— l? -1
d.
*
SRS Sty =5
Y 1 ]| { 1 ] c 1}
6 6 4 6 7
b5 4
e.
3 —+ } 1 ! { I N
1 ia +— s 2 — 2 1 1 i
g ‘! 5 1 1 i H i 1 1 1 e' ]
1 [ 1 =
7 4 6 & 6 b6 6 ¥
2 4 4
f.
* * *
1 . I
%’ {' lF i 1 : - ] + i T i :l [\ ;ri
: M 1 1 ! i } L 1 i )} ;l .# i -ij
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5. Complete the following progressions, employing variant uses of augmented sixth chords as indicated:
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6. The following patterns may be used for composition or improvisation using various textures and instru-
ments as suggested by the instructor:

P mi Andante 4
. minor: cad.
" " 20 | | v4 /i | w6 e | 6] w |
Andantino
& cad.
b. F major: g I V7 | 1 Ger./§ | v m s |[12] V7 | I I

5 A N A A N A

7. Compose a theme and at least three variations for instruments available in class. The theme should be a
simple binary form, and the harmonic language should reflect that studied so far. Analyze completely.
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6 Modulation by Other Means

The following are devices that may be used to modulate between both closely and distantly related keys.

I. Any fully diminished seventh chord can be heard as belonging to several different keys and may be respelled to
resolve in any of those keys; thus this chord is useful in modulation. The enharmonically respelled chords may
function as dominants, secondary dominants, or linear chords in either or both keys. Furthermore, any member
of a diminished seventh chord may be lowered a minor second to change that chord to a dominant seventh.

— 9 gy .
m sounds the same as - ) —+H
o—F e
A. Modulation to closely related keys.
r—_‘-ﬁ
; } = + ] + : |
- o f == =
=t f r
| PP | J J ;é_ PN J
EisE= == = >
|
G 1 vii®h 7 = e: vii®7 i g i vii®’7  Bb: V7 1
B. Modulation to distantly related keys
y : . 4 | | | ;
——— bo ' e A
l}r I’r‘ o r r lvi': =
| . ) beas
b —— o3 2 o
[4'! 4]Pr ? 3 # 41 : } V<
G 1 w7 = Bk vii7 I G 1 vi's = Db viied I
B | ] .
* sf —Z— $-
) | f K




II. The German augmented sixth chord (and Enharmonic German chord) sounds like a dominant seventh, so it
can be approached as one function and left as the other. A respelled German chord may become either V7 or
any secondary dominant seventh chord, or any dominant seventh chord may be respelled as a German chord.

A. Ger. § becomes V7.
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AR 743 Y

C: Ger. l:g= Db: V7

N
'““_ N &

"T;TK——— —-'J:Le
(0]

1 [\ 3 v # ) Y
1 H 0
c I IV6  Ger. »ﬁg V Dk V7 I
B. V7 becomes Ger. §.
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IIl. In common-tone modulation, a single note common to two keys may be used as a pivot between those keys.
The common tone is most often a member of the tonic triad of one or both keys.
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The common note may be enharmonic.

7
Ab: I V7 I 16 E:[1§ vig 4

Analysis

Analyze the examples in Unit 25 of Music for Analysis. In addition to matters discussed thus far, consider the
following:

1. Where do modulations occur?
2. By what means are they achieved?

5.  What keys are involved? What is the intervallic relationship between the tonics?

Exercises

1. Harmonize the following basses and melodies, and analyze:

d.
Andante
} t ! T t } 1 T —
b—H—& } + 1 1 1 1 o | L, i i ﬁ
\/ n,‘_ [+]
. . '3 6
Eb: V7 D: Ger [l
b.
TN
S~ e L, P 2 PN
5 } — 1 — -+ 1 1 — =)
L W . 1 7 1 it 1 1 1 1 1 Y - 1 41
e; 1 1 1 é LI 1 ) | M 1 -
g vii®7 6 iv6 Bb: vii®7 I
C.

\J

Cantabile ~7 N\
{/—\ — N\ TN\ F -
ﬁ'— = = n, e e e

S — e ya t " = ——

11}
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T AY 1 1 1 pai
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vii°7 = Bb:vii°7
e.
Waltz
l . '/}. b* h > | P
§ I o | -am—— 1 —1 ¥—1 T  —
§ " Zﬁ f H.' .I ] 1 — — -  — 1 3 } 3
T T T T
F: [18] V7 I
W 1 —— —1 1
J T
Dh: [1§] V7 I
2. Write modulating pieces of period length as indicated:
Key 1 Key 2 Method of Modulation
G 4 Neapolitan chord
e G diminished seventh chord
Eb G German chord
E F Neapolitan chord
D Eb German chord
Bb A German chord
G B common tone
Db A common tone

3. Discuss choral composition; sing and analyze works from the choral literature. Select a brief text, and
compose a short choral setting using materials discussed thus far. Modulate at least once, using one of the
means discussed in this unit.

4.  Compose a nonperiodic phrase-group for piano or instrumental combination; it should contain modula-
tions by any of the devices discussed thus far.
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Ninth Chords

j } "g L ll'; ja |
bR ) - 1
g ¥ i : : =
g V§ G Vo Vb9
(Mmm9) MmM9)  or  (Mmm9)

I. A dominant ninth chord (V'9) is a major triad with a minor seventh and a major or minor ninth. With a major
ninth, the chord resolves only to a major triad or other seventh chord.

A.

B.

The V9 chord has dominant function and can be used to replace any other dominant function chord
except at a half cadence.

Ninth chords are usually found spaced fairly widely, with the ninth always at least a ninth above the root.
All inversions are possible, but the fourth inversion is very rare. Figured-bass symbols for inverted ninth
chords are unwieldy and are not used in this text. The chord fifth is often omitted. In resolving to I, the
ninth resolves down by step, and the other tones resolve as in V7. The ninth often resolves before the rest

of the chord, in which case it may be analyzed as a nonharmonic tone. These chords often occur in
thicker textures.

T

[ 4] AL
©
B 8 Foy 8 A o
¢ by \ U
o o n o o o o o
e‘: 1 [ A ] 1& AL [ A )
+BL_'0* LA XY o
& V? i Vo i Vo i V9 i6
note omission of fifth note resolution of fifth app-
kv AR i\ \ 17
- —8 m— —8—t75
I
o L B 00 1\ R 0
rl e AY & IF _{
G: V9 1 Vo9 I V9 16 V9 16 V7 I

C.

The V7 or V9 chords with raised or lowered chord fifths are found in much late romantic music. For a
discussion, refer to Part IV, Unit 4.
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II. A nondominanit ninth chord functions similarly to a nondominant seventh chord and is built over the same
scale-degrees. 19, ii9, iii9, iv9, and vi9 are possible. Most nondominant ninths have one of the following
qualities: mmM9 or MMMY. Resolution is like that of the dominant ninth, with the chord typically resolving
to a seventh chord or another ninth chord.

%5:3 A — 8 B

—e—= — s=—Fy oe—=

S— o0- ° o y o o o °
'I'. ‘" AR e ¥ e [\ ]

A [\ )

G vi9 7 ii9 Vo g 9 vi vi9 ii#7

Nondominant or dominant ninth effects may occur over a pedal point, in which case several alternative analyses
may be possible.

Analysis

aux.
04 l I ] | } 1 | ] |
=== E==" ==
TyE—e —O- o
[n.c.:l _V_i*
G: i ii9 ii ii ii i i

Analyze the examples in Unit 26 of Music for Analysis, keeping in mind elements previously considered.

Exercises

1. Resolve the following V9 chords to tonic in root position:

—

A%

BT

=== = g =
S - - fo ig
D: V9 I V9 I S i V? i

*This is read “vi over ii root”
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2. Resolve the following nondominant ninth chords as indicated:

f—x —s 5
L\ ) % © V]
[
bl 0 (1]
] k% ] .4 [\ ]
F—= =
F: vi9 ii7 ii9 V9 e: i9 iv7 1119 V17
3. Resolve the following inverted V9 chords as indicated:

| Q ba a ba

b7 4 i\ ] [\ ) A %

¥ Al N {3 )

- il
> !:l b Y
Bb: V9 I Vb9 16 V9 16 Vb9 16

4. Work out the following melodies and basses, using ninth chords where indicated. Articulate the bass lines
in a typical romantic piano texture, and use a fairly full sonority. Analyze fully.

a.
x H.C.
l‘lﬂ .l" 1 ?. 1 43
11 1 11 1
! L
VoIV v
b.
i L
CEE | ) 1 1 | T 1
e —f—F——r° = =
T
9 9 9 9 9 - 8 9 - 8
C.
Adagio * * H.C.
f & £ £ -~ | * £ . 1
t 1 — ] e ———1 1 T  — —
)| = 1 L] )| I 1 L L3 1 1 1 1 1 )]
1 { L 1 ! 1 R 1 1 1}
d vg 9 i v? i iv V? v Vi
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5. Select one of the following forms: rounded binary, ternary, or theme and variations. Write an instrumen-
tal work for resources available in class, or study text-setting and write an extended choral work or solo
song with piano or instrumental accompaniment. The harmonic vocabulary should represent the mate-
rials and techniques covered thus far. Refer to the Composition Checklist (Part V, Unit 22).
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IL.

I1L.

Iv.

Twentieth-Century Techniques:
General Comments

The music of the twentieth century is remarkably diverse in its styles and techniques. There is no single com-
mon practice in this music but, rather, a wide spectrum of materials and treatments. The authors have chosen
to deal briefly with many of the most widely used of these materials and techniques in the following units, as
an introduction to the much larger subject of twentieth-century music. Please take careful note of the follow-
ing general points.

The specific details of traditional part-writing apply less strictly to twentieth-century music, but the under-
lying principles are the same.

A. Parallelism of all types of intervals, including perfect fifths, is common, but the principles of linear inde-
pendence are often the same as in tonal music.

B. Chords may be built of intervals other than thirds, but the general considerations of good-sounding spacing
still apply.

C. Chords may be highly dissonant, but the necessity for harmonic and textural consistency still applies. The
concepts of consonance and dissonance are not necessarily the same as for older music, nor are they nec-
essarily consistent between given twentieth-century works. Each work typically establishes its own norms
of consonance and dissonance.

Any given piece of twentieth-century music may involve several of the techniques and materials under dis-
cussion in the following pages. Few works clearly exemplify only one technique. However, certain techniques
and devices tend to be mutually exclusive (for example, modality and serialism).

Much twentieth-century music is clearly built around a central tone but lacks the harmonic functions associ-
ated with traditional tonality. This music is frequently referred to as ceniric. The use of key signatures is
optional and depends on the composer, even with centric music.

Certain techniques or styles of twentieth-century music typically start with only a limited number of pitches
(for example, pentatonic or modal music), whereas others regularly use all twelve notes of the chromatic
scale. The former tend to be predominantly diatonic, with chromaticism used for variety or increased inten-
sity; the latter tend toward more complex harmonic relationships and a higher dissonance level.

Planing (pronounced with a long a) is a technique involving parallelism of lines or chords. There are two
types: chromatic (exact, real) planing, in which the chord structure or harmonic interval is preserved exactly
from sound to sound; and diatonic (tonal) planing, where because of the presence of a particular scale,
slightly different chords or intervals in successive sonorities may result. Diatonic planing usually supports a
feeling of key and scale, whereas chromatic planing does not.
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A. Chromatic planing.

ol
N[

bi
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VI. According to the transposition factor, any collection of notes will contain certain intervals. If any interval,
including inversional equivalents (for example, M2 = m7), is missing in the set, the collection may be trans-
posed by that interval to yield an entirely new collection of notes. Other transpositions will yield one or more
notes in common with the original collection. Compositional use can be made of these facts in terms of
achieving variety while still using a restricted set of intervals.

Basic collection, lacking m2 (= M7) and A4 (= d5)

% i
L. [\ ] 11}
r o~ 1

Y o YU

Transpositions by m2 and A4 (no common notes with basic collection).
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Further Concepts for Analysis

Note: Octave doublings and spacings are not taken into account in the following analytic systems.

I. Additional systems.

A. Popular music (jazz) lead sheet symbols.

Gdim G6 add 9 ]
G Gm G+ (G G7 Gm7 Gma7 Gdim7 G7+5 G7-5 GY9 (G6/9) G13 ]

G/Bbass  C/D bass

Chord symbols are not standardized, and students are apt to encounter variations of those given above,
especially in manuscript arrangements.

B. Because of the complexity of many contemporary chord structures, neither roman numerals nor chord
symbols are satisfactory for analysis. For this reason, a number of alternate systems have been devised.
These systems have in common the analysis of a group of associated pitches (for instance, a chord, scale,
or melodic line) by the quality and number of its constituent intervals. In addition, the Hindemith system
seeks to identify a chord root. This root will be the one note that appears as the root of the strongest
interval(s) found within the chord.
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1. Hanson system.

Noting the inability of more traditional analytic methods adequately to describe most twentieth-century
music, Howard Hanson, in his book Harmonic Materials of Modern Music (see Bibliography for details),
invented a simple system of interval labeling, given below. In this sytem (as in most interval-descriptive sys-
tems), octave (registral) placement, octave doubling, spacing, and voicing are not accounted for. Octave equiv-
alence and equal temperament are assumed as givens. All instances in a sonority of the pitch “D” are
understood as the “Pitch-class D” and are equivalent for analytic purposes. Any collection of pitches (such as
a scale, melodic line, or chord) may be analyzed using the Hanson system. Thus the sonority:

!) [ ]
is reduced for analytic purposes to:
.
17 ] |
1l
& g }
9] Ho

In this system, the symbols p, m, n, s, d, and t stand for interval classes:
perfect intervals

major thirds and minor sixths
minor thirds and major sixths

= minor sevenths and major seconds
major sevenths and minor seconds
= ftritones

T e® B35 30
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In the analysis of a sonority, the symbols are always given in order, with superscript numbers showing the
number of a given interval class in the given sonority.

|7 E— 1|
—— 7 i
-+ InIsd
o PP
p2mnsd

When using any interval-descriptive system, it is useful to know the number of intervals in any set of notes.
The formula n(n — 1)/2 may be used to provide a quick calculation.

In the example given above, there are four pitches, so there will be six intervals [(4 X 3)/2 = 6]. Here are two
other examples:
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=
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2. Persichetti system.

Vincent Persichetti, in his book Twentieth Century Harmony (see Bibliography for details), dealt with the mat-
ter of describing nonconventional sonorities via interval labeling by devising a graphic system of interval
labeling. This system is similar to that of Hanson in that octave placement, octave doubling, spacing, and voic-
ing are not accounted for and pitch-class equivalency is assumed. Persichetti’s system differs from that of
Hanson in that intervals are grouped in four categories. Consonance includes all perfect intervals plus all
thirds, both major and minor, and all sixths, both major and minor. Mild dissonance includes major seconds
and minor sevenths. Sharp dissonance includes minor seconds and major sevenths. Neutral dissonance indi-
cates the tritone.

( = consonances (Hanson’s p, m, n)
[ = mild dissonances (Hanson’s s)

< = sharp dissonances (Hanson’s d)

.-

¢ =neutral dissonances (Hanson’s t)
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.

lF lbo-\\ N

eV
=

[ \ ] Z 1]

N>
:
.
£
N
Pt

3. Hindemith system of root designation.

In his book The Craft of Musical Composition (see Bibliography for details), Paul Hindemith describes
a method of root designation for vertical sonorities. This approach is based on the overtone series (see Part V,
Unit 2) and is consistent with our understanding of root structure in tertian harmonies. The example below
indicates the intervals, left to right, in increasing order of dissonance, from the octave through to the tritone.
The root of each interval is indicated. Note that the tritone, ambiguous in character, by its nature has no root.

consonance . dissonance
T = T " 1 X T & T [ 1 T —1 |
AR 1 [ %] 1 [ A ] 1 [ {1 ) AN [\ ) i AN AS 1 1l
% 1 L 3 1 ) MY N — 1 XY )4 AT 1 4 Nty
1 h"d I i 1 L L b€ \ ) 13
v o -©- 8 © 533 7o - O Vg VO e-

In the sonorities below, the root of each “chord” is determined by its primacy in the structure. The pitch that
is supported by the majority of intervals within a “chord,” with intervals toward the bottom of the stack pre-
dominating, is understood to be its root. Thus in the first instance Bb is the root of the stack, as it is the root
of the lowest interval, the perfect fourth. In the second structure, F is the root of the two lowest intervals, the
minor second and the major third, and also the majority of intervals in the stack, and is thus the root of the
“chord?” In the third “chord,” F is the root of the majority of intervals as well as the lowest intervals, the per-
fect fifth, the minor seventh, and the minor third (tenth).
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4. Allen Forte, Joel Lester, and many others have developed a method for analyzing atonal and serial
music. Pitch- and interval-class theory (related to mathematical set theory) in effect also reduces a
complex of notes into its constituent intervals and, much like the Hanson system, enumerates the
intervals according to type. In the first example below, the numbers within the brackets indicate that
there is one m2 or M7, one P4 or P5, one TT, and no other intervals.

I—

ccic?

f ¢ ] I T
e o !
1 € ]
[ ] T ofF i

o

===

D]
Set 3-5: [0,1,6] Set 4-14: [0,2,3,7]  Set 5-35: [0,2,4,7,0]
Vector [100011) Vector [111120] Vector [032140]

It is beyond the scope of this book to deal with any of these systems in detail. A more detailed dis-
cussion may be found in Unit 10 on pages 213-217. The standard books dealing with these systems
are all listed in the Bibliography.

Il. In addition to the usual items covered in analysis, with twentieth-century music, the following questions
should also be considered:
A. Is the music centric? If so, how is the tonal center established?
B. What scalar material is used?

C. What harmonic materials are used? Is there a sense of harmonic progression? If so, how is it controlled?
What is the normative dissonance level? How is it established and controlled?

D. What cadential idioms and devices are employed?

E. What rhythmic and metric devices are used?

III. Suggested reading (see the Bibliography): Hanson, Hindemith, Persichetti, Forte.}

tSupplementary readings are suggested at the end of most units in Part IV; these books are listed in the Bibliography. The
student will also find that reference to the various anthologies listed there, as well as to such collections as the Mikro-
kosmos of Bartok, is essential.
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I1.

Rhythmic and Metric Devices

Perhaps the most characteristically original aspect of twentieth-century music is its rhythm. The various
devices used are in marked contrast with the metric regularity of common practice music with its functional
rhythmic patterns (for example, march or dance) and regular four-bar phrases. Twentieth-century music is
often asymmetric; it has complex rhythmic/metric patterns and occasionally gives the effect of unpredictabil-
ity or great freedom. In certain styles meters are simply omitted; this music is termed ametrical.

Irregular meters are those whose upper numbers are not divisible by 2 or 3 (for example, 5, 7, 11, and 13). The
accents fall in alternate two- and three-beat groups.

$JUJ00 . 0

A. TIrregular meters may be simple or compound: Por ¥ Composite meters such as 2 and % are irregular
meters that represent alternate simple and compound beats, with the value of the eighth note remaining
constant. The patterns of twos and threes may remain the same throughout or vary from measure to
measure.

2+3) 3+2 _—

In changing (mixed) meters, the variables are the number of different meters involved, the number of beats in
each meter, and the basic note values of each meter. When two meters having the same unit of beat alternate,
the effect is of a composite meter.

id JRJJJI-%J )1 ) )]
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A. Meters having different lower numbers may alternate. In such cases, one common note value will
generally remain constant, and the effect will again be that of a composite meter.

100 877301=80 0 731

B. Larger patterns of recurring meters are also possible. Meters employing varying numbers and units of
beats may be freely intermixed.

(-9
bt oot - o tr o
brr oo

C. Effects similar to those previously illustrated may be achieved by using accent marks to displace the
normal metric accents.

IIl. Jazz syncopation typically involves a displacement within a regular meter by use of the tie into the strong beat.

Not fast

Swing 4
Dm9 G13 Cmaj9 Am7 Dm9 Dm9-5
0 - . N o I > > ll >~
" —— i } o — | o i i ———
S s e e e e e =
— > = >~ bod ! >
G13-9  C6(add9)
) > = . >
—
> v i
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IV. Complex rhythmic effects can be achieved by juxtaposing varying rhythmic divisions but keeping a common
measure (polyrhythms).

™3
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This effect can also be achieved by juxtaposing different metric patterns, keeping a common note value

(polymeters).

or

Isorhythmic effects involve recurring rhythmic patterns (rhythmic ostinatos) that do not necessarily coincide
with pitch patterns.

5
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VI. Suggestions for class discussions.

A. Bring examples from the literature into class.
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B. Analyze examples that use many changes of meter.
1. Isthere an overall pattern of repetition?
2.  What relationship exists between the metric patterns and the phrase structure?
3. What determines the choice of a particular meter?

C. Suggested reading (see the Bibliography): Dallin, Persichetti, DeLone.

Exercises

1. Write brief excerpts for unpitched percussion instruments characterized as follows:
a. In an irregular (composite) meter.
b. Using extensive meter changes.
c. Using accent marks to displace the normal metric accent.

2. Write a piece for percussion ensemble, employing polyrhythms and polymeters.
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Tertian Harmony

I. Traditional tertian chords (chords built of thirds) persisted into the twentieth century.

A. Composers use triads of all qualities, including “indeterminate” triads (in a tertian context, chords with
omitted thirds):

B. “Tall” chords are built by superimposing (stacking) major and minor thirds. The following types of
chords are possible.
1. Traditional sevenths and ninths, either dominant or nondominant.

% ==t =

Dm9 Fmaj9 F9 Dm9-5 Em9+7
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2. “Taller” chords constructed by adding thirds beyond the ninth to form dominant or nondominant
elevenths or thirteenths.
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Dm9(+11) Dm13(+11) D9(+11) D13(+11)

These chords are found most often in root position, with the wider spacings toward the bottom. The
uppermost members of the chord (ninth, eleventh, thirteenth, etc.) typically occur in the highest
voices. The fifth, and occasionally the third, may be omitted. Very close spacing of these chords,
which emphasizes seconds, yields a clusterlike effect. (See Part IV, Unit 8.)
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Gm9 Am7
Gmi1 Db 13 D
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C. Some of the most common chords are altered dominants. These include ninths and elevenths with raised
and/or lowered fifths, and V7 or V9 with both major and minor thirds (often spelled as a raised ninth).
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D. Superposed chords and suspensive chords are similar to tall chords or added note chords with omitted
tones; compare them to polychords.

7z
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Dm7  Em9 E Dm7(susp.4) E(susp.)

E. Added note chords are most frequently those with an M2 (or M9) or an M6 above the root of a major or
minor triad.

4 ===
. £ 1] £
Qif rey © ©
© —-© o
G6 G9 G6(add 9)

The presence of the seventh in an added note chord may result in the sound of a tall chord.
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II. Chord relationships.

A. In “functional” root relationships, triads and tall chords may progress quasi-functionally, with root rela-
tionships of a fourth and fifth. This is particularly true of altered dominants, which tend to progress
around the circle of fifths. Tall chords are now found with “tonic” function. Sevenths and ninths are no
longer necessarily considered linear dissonances requiring resolution.
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(basic chords:) C9 F9 E+9
#11 #9
C9-5 C9 F13-9 Bb "g Eb9-5 Eb 7

B. In “nonfunctional” root relationships, chords may be associated without reference to traditional tonality.
Roots typically move by seconds and thirds. Abrupt modulations and juxtapositions of remote key areas
are often the result.
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ITI. Suggestions for class discussion.
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A. Analyze the examples in Unit 30 of Music for Analysis. Students may bring additional examples from the
literature into class.

B. Suggested reading (see the Bibliography): Dallin, Persichetti, Ulehla.

Exercises

1. Compose a brief work for piano, employing dominant and nondominant tall chords in an essentially
nonfunctional context. Include some examples of chromatic planing.

2.  Compose a passage for string quintet based on the following progression: I-V7/vi-V9/ii-V9/V-V9-vi9-ii9-V9-1.
Alter several of the chords as discussed in paragraph II.

5. Write a brief passage in a “cocktail piano” idiom employing planed nondominant tall chords and altered
dominant elevenths and thirteenths.

4. Analyze the harmonic structures of the given material, and then complete, using the same vocabulary.

a.
Andante
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Harmonize the following melody, using only triads and seventh chords. Experiment with planing and

5.
remote root relationships. Try to avoid common practice clichés.
lu - ia Al-le - lu - ia Al-le - lu - ia Al - le - lu -

6. Study the Shostakovich Prelude, op. 34, no. 24 (#381 in Music for Analysis). Then, add an accompaniment
to the following in a similar rapidly shifting (“wrong note”) style, with abrupt or startling tonal or modal
shifts. An additional example of this technique is the Gavotte from the Prokofiev Classical Symphony
(#463 in Music for Analysis).

Tempo di gavotte
— t " ! t ]
| l—-} i 1 é — — ¥ | I 1 1 ?—H 5‘ —
Py - = e 2 - s o » . . P) b“'b’ N
1 1 1 : 1 i 1 |
7. The following pattern may be used for composition or improvisation in a jazz or popular idiom:
Bright
F major: ¢ Fmaj7 I Fmaj7 I Fm7 I Bv9 | Ebmaj7 l
l Ebymaj7 I Etm?7 I Ab9 | Db maj7 l Bim Bbim6 l
| F6/Cbass | D7-9 | Dm7/Gbass | Gt i | Fmaj7 | Fmaj7 |
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The Diatonic (Church) Modes

I. The diatonic (church) modes (mode is the same as scale) follow in the standard terminology in their un-
transposed (white note) forms. The Ionian mode is not shown, since it is the equivalent of the major scale.
The distinguishing intervals of each mode are bracketed.

Dorian Phrygian Lydian
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II. The modes are defined by tonic (final), scale-degree relationships, and certain typical melodic cadence
formulas.

A. The Dorian, Phrygian, and Aeolian are often regarded as minor modes. Aeolian has the same structure of
interval relationships as natural minor. Dorian is similar to natural minor with a raised sixth scale-
degree. Phrygian is similar to natural minor with a lowered second scale-degree. The tonic triads of these
modes are minor.

B. The Lydian and Mixolydian are often regarded as major modes. Lydian is similar to major with a raised
fourth scale-degree. Mixolydian is similar to major with a lowered seventh scale-degree. The tonic triads
of these modes are major.

C. The Locrian has a diminished tonic triad and is used less than the other modes.

D. Some typical cadence formulas follow:

Dorian Phrygian Mixolydian Aeolian
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III. Characteristic treatment.

A. Accidentals should be used sparingly so as not to obscure the sense of mode. The last chord of a piece in
a minor mode is often major or omits the third of the tonic triad. The tonic must be clearly defined by
means of repetition, return, and emphasis in line and cadences. The sense of modality is often brought
out by emphasis on a strongly characteristic scale-degree.
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Iv.

VI.

B. Itis possible to change modes over a single tonic or to transpose a mode to a new tonic for variety. Modes
may be mixed freely within a given passage (the mixture of Dorian and Aeolian is typical). Two or more
modes may be used simultaneously for an effect of polymodality. (See Part IV, Unit 9, for a discussion of
polytonality.)

Modes may be transposed to another tonic. One method for determining the key signature for a transposed
mode follows.

A. Determine the relationship of the tonic of the untransposed mode to C.

B. Determine the note that has the same relationship to the tonic of the transposed mode.

C. Determine the major key signature for that note.

Example: Find the key signature of Phrygian mode with F# as the tonic.

A, B. C.
4 ©
i e —— TG — r XX =
LI o | “ W T B L © X 00— 1 |
© o AL A¥ 1]
v M3 @ M3
E Cc as F¢ : D two sharps = major key signature for D

Scale and chord. Modal music tends toward tertian harmony, often with root progressions that emphasize the
characteristic modal degrees. Planing is typical. Pandiatonic techniques can be effective (see Unit 6). Quartal
harmony can also be used in modal contexts (see Unit 8).

Suggestions for class discussion.

A. Analyze the examples in Unit 31 of Music for Analysis. Students may bring additional examples from the
literature into class.

B. Carefully analyze and compare all the modes in terms of interval relationships, both (1) between the tonic
and other scale-degrees above it, and (2) between adjacent scale-degrees.

C. Practice transposing the modes onto various finals, both with and without key signatures (Dorian on G,
Lydian on Bb, and so forth).

D. Suggested reading (see the Bibliography): Dallin, Hindemith, Persichetti, Ulehla.

Exercises
1. Construct three cadences in each mode using a variety of soprano lines, chord formulas, and textures.
2. Compose a brief piece for piano. Start in G Dorian, move to G Phrygian, and then move back to G Dorian.

3. Compose a brief piece for an instrumental combination available in class. Start in C Lydian, move to D
Lydian, and then move back to C Lydian.

4. Write piano or instrumental accompaniments for the following Appalachian folk melodies. Keep the
accompaniments basically simple, with a moderate to slow harmonic rhythm. Use the texture that seems
to best complement the melody.

~ Flowing

THE DIATONIC (CHURCH) MODES 197



T t T 1 T ’e]
k—— — A m— E— J ‘rl —— ] 1
il 1 ’ [ - e L - A w1 i 1 i. 1]
~—— 4 o

ames
N

"
i
|

-1

o

v -2
=
1

Y

5. Harmonize the following melodies, arranging them for combinations of instruments available in class.
Employ the harmonic vocabulary and technique associated with modal music.

a.
Animé
N f—— - — .
" + 1 H { } ] AJ‘:II
1 1 1 1 1 P | -
T T m— — =
—
Bewegt
.
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1 -0 | - { 1 1 i 1 | 4 ] 1 )1 i
1 — i - 1 = 1 1 L 1 I ! il

198

Leggiero
J {R—
H T S :—a H > T T T —0
1 T T 1 ) R B |
T T P . N . T
Ty LY b R A [ S S
S | ===

TWENTIETH-CENTURY MATERIALS




Pandiatonicism

I. Pandiatonic (freely diatonic) music uses traditional scalar materials, but in somewhat nontraditional ways. In

this technique any note of the prevailing scale-most often simply a major scale or diatonic mode—may be
combined with any other notes of that scale if the result is pleasing to the composer. Any kind of chord
construction may be used, although tertian sonorities are most typical. Tritone relationships are usually avoided,
and chromaticism is minimal. The key is firmly established. The most common types of pandiatonic use follow.

A. The composer may use nontraditional arrangements of scalar notes; chords can be understood as tall
chords, added note chords, or suspensive chords.

Gracieusement
| h' 4 | A \l  m—] ! 4
ﬁ. : ¥ d' il’ i ] T
Y~ T i
mp
: . z 2 g =
' 2 = : :
| | ’
[C6(add9) Dm7 Em7(add4) Fma9 G9 Am7 Cmaj7 Fmaj9 Em7(add4) Dm7]

B. The composer may use tall or additive tertian sonorities, often associated with pedal effects and typically

dominant.
L

Maestoso

N
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[C: dominant pedall

C. The composer may use chordal ostinato effects, usually involving alternation of two or three chords.

Lento
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D. The composer may use two contrapuntal “streams” of chords, often resulting in a polychordal sound
(see Part IV, Unit 9).
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I1I. Suggestions for class discussion.
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A. Analyze the examples as discussed in paragraph I.

B. Analyze the examples in Unit 32 of Music for Analysis. Students may bring additional examples from the
literature into class.

C. Suggested reading (see the Bibliography): Dallin, Persichetti, Reti, Ulehla.

Exercises

1. Study the Ravel Mother Goose Suite: The Magic Garden (#402 in Music for Analysis). Then, write six to
eight measures in the style of Example [-A.

2. Write two phrases for piano employing pedal effects as in Example 1-B.
3. Continue and complete Example I-D for brass choir.

4. Write a brief choral “Amen,” starting as follows:

5.  Complete the following fanfare for brass choir:
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6. Harmonize the following using a pandiatonic idiom. Strive for an effective accompanimental pattern,
possibly an ostinato. Experiment with a variety of devices such as added notes, interior pedal points, and
so forth. This may be written for piano or instruments available in class.

Moderato grazioso /__—-—\
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Exotic (Artificial, Synthetic) Scales

I. Scale forms other than traditional major, minor, and church modes are known as exotic, artificial, or synthetic
scales. Some are derived from folk music, some come from cultures other than Western, and some are con-

structed by composers to yield special interval relationships. These scale forms may be built on any pitches.
Among the most common scales in these categories are the following:

pentatonic whole tone
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Hungarian minor
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II. Any arrangement of two to twelve notes of the tempered scale may constitute a scale, although most exotic,

artificial, and synthetic scales contain five to eight tones. Each scale tends to emphasize certain intervals and
may completely lack other intervals. For example, the whole-tone scale, rich in M2, M3, and A4 (and their
inversions), lacks m2, m3, and P4 (and their inversions). The pentatonic scale lacks m2 and A4. Interval con-
tent may affect the choice of transposition. All scales are abstractions; they are merely conventionally
arranged collections of notes from which the composer may select in writing music. Composers occasionally
employ nonconventional key signatures when exotic or artificial scales are consistently used.
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A. In composing with these scales it is important to emphasize the characteristic intervals within each scale,

as well as to emphasize clearly the tonic note by the usual means of reiteration, return, line emphasis,
and appropriate cadence formulas.
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B. Scales often consist of two equivalent tetrachords (sets of four adjacent pitches), as in the major scale and
the octatonic and Hungarian minor variant. As with the modes, it is possible to change scales over a single
tonic or to transpose a scale to a new tonic for variety. Scales may be mixed freely within a given passage
or used simultaneously. Frequently the tetrachords may be extracted and used independently.

C. The transposition factor applies to composition with exotic scales. Refer to Part IV, Unit 1, for an expla-

nation and examples.

IIl. Scale and chord. Exotic scales will frequently generate particular types of chord structures.

A. A pentatonic scale projected as a chord will result in either an additive chord or a quartal (or quintal) stack.
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B. The whole-tone scale will generate (1) augmented triads, (2) altered dominants (whole-tone dominants),

and (3) clusters.
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C.

The octatonic scale is rich in triads, dominant seventh chords, diminished seventh chords, and poly-
chordal combinations (see Unit 9).

)

T ) T T T )y T T
o o
¢ o Po PO—{Oo—t
Q | 17_8_ ko
T o 3ige ) IT e 3 T T T—p—¢¥ 7S u|
7 »ro—p - —————+——FVo——Pg————1+—— - §——
1t 1

i %—Lﬁ__ﬂ—J—LM 1I bl-g- xq§

IV. Suggestions for class discussion.
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A.

B.

Analyze the examples in Unit 33 of Music for Analysis. Students may bring additional examples from the
literature into class.

Analyze the interval content of pentatonic, octatonic, and whole-tone scales. Which intervals are present?
Which are missing? Which transpositions will introduce an entirely new set of notes? Which other trans-
positions will introduce certain notes in common with the original scale? How can these facts be used to
create musical interest?

C. Suggested reading (see the Bibliography): Dallin, Hanson, Persichetti, Ulehla.

Exercises

1. Construct five artificial scales consisting of five to nine tones that emphasize certain intervals and avoid
others.

2. Compose a brief work for instruments available in class based on one of the scales from Exercise 1.

3. Employing the scale demonstrated in II-A, write a brief work for piano.

4. Write accompaniments for the following pentatonic melodies. Experiment with different harmonic struc-

tures and different textures. Try using melodic or chordal ostinatos. Also consider harmonizing the
melodies with tones restricted to the tones of the pentatonic scale. Analyze the resulting chord structures.

a.
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5.

Comodo
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Allegretto
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Determine the scale of the given material, then complete, adding six to eight measures:
a.
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8 (Quartal and Secondal Harmony

I. Chords may be constructed of intervals other than thirds; fourths, fifths, or seconds are frequently used.

Perfect fourths may be superimposed or combined with augmented fourths. Perfect or diminished fifths can
also be used.
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II. The use of the Hanson, Persichetti, and Hindemith systems is appropriate in the analysis of quartal and
secondal harmony. (See Part 1V, Unit 2.)
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III. Secondal sonorities are often the result of closely spaced quartal or tertian chords. The effect of a sonority

results not so much from the intervals it contains as from the spacing of these intervals. Thick secondal
sonorities are usually termed clusters.

tertian  secondal quartal quintal

o R diatonic cluster * chromatic cluster *

-

e ¥ II i

s 11 ﬁ 1 3]

1 o[ —gvay—o——g

Q 1 i m
- o
(cluster) ﬂ ﬁ

IV. Since traditional chord names do not apply to nontertian harmony, the following terminology is suggested:

Number of Different
Notes in a Chord Name

dyad

triad (trichord)
tetrad

pentad

hexad

heptad

GO GlA Qo

*For further examples of nontraditional notation, see Stone.
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V.

VL

VIIL.

VIIL

Few works are consistently quartal or secondal. Often the two types can be mixed, and both work well with
tertian material, including tall chords. Quartal chords can gain greater variety by inverting the intervals they
contain. (The term inversion does not apply here in the traditional sense, since the quality and function of
quartal materials alter with rearrangement.) A four- and a three-note quartal sonority follow, each followed
by chords derived through inversion:
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Some possible cadences follow. Note that the first two examples contain chords derived exclusively from
perfect fourths. The third example contains both perfect and augmented fourths, and its final chord is a triad.
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Chord and melody. In quartal context, melodic lines will often reflect the underlying quartal harmony by
using frequent leaps of fourths. Projections of fourths and sequential patterns typically result in the use of all
the notes of the chromatic scale.

Missig bewegt /\

Suggestions for class discussion.

A. Analyze the examples in Unit 34 of Music for Analysis. Students may bring additional examples from the
literature into class.

B. Carefully analyze the following sonorities, using any system. (See Part 1V, Unit 2, for various systems.)

-y iy
£F m F W owg

C. Suggested reading (see the Bibliography): Dallin, Hanson, Hindemith, Persichetti, Ulehla.

H:ud

Exercises

1. Respace and rearrange (by inversion of intervals) each of the following sonorities in at least five ways:
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Study the Hindemith Mathis der Maler: Grablegung (#421 in Music for Analysis). Then, analyze the given
chords in the following, and continue harmonizing using the same vocabulary.

a.
Missig bewegt | J I ;! |
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Piano

4. Compose a brief work for instruments available in class using nontertian chord structures.
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Polyharmony and Polytonality

. Polyharmony involves the simultaneous sounding of two or more tertian chords with distinct roots (poly-
chords). The variables are the quality of the chords, the root relationships, and the spacing or arrangement of
the chords. Polychords may be used within a diatonic context (Example a) or a chromatic context (Example b).
Note the analysis.

a. b.
} | e :
Sg—5—7 e
| e
| 1 2 1 lg '
6 ¢ P © D
C F Em Dm F

Chords most often used are major, minor, Mm7, and MM7. Roots may all be similarly related, or there may
be no system for root selection.

Em D Cém7 Ebmaj7
Dm C Bm7 Abmaj7

The chords in a polychord are kept distinct by spacing, by placing the chords in contrapuntal “streams,” or
by contrasting orchestration; otherwise, certain spacings will be ambiguous. For example, $
is apt to sound like a tall chord, whereas % will sound like a cluster.

Polychords may also be expressed in linear fashion:

Presto =
? ﬁ 1 1 =’ %r

1 A A L

i = |
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b E G A
Bb C Eb F
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II. Chord and scale. Diatonic polychords will typically reduce to a simple diatonic scale (major or church mode),
and the effect is often like pandiatonicism. Chromatic polychords may reduce to a single exotic scale, fre-
quently octatonic.

Stravinsky
A | P |
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III. Polytonality involves the simultaneous sounding of two or more distinct areas of tonality, expressed as lines
or chords. The variables are the scale or mode of each element and the relationship of the tonics. Traditional
scalar materials are usually used. Each scalar element must be kept distinct by spacing or orchestration.

Presto ~

~ e
| |
Tonal areas can be made distinct from one another by selecting keys with the most distant tonal relationships
to provide the fewest common notes between scales. Occasionally, however, the composer will choose scales
that provide for common tones; the result is very similar to a synthetic scale or a permutational scale, in
which certain tones occur in both raised and lowered form.

Moderato

1)

C# octatonic

' B | ! 1

D octatonic

The following example is both polychordal and polytonal:

Pomposo
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Iv.

Polytonal passages are usually resolved in one of two ways: into a sonority containing elements of both keys
or into a single key. Polytonal material is often used in brief, isolated passages.
Suggestions for class discussion.

A. Analyze the examples in Unit 35 of Music for Analysis. Students may bring additional examples from the
literature into class.

B. Experiment with polychords, trying major triads in various root relationships and spacings. Also try MM7
and MMM9 chords.

C. Analyze several polychordal examples. What root relationships are used? Is there a clear rationale for the
chord successions and /or root relationships? What qualities of triads seem to work best together?

D. Suggested reading (see the Bibliography): Dallin, Persichetti, Ulehla.

Exercises

1. Experiment with polytonality. Set up a simple accompaniment pattern, keeping to a single tonal area.
Write a melody against it that begins in the same key, moves through distinctly contrasting keys, and then
returns to the original key.

2. Write brief passages for piano that illustrate the following:
a. Diatonic polychords within G major, using nonsystematic root relationships.
b. Chromatic polychords, using systematic root relationships and/or exact planing.

5. Write a two-voice contrapuntal example using a polyharmonic chordal basis.

4. Write a two-voice example using two modes or synthetic scales having some common tones. If possible,
use different key signatures or partial signatures for each voice (in the style of Bartok).

5. Analyze the given material, and complete in the same idiom:
a.

Allegro lunatico

p ===
o
-

Maestoso

m'f
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6.

nizing the following melody employing chromatic polychords.

Study the excerpt from Honegger Symphony No. 5 (#432 in Music for Analysis). Then, continue harmo-

Grave
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Free Atonality

I. Much contemporary music is conceived in terms of the manipulation of a restricted set of intervals instead
of scale-forms, traditional materials, or serial processes. In this procedure a basic interval cell (or sef) may
give rise to a whole work, in both its harmonic and linear aspects. The cell itself may be treated as a motive.
A cellular approach typifies much serial music (see Part IV, Unit 11). Much music of this type is not strongly
centric and is frequently termed atonal.

IlI. Characteristic procedures.

A. The basic cell, or set of interval relationships, may be altered in any of the following ways:

2oy o e e  aam

=

it % JOMS | L AN T [ \ ] AP 4
B ad [\ . b I ")
%}} ooy Po0v
set inversion transposition expansion contraction mirroring
1 2 3 4 5 6

B. The cell is usually applied to both the vertical and horizontal aspects and often accounts for most of the
sounds heard in a work. The following excerpt uses the first five of the derivations in the example in I1-A.

Scherzando @ m /f—_\

C. Many interesting chords can be built by projecting two or more different intervals in succession. In such
sonorities, note duplication at the octave or fifteenth is usually avoided. Melodic lines may be derived from
any of the resultant sonorities.

1. 2. 3.
T I 4
} c : “nu“ L -
1 [\ ] T Uy 1
0] = . X\ N ) 1t T 14 5
o
M3, m3 P4, A4 P5,M3 (line derived from 3)

III. The transposition factor is especially relevant to interval music. Any set lacking a given interval or its inver-
sion may be transposed by that interval, yielding pitches not contained in the original set.
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IV. Pitch-class set analysis provides another tool for analyzing complex pitch structures or for discovering rela-
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tionships in the music that might not be readily apparent. Pitch-class refers collectively to all the occurrences
of a particular pitch, regardless of register. Pitches spelled enharmonically are to be considered as the same
pitch. Pitch-class sets consist of from three to twelve pitch-classes. They may occur as melodic motives or ges-
tures, as vertical sonorities, or as combinations, or they may be noncontiguous but related by register, metri-
cal placement, or the like. Since smaller sets are easier to work with, the music is typically segmented. This
process breaks longer musical figures into manageable groupings.

Schoenberg, op. 19, no. 2
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Sets can be further divided into subsets:

Subset #1
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To analyze a pitch-class set, first write the selected pitches in scalar order within the octave. Consider that in
dealing with atonal music two basic assumptions are routinely made: 1. Enharmonic spellings are considered
to be equivalent, and spelling may be changed to make the intervals simpler. 2. Any interval and its inversion
are considered to be equivalent, and therefore intervals are reduced to their smaller size. The pitch-class set
is first put into normal order, as described above, and since it is also useful to consider pitch-class sets and
their inversions to be equivalent, the set is ultimately reduced to what is termed lowest ordering or the best
normal order. Finding the normal order may require some rotation of the pitches to assure the proper order-
ing, with the smaller intervals to the left and the larger intervals to the right, and the smallest possible inter-
val from first note to last. The pitches are then numbered, with the first note being the integer 0, and the
following notes numbered according to the number of semitones away from the first pitch. The pitch-class
integers are separated by commas, and the series of numbers is placed in brackets. The resulting integer
series becomes the label for the set: [0,1,4], [0,3,4,7], and so on. The set may then be transposed so that the first
note is middle c; this puts the set into prime form or prime order. Allen Forte determined that there are
only 220 possible sets, and he has indexed all of these sets, providing them with convenient index numbers:
[0,1,4] = Set 3-3; [0,3,4,7] = Set 4-17; and so on.
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normal order
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[0.2,3,5,6,8.9]

lowest ordering (retrograded and inverted; transposed)

=
-
p
et

ma -

M2 m2 M2 m2 M2

[0,1,3,4,6,7,9]
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The use of the commas avoids confusion when using the integers 10 and 11. Some theorists prefer to use let-
ters for these integers so that the commas can be eliminated. T (or A) stands for 10, and E (or B) stands for

11. Thus the set [0,2,5,8,10] can be written [0258T].
Conventional structures can also be given a set designation.

Bart6k, op. 6, no. 10
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[0,2,4,6,8,10] [0,2,4,6,8,10]
Forte index 6-35 Interval vector: [060603]
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For example, [0,2,4,6,8,10] is a whole-tone scale. Other aspects of the set can be seen by examining the inter-
val vector, which is a tabulation of the total number of intervals within the set. The vector consists of six dig-
its, also placed within brackets. Each digit represents an interval class. The first digit represents the number
of m2s or M7s, the second digit represents the number of M2s or m7s, the third the number of m3s or M6s,
the fourth the number of M3s or m6s, the fifth the number of P4s or P5s, and the last the number of tritones.
An examination of the interval vector for this set reveals that it is rich in M2s, M3s, and tritones, as we would
expect of a whole-tone scale, but lacking in all other intervals.

The theory of pitch-class sets is fairly detailed and complex. Those wishing to find additional materials on this
topic are referred to the Forte, Lester, Kostka, and Straus books listed in the Bibliography.

Suggestions for class discussion.

A. Analyze the examples in Unit 56 of Music for Analysis. Students may bring additional examples from the
literature into class.

B. Suggested reading (see the Bibliography): Cope, Dallin, Forte, Hanson, Persichetti, Ulehla, DeLone.

Exercises

1. Reduce each of the following examples to its pitch-class set, and analyze the resulting set.

2 L v ’[‘é_ﬁ
[ A it

V\/f 1l
mf

2. Experiment with building massive dissonant sonorities by projecting in alternation two or three different
intervals, as suggested in II-C. Analyze the results using the Hanson system or some other method of
interval analysis.

3. Build several chords by mirroring around a central note. Analyze according to the instructions for
Exercise 2.

4. Compose a brief work for piano based on the interval set G-Bb-C-F4#. Derive both melody and harmony
from the set and its transpositions. Try to construct a convincing cadence.

5. Study the Bartok Mikrokosmos, no. 144: Minor Seconds, Major Sevenths (#444 in Music for Analysis). Then,
compose a short work for instruments available in class using the basic cell of the example in [1-A.

6. Analyze the given material, and continue in the same idiom:

a.

Presto
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1 Twelve-Tone Serialism

I. Serial procedures can become complex, but the basic principles are simple.

218

A.

In twelve-tone serialism, a tone-row (set, or row for short) of twelve different pitch-classes* (p.cls) is set up
to control relationships. Pitches may be sounded in succession (melodically) or simultaneously
(harmonically) and may be sounded in any octave. Notes may be repeated directly, but no pitch-class may
be reused until the entire row has been sounded. Rows may be broken down into two groups of six notes
each (hexachords) or three groups of four notes each (tetrachords). Divisions into three-note groups and
even two-note groups are also found.

In serial music, the row will “control” the whole work, in both its harmonic and linear aspects. A single
statement of the row may coincide with a phrase, or statements of the row may be independent of formal
structure, though row forms and variants or particular transpositions may be used to define contrasting
sections of larger movements.

Four forms of the row are available: Prime (P,), Inversion (I,), Retrograde (R,), and Retrograde Inversion (Rl).

Any of the four basic forms may be transposed, giving a total of forty-eight possible associated sets. The
level of transposition is indicated by the small number following the initial designating the form of
the row. This number indicates the number of semi-tones above the reference pitch. Thus P indicates the
prime form of the row transposed up a tritone (six semi-tones higher). The reference pitch for transposi-
tions of P and I forms is the first pitch-class of Py; the reference pitch for transpositions of R and RI forms
is the first or last pitch-class of R,

Po Ro Schoenberg
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Much serial music employs the convention of using an accidental, including the natural sign, before each
note. In this case, the accidental refers only to that note and does not carry through the measure.

*See Part IV, Unit 2, I and Part IV, Unit 10, IV .



Compared with traditional common practice tonal theory, the field of post-tonal analysis is relatively new.
Accordingly, there are a number of approaches and analytic systems that differ in their details, and new
approaches are being proposed every year. We have tried to present all the alternatives so that instructors
can choose which method they find most congenial.

In the analysis of serial music, the row-forms are first identified, their transposition levels determined,
and the sequence of pitches numbered. The pitch series may be numbered from 1 to 12, though some ana-
lysts prefer to number the series from 0 to 11. (The pitch-classes in the series may also be designated by
their pitch-class numbers, where ¢ =0.) There is also some disagreement about the numbering, and thus
the transposition level, of R and RI forms. If one considers R to be simply the retrograde of P, there is a
certain symmetry in numbering the R form from 12 to 1 and calculating transposition level by compar-
ing note 1 to note 1. Similarly, RI may be considered simply the reverse of I, and the series numbered from
12 to 1. Some analysts prefer to number all row-forms from 1, and thus the transposition level of R and
RI forms will vary, depending on the system employed.

That form of the row designated as P, has traditionally been designated rather arbitrarily as the first row-
form to appear in a given piece or section of a piece. There is, of course, no way of knowing for certain
whether this was actually the row that the composer had constructed as the basis for the piece. One solu-
tion to this conundrum has been proposed: simply designate the P, form as the transposition level that
would begin on the note c. In this system, the prime form of the Schoenberg row presented above would
be designated as P,.

It is important to keep in mind that analyzing the row-forms is only the beginning of analysis of a serial
piece. All of the other aspects of music—texture, motive, recurrence, and manipulation of musical ges-
tures or figures, and the like—should always be considered.

It is often helpful in analyzing or composing serial works to construct a matrix (magic square), contain-
ing all the possible rows derived from (associates of) the prime row. In constructing such a matrix, the
P, is first written across the page, then the I, is written down from the first note of P,. At this point the rest
of the P row-forms can be written, left to right, starting from each note of the I-forms. The R and RI forms
will result automatically: the R forms are read from right to left, and the RI forms from bottom to top.

The following matrix is for the Gavotte from Schoenberg’s Suite, op. 25.

I P—> «—R
I, Pp—>
1 E F G D B C A B G E A D
1 EE E F ¢ B B A A F D G D
DP D E B A A G G E C F B
G A B E D E ¢ D A F B F
A BB c¢c ® E F D EF B A D G
A A B F E E D D B G C G
B C D A ¢ G E F D B E A
BB B D G F G EF E C A D A
D EE F B A B G AN E D G C
F # A D ¢ D B B G E A F
T c ¢ B A 66 A F P D B E P
FF G A EF D D B C A F B E
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II. Some principal variation techniques.

III. A multitude of different rows is possible. The composer constructs or selects a basic row on the basis of the
particular interval characteristics it exhibits and selects from the forty-eight forms those few that yield the
interval or pitch relationships to be exploited. All forty-eight forms are rarely used in a single work. Most
serial music is clearly not strongly centric, but there is no reason why it cannot be. Some rows are very

220

A. Any two or more tone-row forms may be used simultaneously.

B. The principle of strict succession may be varied by ostinatos, trills, repeated notes, pedal effects, tremolos,

or chords.

C. Segmentation involves the partitioning of 12 tone sets into subsets or segments, usually into hexachords
(6 p.cls) or trichords (3 p.c’s), which are often used somewhat independently of each other in a given
work. Schoenberg’s technique typically involves independent hexachords; Webern often works with
trichords. In a derived set (see the Webern example under III), permutations of the first trichord of a set

give rise to the subsequent trichords.
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traditional in effect, such as the following Berg example; others (Nono, Webern) are less so.
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IV. Row-forms and transposition levels are determined by a number of considerations. A particular transposition
may result in the pitch-classes associated with certain intervals remaining the same. These intervals are
called invariants and can be of great use in establishing the relationship among row-forms, or as a means of
unification.

Schoenberg, Op. 25
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A composer may desire a high degree of invariance, or no invariance at all.

Certain rows are structured in such a way that a specific transposition or permutation of the first hexachord
will produce the complementary pitch-classes, that is, the pitch-classes of the second hexachord. This means
that the hexachords of the two row forms can be combined to produce the total chromatic. Rows of this kind
are called combinatorial. Smaller segments may also be combinatorial. The Webern example cited above is
an all-combinatorial row.

Combinatorality is another factor that composers may use in narrowing the choice of row-forms or transpo-
sitions from among all the possible row-forms available. Like invariants, combinatorial rows provide for
greater unity and coherence.

Babbit Duet
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V. In integral serialism (total serialism, total organization), elements in addition to pitch are organized in terms
of numerical series.
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VI. Suggestions for class discussion.

A. Analyze the examples in Unit 37 of Music for Analysis. Students may bring additional examples from the
literature into class.

B. Analyze all the rows given in I1I for interval content. Discuss the construction of these rows.

C. How can the mathematical theory of sets (groups) be used to write or analyze serial music?

D. Suggested reading (see the Bibliography): Brindle, Cope, Dallin, Forte, Perle, Persichetti, Reti, Ulehla,
DeLone.

Exercises

1. Study the Krenek Dancing Toys, op. 83, no. 1 (#448 in Music for Analysis). Then, write a brief work for
piano using only the basic row form (P;) shown in I-C.

2. Using the three rows illustrated in III, write excerpts for piano. Note the resulting interval relationships,
especially the interval content of chords formed from the rows.

3. Write original rows in the following ways:
a. Construct a row to achieve maximum variety in interval relationships.

b. Construct a row to achieve minimum variety in interval relationships.

4. Analyze the serial and intervallic structure of the given material, and continue or complete:

a.
Moderato
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See the first row under II1.

C.

Rubato

Solo
flute

Note: Each accidental affects only the note immediately following it.
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d. Compose a short work for piano based on this opening (see the Babbitt Duet row on page 221).

Allegretto
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Study several examples of integral serialism, noting how aspects in addition to pitch are controlled by
series processes. Then, compose a short piece for instruments in class in which such aspects as rhythm
(duration and/or attack points), dynamics, registral placement, and perhaps choice of instruments are
controlled by a six- or twelve-note numeric series.
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Additional Contemporary
Procedures’

I. A degree of chance is inherent in all music; this is caused by the imperfections of notation and performance
variables. Baroque music, like much jazz, introduces a number of partially controlled elements (ornamenta-
tion, tempo fluctuations, and figured-bass improvisation). All live performance introduces unpredictable
elements. Some recent composers have systematically introduced random (aleatoric) elements into their
music, with some exerting only minimal control over the result and others determining all but a few details.

A. Indeterminate elements often result from practical considerations. For example, if the composer has in
mind only the following generally fast, disjunct fragment that accelerates,
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it may be more efficient to notate it in proportional notation.
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*For further examples of nontraditional notation, see Stone.
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IL.

IIL.

Iv.

B. The composer may leave the overall form of a work up to the performers, who are given only the details
and told to play them in any order. Alternatively, the composer may predetermine the form and leave a
few (or many) details somewhat (or very) open.

C. The composer must decide what elements he or she wants to control, how and to what extent they may

be controlled, and how to notate the desired effect precisely.

In some recent music, called fexiure music, sonority has become the primary compositional consideration.
Typically, this music involves clusters of varying density, dynamics, and color, as well as unusual uses of
traditional instruments and nontraditional sound sources. Traditional concern with line, pitch, rhythm and
meter, and harmonic progression tends to be subordinated or eliminated.

Minimalism is characterized by severe restriction of materials (pitch, rhythm, color, density, and register).
Repetition with slight variations is the main device. The music unfolds through the addition of new strands
or layers, as well as rhythmic phase relationships.

Electronic music is a major area of contemporary musical practice that, because of its highly specialized and
technical nature, is beyond the framework of this text. Useful studies for the beginning student may be found
in the books listed in the Bibliography under Electronic Music.

Suggestions for class discussion.

A. Analyze the examples in Unit 38 of Music for Analysis. Students may bring additional examples from the
literature into class.

B. Discuss chance elements in traditional music.
C. Discuss the @sthetic implications of chance procedures and minimalism.

D. Analyze examples of texture music and pieces using aleatoric processes. What notational and calligraphic
devices are employed? To what degree is traditional notation still employed? What unusual sound
resources and techniques are used?

E. Suggested reading (see the Bibliography): Cope, Forte, Nyman, Delone.

Exercises
1. Write a piece for the class to perform using the techniques of minimalism.

2. Write a piece for the class in which the overall form is predetermined and the details left open; then write
a piece using the opposite approach.

5. Construct an ensemble piece in which fragments in frame notation can be arbitrarily ordered and
combined.

4. Study the Crumb Madrigals, Book 1V (#455 in Music for Analysis). Then, write a piece using proportional
notation for instruments available in class.
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1 Musical Calligraphy

Common calligraphic errors (numbers refer to items in the checklist for musical calligraphy):
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I. Checklist for musical calligraphy.

1.
2.

L

© ® N @ @

Note heads are filled in where needed and are large enough to fill the space.

Stems are vertical, thin, connected to heads and beams, going in proper direction, and on the proper side
of the note head.

Beams are thick and straight, following the direction of the beamed group.

Alignment is perfect within each beat, and beats are evenly distributed in each bar; all beats are
accounted for by notes or rests.

Bar lines are thick, straight, and vertical; they are laid out beforehand to fill the page.

Editing is full and specific; tempo, phrasing, and dynamics are included.

A brace is needed for the great staff.

The meter signature appears only at the beginning, unless the meter changes during the piece.

The clef and key signature must be repeated at the beginning of each staff.
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II. Equipment.

A. Fountain-type pen with a broad nib, special music pen, black felt-tip pen, or soft pencil.
B. Black ink (for example, Pelikan Fount India or Higgins Eternal).

. Good-quality manuscript paper.

Ruler.

Ink eraser or single-edged razor blade.

B=Ne)

III. Several good music manuscript manuals are available.

IV. Students may wish to use notation software with their computer. Most software programs not only produce
print-quality notation but also allow the students to listen to their work by playing back the music entries
either through the computer’s own speakers or through a MIDI system. While the authors recognize that
many students now use computer notation programs such as Finale and Sibelius for music copying, we feel
it is still important for a musician to understand and be able to produce correct, clear musical notation by
hand.
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The Harmonic Series
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fundamental 4 2 3 4 5 6 7 8 9 10 11 (overtones)

st  2nd  3rd  4th 5th  6th 7th 8h  9th 10th 11th  12th (partials)

A vibrating body, such as an air column or string, vibrates not only over its entire available length (produc-
ing the fundamental frequency, perceived as pitch), but also in fractional parts (one-half of its length, one-third
of its length, and so on), which produces overtones. These overtones, or harmonics, are too weak in volume
(amplitude) to be heard as individual pitches, but they do contribute to the color (timbre) of the sound. The
overtones are usually multiples of the frequency of the fundamental, except with very complex sounds. For
instance, with a fundamental of 100 vibrations (cycles) per second, the first overtone has 200 cycles per sec-
ond (sounding one octave higher); the second overtone, 300 cycles per second (sounding a twelfth higher); the
third, 400 cycles per second (sounding two octaves higher); and so on.

Note that the fundamental is also termed the first partial, resulting in a discrepancy of numbering between
overtones and partials.

*These tones are significantly out of tune compared to the tempered system.
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Nonharmonic (Nonchord) Tones

IL.

11l

Iv.

232

Any note that is not heard as a member of the prevailing harmony (chord) at any given time is defined as a
nonharmonic (nonchord) tone. In some highly dissonant contemporary styles this concept is inapplicable. The
following are the most common types of nonharmonic tones.

. A passing tone (p.t.) is used stepwise to fill in the gaps between chord tones in a line. These may be accented

or unaccented. The example in I-C is often analyzed as an appoggiatura, since it is longer than its resolution
and appears on a strong beat.

pt pt pt.—/ pt. (app.)
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An auxiliary tone (aux., or neighbor tone) is used between a chord tone and its repetition. It may or may not
be accented or in pairs, as it is in I1-C.

A' aux. aux. B. aux. C' aux. "—\
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An escape tone (e.l., or échapée) is unaccented, approached by step, and resolved by skip.
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A free neighbor (f.n., or incomplete neighbor tone) is unaccented, approached by skip, and left by step, usually
in the opposite direction. It can be thought of as an unaccented appoggiatura.
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An anticipation (ant.) is unaccented, anticipates a chord tone, and is usually shorter than this tone. It is
typically a cadential idiom.

ant. ant.
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VI. A pedal tone (ped., or pedal poini) is of long duration; it is prepared and resolved on the same pitch. A pedal
tone is usually on the tonic or dominant note and serves to prolong that harmony through a passage, in which
case the other voices sound like decorations of that harmony.

g | I
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VII. An appoggiatura (app., or “leaning note”) is accented, approached by skip, and resolved by step, usually in the
opposite direction. It is often longer than its resolution. The example in VII-C may be analyzed as an accented
passing tone.
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VIII. A suspension (susp.) is accented, prepared by a chord tone on the same pitch, and resolved by step. The sus-
pension figure requires preparation (prep.) on a chord tone, dissonance (diss.) on a relatively strong beat, and
resolution (res.) by step to a chord tone. The upward-resolving suspension is sometimes called a retardation.
The suspension does not have to be tied from its preparation. The arabic numerals (in the following example)
are used to classify suspension figures and refer to the interval formed between the bass and the suspending
voice on the suspension and resolution beats. The following idioms are common harmonic contexts for the
suspension figure:

4 -3
prep. diss. res. 7 - 6 7 - 6
] | 1 ] | | [ |
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The resolution may be ornamented (VIII-A), or the chord may be changed at the point of resolution (VIII-B).

A' SUSP. susp. B susp.
H .
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C: 1 A" 1 1i6 16 (ii7) V7 I
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Relative and Linear Motion

I. Relative motion is the directional relationship between two voices.

A. In similar motion, voices move in the same direction.
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D. In parallel motion, voices move in the same direction by the same interval.
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Il. Linear motion is melodic motion found within a single voice.

A. In conjunct motion, notes move by step.
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B. In disjunct motion, notes move by skip.
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Guidelines for Voice Leading
in Strict Four-Part Writing

In freer textural and stylistic situations, the following guidelines for voice leading in strict four-part writing
may be applied less strictly.

I. Avoid crossing and overlapping voices.

crossing overlapping

i 2

"
.
I

f
=

Il
ML

II. Avoid parallel fifths and octaves, as well as octaves or fifths by contrary motion.
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III. Avoid leaps in similar motion to octaves or fifths in the outer voices, except in chord repetition. (These are
termed direct or hidden fifths or octaves.)
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IV. Do not allow three voices to leap in the same direction unless the fourth voice remains stationary or moves
in contrary motion, except in chord repetition. (See the example in 111.)
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V. Avoid a diminished fifth moving to a perfect fifth in the outer voices (unequal fifths). However, a perfect fifth
may move to a diminished fifth if the diminished fifth is subsequently resolved.
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VI. In connecting chords a second apart, both of which are in root position, make the outer voices move in con-
trary motion. This procedure will also hold true when the bass moves by the interval of a second, as when
one of the chords is in inversion, with the exception of consecutive first-inversion chords.

VII. Avoid the augmented second melodically when involved with a change of chord.
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VIII. Avoid the melodic tritone (T) unless properly resolved or part of the same chord.

T (correct) (correct)
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IX. Strive for basically conjunct motion in the upper voices.
X. Try to maintain consistent spacing within a phrase. Changes in spacing should be made only when warranted

by such considerations as a wide leap in the soprano. In that case, the spacing change will allow for smoother
voice leading in the interior voices.
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Guidelines for Doubling
in Strict Four-Part Writing

I. Avoid doubling tendency tones (leading tones or chord sevenths).

II. Doubling should clearly establish the function of the chord: roots first, fifths next, and thirds last. Linear
considerations always take precedence.

ITI. Chord fifths occasionally may be omitted. When this occurs the root may be tripled. In the case of four-tone
chords, the root may be doubled.

IV. Chord thirds are rarely omitted in predominantly chordal textures.

V. Summary:

Chord Preference for Doubling
major and minor triads in root position root, fifth, third
tonic, subdominant, and dominant triads in first inversion root, fifth, third
supertonic, submediant, and mediant triads in first inversion third, root, fifth
diminished and augmented triads in root position or first inversion third, root

VI. Scale-degrees 1, 4, and 5 are most often doubled; 2, 3, and 6, less so; and the leading tone, very rarely.
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Checklist for Part-Writing

Students are urged to check all written work systematically as they write it, both for musicality and for tech-
nique. All work must be played or sung after completion. Some of the following items apply only at the later
stages of study.

I. Play or sing each voice as you write it to check the line for the following:

. Voices are smooth and directional.

There are no unnecessary large leaps.

There are no unresolved diminished or augmented intervals.

The outer voices have a clear contour (shape).

There is a reasonable range and tessitura.

== 0 F >

Idioms are appropriate to the medium.

IL. To check counterpoint, play each pair of voices, and check for the following:

A. No parallel fifths or octaves should occur.

B. No hidden octaves or fifths, or unequal fifths between the outer voices, should occur.
C. No voice crossing or overlapping.
D.

There should be a good contrapuntal relationship between the outer voices.
IIl. Spacing.
A. Consistent spacing should exist within each phrase.

B. No large gaps between upper voices should occur.

C. The texture should be homogeneous.
IV. Doubling should be preponderantly normal, except when factors of line take precedence.

V. Calligraphy.
A. Editing should be complete, when appropriate.

B. Notation should be clear.

VI. Complete analysis includes key, cadences, chords, nonharmonic tones, and phrase and period structure if
appropriate.
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Chord Functions in Tonal Music

I. In common practice music, chords tend to progress in consistent, and thus predictable, patterns. Function
refers to the tendency of a chord to progress to certain other chords. This system of chord relationships is
called functional tonality. In tonal music, the strongest scale-degrees are 1 and 5, and the harmonies built on
them exert primary control over musical form. These harmonies are normally found at the crucial structural
points: beginnings (I), cadential points (I, V), and endings (I). They define the harmonic goals of the phrase
and major arrival points in the form of a tonal work. Subdominant (pre-dominant or dominant preparation)
harmony is also of critical importance: this class of chord is often found at climactic points in a work, setting
up dominant arrivals. All other harmonies, though important for line and color, are subsidiary for defining
form. The tonic, subdominant, and dominant triads are often referred to as the “primary triads” All other
harmonies may be thought of as decorating or substituting for these essential harmonies. The supertonic triad
will generally function as a dominant preparation, a progression analogous to IV-V. The supertonic triad may
be understood as a quasi dominant to the dominant, the descending fifth relationship corresponding to that
from dominant to tonic. The submediant and mediant triads are used less frequently than the primary triads
(I, IV, and V), and have less significance for the building of musical structure. They may be thought of as
embellishing or substituting for the more fundamental harmonies. They are often found in sequences.

As mentioned in the text (see, for example, Part II, Unit 12), many vertical-seeming structures, when heard in
context, are clearly the result of linear motion, often of simultaneous nonharmonic tones in two or more
voices. Such “chords” (usually heard as passing or neighboring sonorities) are thus “linear” in origin, and
should be understood as such; in this text they are analyzed in brackets.
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Il. In the following common diatonic chord progressions, roman numerals are shown as they occur in the major
mode. The root relationships are also valid in the minor mode.

A. Dominant functions: V-I or vii°-I.

B. Dominant preparation: IV-V, ii-V, or vi-V.

Roots move downward by fifth (quasi-dominant) relationships: (IV-vii®)-iii-vi-ii-V-L

Roots move downward by thirds: [-vi-1V-ii.

Roots move upward by thirds: I-iii.

Roots move downward by seconds: vi-V.
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Chord Chart (in sequence)
IV vii®—iii \
v Vi\
I ___._._———————[111] ( V—u1
< '> T —/(:rii")
IV.

\

vi—

IV6 —

All chords are considered functional and tend to progress in the direction indicated by the arrows.

III. Chord classification system?

Class Diatonic Repertoire Chromatic Repertoire
6 IVt, IVTT secondary dominants of VII
5 viit, vii® 7t secondary dominants of iii
4 iii, iii7 secondary dominants of vi
3 vi, vi7 secondary dominants of ii, IV
2 ii, ii7, IV, IV7 secondary dominants of V, aug. sixths, Neapolitan chords
1 V, V7, vii®, vii°7 V7(b5), V7(+5)

*The classification system suggested here follows that set out by Allen Irvine McHose in The Contrapuntal Harmonic
Technique of the Eighteenth Century (New York: Appleton, 1947).
1 In diatonic sequences only.
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A.

B.

Types of progression.

1. Normal progression moves downward, class to class (iii-vi, vi-ii, and so forth).
2. Retrogression moves upward by skip or step (ii-vi or ii-iii).

3. Elision moves downward by skip (iii-IV or vi-V).

Comments on the classification system.

1. The fifth and sixth classes are rare.

Chords in the first and second classes and tonic predominate in most tonal styles.

Augmented sixth chords are sometimes found in classes other than second.

Ninth chords may substitute for sevenths in any class.

The tonic chord may normally progress to any other class.

The first class is commonly referred to as dominant function, and the second class as dominanit

preparation.

7. Movement within a class does not count as progression. Chord successions within a class often move
from diatonic to chromatic or from triad to seventh chord, as in the progressions IV-V/V or ii-ii7.

8. Some of the more common elisions and retrogressions are vii°—iii, vi-V, V-vi, iii-IV, and TV-1.

9. The final goal of harmonic progression is always the tonic triad.

SR aN

IV. General comments on chord progression.

A.

#FFOoF

=

In harmonization, a preponderance of normal progression is usually desirable.

In general, more than two successive nonnormal progressions should be avoided.

A retrogression (such as V-1V) is often followed by a normal progression back to the first chord (V-IV-V).
Chord change over a bar line is usually desirable.

Successive nonnormal progressions (V6-1V6-iii6 and so forth) are usually the result of linear activity,
especially sequence.

Generally, the slowest harmonic rhythm appropriate to a given melody will be most effective.

Harmonic rhythm also depends heavily on tempo, character of the melody, and complexity of texture.

CHORD FUNCTIONS IN TONAL MUSIC 241



Figured-Bass Symbols

IL.

242

Much Baroque music is characterized by a “polarized” texture, with one or more upper voices over a bass line.
This line was played by a keyboard instrument (harpsichord or organ), with one or more bass instruments
(viola da gamba, cello, bass, bassoon, and so on) doubling the bass line. This practice is known as basso con-
tinuo, or just continuo, and is an essential feature of Baroque music. The middle of the texture (that is, the
chords) was filled in by the keyboardist, improvising based on a system of symbols placed under the notes of
the bass line. These figured-bass symbols indicated intervals and accidentals above the bass and are roughly
analogous to pop or jazz chord symbols.

General comments on figured-bass symbols.

A. Arabic numbers below bass notes (figured-bass symbols) indicate intervals formed between the bass and
the upper voices.

B. The figured-bass symbols do not indicate doubling, spacing, or compound intervals.

C. The numbers 8, 5, and 3 do not usually appear except to cancel a previous symbol under the same bass
note.

D. The numbers 9, 7, 6, 4, and 2 must appear when needed.

Specific details.

A. A bass note with no numbers indicates a root position triad, of which the given note is the root.

ya X 1
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B. A bass note with the numbers 6 or § indicates a first-inversion triad, of which the given note is the third.

- — root
e Ty Ty & H
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6 or 3,

C. A bass note with the numbers § indicates a second-inversion triad, of which the given note is the fifth. The

figures 3 sometimes appear next to cancel the ﬁ, as in the progression 15-V.
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D. The figures for seventh chords are as follows.

1. The figure 7 indicates a root-position seventh chord.

2. The figure § indicates a first-inversion seventh chord.

6. . . .
3. The figures % or 4 indicate a second-inversion seventh chord.
4. The figures % or 2 indicate a third-inversion seventh chord.
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E. An accidental by itself (not immediately next to a number) in the figured bass refers to the third (or tenth

or seventeenth) above the bass.
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F. Any accidental above the bass must appear in the figured-bass symbols. Alterations to the bass itself can-
not appear in the symbols. Any interval above the bass can be raised or lowered by the appropriate acci-

dental symbol.

- he . b . be .
F—— 5 —=e e 2 s 3
& & b6 8
(3 > 4 b3 3
viie [Vﬁ N6 F. vicc#i
ke i
2 : : e
¥ n 1 i ﬁ(‘ F i — : j
[+] m
(b: V7) 7 — g —_—

FIGURED-BASS SYMBOLS 245



Procedure for Harmonizing
a Figured Bass

=1 I | T T
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I. Supply roman numerals.
H.C. P.AC.
— o
(3 e I I I I ] ] T |
 m— I I —1 P H
] 1 r r | | 1 v
cad.
F: 16 v &6 V v oV 1ovi . w8 [1§] v
II. Construct the soprano melody. Be attentive to phrasing, cadences, melodic curve, and the contrapuntal
relationship with the bass.
H.C. PA.C.
;! | 1 | 3 1 i | | A ;] ]
1 al ‘tl A{ ; — 1 1 ;
&
r/a YO
£ PPt r—»———av:?
r’ ’_f { | T r—r‘— | ] i ()
cad.
FFo -6 v @6 V v oV 1ovi oo o 1] v

IIl. Fill in the inner voices. Keep the spacing as consistent as possible and the individual lines as interesting as

possible.
A*».n“'] | — 3 I EI& } !_dlél JJ eP.ﬁA'C'
At —$5 8 o[ 1o
Cdd A e Judlad]ay
ﬁ% e T e - e —
T | T T F r FI I 1 (Y
cad.
FFo1—6 v 6 V v oV rovi oo, w8 18 v
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IV. Add embellishments (nonharmonic tones) as appropriate to increase musical interest and provide rhythmic
continuity.
H.C.

p-t susp. aux. ant.
aux.

T T
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F: 6 ii6 v \
et. aux. aux. susp- P.AC.
g o ) e ) )
- - — 1.—1'7 > 1]
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r [’ r ! cad.
I vi 16 ii8 18] v7 I

V. Rework the material in IV, employing a motivically consistent instrumental figuration. Keep the same struc-
tural elements developed in steps | through IV. This instrumental version is for woodwind quintet:

Moderato
Flute 8va

Oboe
(4 J 1 I |

1

H.C.
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F: I 6 vi ii6 A% vi \Y
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-
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1 1 Procedure for Harmonizing a Melody

Moderato
ﬁ | N I
v A 3 i " 1 I - I o -
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I. Determine the key, cadences, and phrasing. Supply roman numerals for the cadence. Where more than one
chord would work well, supply both choices.

Moderato H.C.

P.A.C.

—
; =
=5 =i

II. Supply roman numerals (not inversions at this point) throughout. Work for a fairly consistent harmonic
rhythm. In general, the slowest harmonic rhythm (that is, speed and pattern of chord change) appropriate to
the harmonic implications of the melody and the tempo will work best. Where more than one chord would
work well, supply both choices. Determine which notes, if any, in the melody are to be treated as nonharmonic.

Moderato H.C.
" I—-I—— pt pt(pt)(pt) ) L B— ﬁﬁ—.

III. Construct the bass line. Be attentive to phrasing, cadences, good linear interest, and the contrapuntal rela-
tionship with the soprano melody. It is at this stage that the precise chord choices (where there is more than
one possibility) and inversion choices are made.
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Moderato H.C.
. p-t. pt— . - aux.
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Observe here the following:

A.
B.
C.

The bass note changes over the bar line.

The harmonic rhythm reinforces the meter.

precedes the cadence, and comes to rest at the cadence point.

The harmonic rhythm is consistent in the first two measures of each phrase, quickens in the measure that

IV. Fill in the inner voices. Keep the spacing as consistent as possible and the individual lines as interesting as

possible.
H.C.
Moderato pit p-t-— [aux
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PROCEDURE FOR HARMONIZING A MELODY
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V. Add embellishments (nonharmonic tones) to the lower three voices as appropriate to increase musical inter-
est and rhythmic continuity. Note the consistent eighth note motion, continuing across the bar lines and into
the cadences.

Moderato P':' p-t: pt.  pt
A aux. pt [ aux pt.
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VI. Rework the material in V, employing a motivically consistent instrumental figuration. Keep the same
structural elements developed in steps | through V. This instrumental version is for piano:
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Models for Expansion
and Elaboration

The following procedure may be used for expansion and elaboration with the chord-phrase formats and
figured or unfigured basses:

cad.
D major: 2 I ii6 1[146.] V7 II

I. Provide outer voices.

[ Y

N
® o
J»
O

II. Complete the basic part-writing.

PA.C.
4] L —
id 14 — & 2 -
X - e 10 1)
53 1 | F |
4 J 1) J |,
! cad T
D: I ii6 [18] 7 I
III. Further expand the basic part-writing.
motive
f aux.) ! aux) pt aux.
app app. pt.pt p-t. aux.
2 P.A.C
o g ) LT —
el

-

T =

D: 1 ii6 [18] V7 I
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IV. Finally, use more textural expansion, a new soprano line, a more linear bass line, and fuller harmony. Edit

fully.
Andante
—~
L~ -~ | | ‘ 1 — PAC.
. —— "
Sa— \_;‘]- g' [ 4 \'/ O — pu—
r s

mf/-\/\

S p
!

i 7 5 ©

i Vii°7/V [18]

1

(=
[=>}
-
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Cadence and Phrase Structure

I. The cadenceis one important means of formal articulation; it is a point of arrival or rest in the musical flow.
Cadences may be medial (requiring continuation) or final.

IL.

252

A.

Authentic cadence (medial or final).

1. A perfect authentic cadence (P.A.C.) is usually final. Its conditions follow: V (or V7)-1, both chords are
in root position, and the tonic note is in the upper voice in the I chord.

2. An imperfect authentic cadence (1.A.C.) is usually medial. Its conditions follow: V (V7)-1, either or both
are in inversion; V (V7)-1, with a note other than the tonic note in the upper voice with the I chord;
or vii® (vii°7)-L

A half cadence (H.C. or semi-cadence) is medial only and includes any cadence ending on a dominant
function chord, such as IV-V, ii-V, I-V, vi-V, or V/V-V (others are possible).

A deceptive cadence (D.C.), such as V-vi, V-IV6, or V-V7/V (others are possible), substitutes for, and is usu-
ally closely followed by, an expected authentic cadence.

A plagal cadence (P.C.) is usually final, following an authentic cadence: IV-1, ii-I, or ii7-1.

A phrygian cadence is the progression iv6-V # in a minor key, when used as a terminal progression.

Phrase structure and period form.

A.
B.

A phraseis a musical thought ending with a partial or complete point of rest.

A periodis two phrases, usually of the same length, forming a complete musical thought. The constituent
phrases normally form a question-answer (antecedent-consequent) relationship such that phrase 2 com-

pletes and complements phrase 1. The first cadence will usually be weaker than the second. The struc-
ture of the period is often as follows:

H.C.or LA.C. IAC. orP.AC.
Phrase 1 7 Phrase 2 1
|

Periods are further classified by the motivic or melodic relationships between the two phrases. If both phrases
begin with the same material, they are similar or parallel; if not, they are contrasting. Parallel periods most
frequently state the motive at the same pitch level and with the same harmonization. Alternatively, the motive
may be altered to fit a change of harmony, as, for example, when the antecedent phrase begins on tonic har-
mony and the consequent begins on dominant harmony. The motive may also be stated at a new pitch level
along with a change of harmony; in this instance, the period may be called a sequential period. If the motive
is inversionally related, the period may be called an inverted period. Either phrase 1 or phrase 2 may



be repeated, or a cadential expansion may extend phrase 2. Periods often modulate to closely related keys
(modulating period).

A double period consists of two consecutive periods having an antecedent-consequent relationship.

LA.C.
or H.C.or
H.C. LA.C. H.C. P.AC.
Period 1 1 7 Period 2 1 B

The third phrase will often repeat the first phrase; the fourth phrase may repeat the second phrase but will be
significantly altered to establish the necessary PAC.

C. A phrase-group (phrase chain) is a series of two or more related phrases that do not form a clear periodic
structure.
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14—I Typical Phrase Variants

Composers generally avoid excessive regularity or squareness of phrase. Some typical variants follow.

I. Regular phrase structure can be varied through a process of inner expansion by the following means:
A. Repetition of a figure.

Capriccio Haydn

Moderato — r._fﬂ’fL

B. Sequential expansion of a figure.
1.

String Quartet, op. 17, no. 5 Haydn

Menuetto

1
-
i

]
i
L |
il
'H____
il
[
b
i

|
1
&
.
f sequential expansion

1 % I i 1 J[ 3]
1 T T ] —
1 - )
2.
Piano Concerto, op. 58, no. 4 Beethoven
Vivace
o . .
ﬁ;uﬁ;=u%. P i Sl s =
I L I i 1 1 i 1 1 I 1 r] 4 1 1 1
? R e ——
ry
[ i p— !

r
H
1l
]
. W |
]
vl
1133

expansion of figure

C. Interpolation of an “extra” measure or two.

The Magic Flute, act 2, no. 18 Mozart
Adagio
} D & - hd N —
+—Y » ; | — A — — T T 2 - 4
P_3 X Py T 1 1T 1 1 1 i T 1 ! 1 1 E— 11
'J Al % X T L] A L3 1 1 4 } 1 { 1
¥4 “‘extra”
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II. Formal elision, whereby the last beat of a phrase becomes the first beat of the following phrase, is a common

device.

Piano Sonata, op. 31, no. 2

Beethoven
PAC.
g e 1 clision —
~ S p
i

I 3

salinlaalny

L LT o

F Tl

new phrase

III. A phrase or period may be expanded at the end by several means.

A. Cadential extension, often by repeating the cadential figure following a D.C. or 1.A.C.

O Cessate di Piagarmi

A. Scarlatti

D.C. P.AC.
— cad. ext. —l
) I 1 1 1 n L 1 3
— i N——% 1 g 1
) r i Y ¥ T T T T Y 'H ' ;1
np
B. Expansion (lengthening) of the cadential figure.
Piano Sonata, op. 2, no. 1 Beethoven
Prestissimo i
I JF X T AP [ f 4 ; =
Z 1 d F —1 1 T T T T T—1 T A —1
O & 1 'l: 11 1 [N } 1 T ] 1 1 ]' b } i
¥ 4
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1 5 The Motive

I. A motive (M) may be defined as a relatively short musical idea that functions as a cell or basic unit from which
phrases and larger structural units are constructed. The motive is characterized by its rhythmic shape, its
intervals, and its harmonic implication. A motive may display only one of these characteristics (for example,
rhythm alone), or it may display a combination of characteristics. The motive becomes an important unifying
device either by its consistent use throughout a phrase, its use in subsequent phrases, or its use throughout
an extended composition. During the course of a piece the motive may undergo considerable alteration or
transformation, most frequently during transitional or developmental sections.

II. Common treatments of a motive.

A. Repetition or recurrence.
1. The motive may be repeated within a phrase.

Piano Sonata, op. 14, no. 2 Beethoven
M M repeated
f —
g | = R == A
o 1 " o
TE===r === :
' =
CES I : =t F —h~p—

2. The motive may appear at the beginnings of parallel phrases, transposed or untransposed.

Viola, op. 123 Schubert

Massig H.C.

ﬁ 11 ! V I ‘-‘
)| = ll‘ 1 JJ] E I = II\ 1 AJ . | 1 1 11 - 1 3

T Y1 g 1 r—i 1 I T i 4
Ab: 1

LA.C.

1

ii (sequential period)
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3. The motive may appear in accompanying voices.

“An die Musik,” op. 88, no. 4 Schubert
Maissig M
§ - 1 - ) r= - » —
Tt e —
Du hol - de
Thou no - ble
——r——— —— e ———
1 1 1 1 %J i H 1 ]| i
T : t W
npy P
] K. T 1 3
e r——————5 ! ' — =
— = —
L | -5
M
(40} R
i }. = }t in : . s ——— T — iﬁ}:
[} T w0 ¥ g j\/j \/J
Kunst, in wie viel grau - en Stun - den,
art, In all these man - y gray hours,
(W) [
o —T Tt 7 T T o o T s S e S e S
oo
32434844 433 53 SEE35%%
3 e ——— —] S . iL ——» ——
¥ A : — 7=
1 ~
M

B. Change of interval.
1. Interval changes will
underlying harmony.

occur when the motive is restated at different pitch levels with the same

Piano Sonata in G Minor, no. 4 Haydn
Allegretto >
S ;/—“\ ~>_ f# F-/\-'v ~
e e S=ac—
v L 1 e | 1 L R | )| 1 lh
1 ) L o )
g i A% i v
Piano Sonata, K. 547a Mozart
S
\ £
L )|
F: I
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2. Interval changes will occur when the motive is transposed or altered to accommodate a change in
the underlying harmony.

Piano Sonata in D Major, no. 37 Haydn
Presto, ma non troppo
M
r 1| | Myvar, : | PPN
\ : | o~ . e T, p o fe £ ﬁﬁ###
N1 11 > i L - 2 . 1 1 1) 1
— — —— i — 1 —t
g { T H i g 1 1
) . i
M. var.
() f 1 1 1
. - e @ e N |
| ML : : T v i | _!__'_—-IF_IP_'_ I‘Jl o 1 } T
T
[J] f ~—%
TN
—~ £ :
0y e o & = o F Fpoe SN
2l 1] 1 £ L = 1 1 A A
—+ - T o—F—1 - = :
] | 4 1 1 1
e ~— '
Waltz, op. 9a, no. 13 Schubert
M
r 1 [ 1
» Fq " - TN 1
1 T P 1 1 N T F Al T !
+ — i o — I — P t —— W
1 - 1 i b 1 L } d 1
M2 m7 m3 M6
Ab: V9 1
3. Interval changes will occur when the motive is used sequentially.
The Temple of Glory Rameau
Gai
M3
o - M3 m3
1 » 1
¢ e e e e
b 3 3 3 e m3
| i J 1
4. A change of interval often results in a sense of motive expansion.
Piano Trio, op. 1, no. 3 Beethoven

Allegro con brio

|

TTTe

[
|.' Al pr g _
FEAY 1 - 1 ol § v
F ! 1 1 1 ) 1 1 ] 17 | -1
= S=
[J) ! | 4 S —

intervals expanded
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C. Change of rhythm.

Nocturne, op. 15, no. 2

S
M 1
e ——
;_—ﬁ - r 1T 17 1
Larghetto 25 — Ee —
1 ‘m.l .x'.: T —F t '
D
;3._1 — 3 l\6 I -iE
M
Piano Sonata in D Major, no. 9 Haydn
Adagio, ma non troppo
M f 1
. . >/\
h——r 3
D. Inversion.
Sonatina for Violin and Piano Schubert
Allegro vivace
M M inverted
I 1 — ]
o £ 2 -
ﬁr e P+ 0
T . — +——— - 1 + 1
Invention no. 4, BWV 775 Bach
M M inverted
I } T 1
— + i :tj%!l!iﬁ;;
_tr.: tj:il_m—_ I

E. Longer motives are frequently constructed from submotives or fragments that are “broken off” and

developed separately.

Piano Concerto, K. 491

Mozart

M
I | b
a b [
Allegro —m—A—— ,__A_ﬁ/“/\# o N
Sttt
1T - 1 ) I - #1 L1 1 I .|
T
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Piano Sonata, op. 2, no. 1 Beethoven

M
I ]
Alle —
I.gro ! b _ald 2 ! L -
—F—— 51 1
& S=== = - =t
? ’ 3 ’

j
HHH
[N
13
B
M
_m

motive fragment

F. Addition of notes; transformation.

Wiegenlied, op. 49, no. 4 Brahms
Zartbewegt
M
I N ! p—
N ) - | 1 N T T N 1 1 T F’ 5> T ~
1} 13 1 ] 1) | | -5 [ 4 1 - 1 | F 1 F -
4 - 1 ) wdl - | - 1 i 2 & . 1 1 ] 3 1 =
—_— — L 1 - - 1 1 l o4 T T 1 174 1 1 H
[J] I [ T T T |
M with alterations
I 1
9 il l’l | a1 1 % 1 I i H : N [q 1 _; AJ ; :
—_— S e e e S j
L 7 —* Eiid T

Note in the following example (Rondo, K. 494) how Mozart progressively ornaments the motive, ultimately
using the transformed motive in an imitative passage.

1.
Allegretto
M fragment repeated
Py T 2 —~ I r — —~ !
e = rer—frrrtrr—w
1 L) T T

AL
vy
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The Sequence

I. A sequence is the repetition of a musical motive or pattern on successively higher or lower pitch levels. A
sequence may occur in only one voice, but most frequently it involves all voices or elements of the texture.
Certain chord progressions are typically elaborated sequentially; in other instances the sequential lines them-
selves give rise to linear progressions (those having nonfunctional root motion).

II. Common sequential progressions.

A. Sequences typically occur with a series of chords related by root motion of a descending fifth. When all
the diatonic triads or seventh chords occur in this context, the IV and vii® will not have their more usual
functions.

1. Diatonic triads.

Piano Sonata, K. 545 Mozart

Allegro
[

. P N

G I6 v vii®6 11l
[ ]
g e =PI i 3 2 e
1 7] [N 1 7} 1 | ot
Gt E==S= =,
cresc.
-+ f— :%ﬁ aﬁi e e
)y ’ = =T A 535
v ¥/ </ ==/ =2/
vi6 i V6 I

In the minor mode, note that the VII is a major triad built on the unaltered seventh scale-degree.

Sonata in A Minor for Recorder and Continuo, no. 4 of Fifteen Solos, op. 1 Handel
Allegro

-
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2. Diatonic seventh chords.
Organ Concerto in D Minor Vivaldi-Bach
Allegro
= I i = # X E
v | |
Manuals
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: ; o 3 — 3 > ] =
Pedal b : } = 1 = = | —— —
l L}
d: i iv7 vii7 17
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EEEEESE === =
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VI7 i*7 v7 i7 Vi6
Piano Sonatina, op. 88, no. 3 Kuhlau
Allegro | 1T 1T 1T 1 :
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EESEs === e :
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e
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3. Diatonic chords and secondary dominants in combination.
a. Nonmodulating.

Piano Sonata, K. 333, third movement Mozart

Allegretto grazioso

= 4
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Durante
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Dan - za,.. dan - za, fan - ciul - la, al mi - o can - tar; dan - za,__
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dan - za,___fan - ciul - la__ gen - ti - le, al mi can tar

dance, maid - en__  gay, charm-ing and sweet, to  the song that I sing
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B. Sequences can involve linear progressions.
1. By thirds.

Intermezzo, op. 119, no. 3 Brahms

Grazioso e giocoso
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2. By seconds.

“Il nocchier nella Tempesta” from Salustia, act 2, scene 9
Andante | ]
#
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Textures

I. Monophonic texture consists of a single line, or lines doubled at the unison or octave, occurring for only one
or two beats or for several measures:
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II. Chordal texture consists predominantly of block chords, or all voices moving in the same rhythm.

A. Simple four-voice texture.
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B. Simple three-voice texture may be considered a reduction of four-voice texture. Chords are either triads
with no doublings or triads with one tone omitted and conventional doubling (for example, doubled root).
Four-voice texture is often implied by skips in one or more of the lines.
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C. Multiple doublings are one or more lines doubled at the octave, or expansion to five or more voices?*
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D. Keyboard textures are often free, with the texture varying frequently, generally by “filling out” certain
chords or as a result of adding or dropping lines.
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IIlL. In a solo with accompaniment, the solo element may be a single line, may be duplicated with parallel inter-
vals, or may be harmonized in close spacing. Note that normal voice-leading procedures are followed in the
accompanying voices, or the voices are implied by a broken chord pattern.

*Much passage work in keyboard music can be related to an elaboration of multiple doublings.
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A. Simple chords.
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Andante
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B. Dance style (stride piano or “boom-chuck” patterns).
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C. Broken chord patterns.
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IV. Polyphonic texture consists of two or more equal and independent lines. Often the lowest line functions specif-
ically as a bass line; at other times it is an equal melodic line; often it combines both aspects. Polyphonic tex-
tures often occur in alternation with chordal textures, thus providing an additional element of contrast or
variety. Occasionally, one or more voices will be duplicated (harmonized) with parallel intervals.
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An Introduction to Tonal Melody

I. Tonal melody uses three types of melodic motion: repetition of pitches, arpeggiation of triads, and stepwise
(scalar) motion.

Piano Sonata in D Major, no. 9 Haydn
Adagio, ma non troppo

. aux. p.t.
repetition

/-\ A\
e e o —t !
3 e e e e e ~——5

Die Schone Miillerin, op. 25, no. 2 Schubert
arpeggiation
Missig I ] |
T
VAR o - - & - T --° AN i
| et ) ot )t | > & i f
I i i 1 } = } " " {7 T 1 1 3
; : ! - —————5 —r—
Piano Trio, op. 97 Beethoven
Scherzo
scalar motion o~ N . > .
Y | 24 1| " . 1 1 1 1 3 N 1
1 1 | )| | 1 1 I § ! 4 i
T 1 1 ———— — = - 1 L L 1
S = =
Piano Sonatina IV in F Major Haydn
Scherzo
combination

A

II. The formal structure of melody is related to the underlying harmonic framework. Cadences are an interac-
tion of harmonic and melodic activity; harmonic goals have their counterpart in melodic goals. A melodic
half cadence commonly uses either the supertonic or leading tone; a perfect authentic cadence, the tonic, and
so forth.

IIl. The range of many melodies falls within the area bounded by the tonic and its octave or the dominant and its
octave. Notes outside this area are used sparingly, with the highest and lowest notes occurring only once or
twiceX The rise and fall of the line within this limit is called the melodic curve or waveline. Occasionally a

*Important exceptions to this are found in piano and instrumental literature, especially that of a soloistic or virtuosic nature.
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melody will exhibit a very narrow range, or static waveline, but in this case other elements (for example,
contrapuntal activity or highly rhythmic character) compensate for the lack of curve.

ascends _to_dc:mmant, falls for L.C.,
starts in medium register, low point, - T~ e N
Hu l N + f pra—— LY 4 ) ~ -
oF W10 T 1 1 1 S W | T I I 4+ ] 1 T T I = 1 -
q* Rk 1 § r y &1 - | 1 ] 1 { 1 1 T { l’ = ] | 1| l ' ? dl Jl
1 1 ]
o) | Rt S v !: PR - T T =
continues, high note occurs once,
--. -2 . returns to low note
~ - ~ . - - - e === - o
O ﬁ " Al - N T L o - N -~
A) ] 1 1. { 1 1 T I N |
? O 0 T T 1 1 1|
1 1 i}
1 | I 1 i - ™| - I 1 | 1 1 = 0 pi|
(2 J I = =
3
. Ou 8 : - n
graph of basic R — — — — —J
. — - o -1 - —H
melodic curve < v r ) ] —~ v 1

IV. Rhythmic motion through the phrase is achieved by using quicker notes on weak beats to carry the music
across the bar line. Agogic accents (accents by duration) generally coincide with metric accents; syncopation
and the use of longer notes on weak beats create variety or special effects* Most melodies use only one or two
basic rhythmic patterns or motives with variations coming toward the cadence points, where the motion is
often increased. If one phrase begins with an upbeat, so will subsequent phrases, and the upbeat figure will
probably recur throughout the phrase.

Piano Trio, op. 1, no. 3 Beethoven

Allegro con brio
motive

Ly
i

TTT$
e
HH

|

*Certain dances have particular patterns with a stressed second beat in triple meter, for example, the saraband and
mazurka.
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V. The style characteristics of the melody are determined by the medium and purpose for which the melody is

272

composed, the texture, and so forth, as well as by the type of expression the composer desires. The one gen-
eral criterion would seem to be the unity of style. The type of expression desired plays an important role in
determining the use of nonharmonic tones.

A. The use of simple weak passing tones and auxiliaries results in a harmonically straightforward, “mascu-

line” line.
Sonatina for Violin and Piano, op. 157, no. 1 Schubert
Andante
pt aux. e.t
T J—— T I
1 e e e e e e e e e ==
< 1 = d d é | - T A 11 1 B é' 1] l\’ 1 1 h'. 1 I L. I'\'
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B. Melodies using a large number of strong-beat nonharmonic tones have a highly expressive, “feminine”

character.
Quartet, K. 428 Mozart
app app
pt app.
0 | P T } ~ — A ¥ T T ! i re ]
AN374 = 1 = i T T =t = t é;"_L‘l
(X e i 1 ¥ L M

C. In homophonic music, if the structure of the phrase is clearly delineated by the bass line and accompa-
niment, the melody may exhibit greater freedom. For example, at a medial cadence the melodic activity
often continues through the measure, thus creating a “melodic link” between the two phrases.

String Quartet, op. 3, no. 5 Haydn
Scherzando LAC.
. =
i ]i‘ 1 T | - ]l‘ 1 - - 1 ,II‘ hd ] S
D f f 1 . ¥
link

D. In much romantic music and many slow movements of classical works, the melody often takes on a

highly ornamental, elaborate, improvisatory character.

Ballade, op. 47, no. 3 Chopin
Allegretto
/-\ \

-'-- '.
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VI. Sample analysis for study.

An den Sonnenschein, op. 36, no. 4 Schumann

Im Volkston arpeggiation scalar motion e I

4 T  — T ) — //N 1 — t
e e e

0 T T T T
| | L " L
Bb: I motive (x) (x) contrasting idea (y) v (x)
climax
0 1 .
\ { - - - } - ﬂ | 1 L L -+ i 1
= ;7 i' E’ - }' ¥—t ﬁ — t 1 I T i —4
J = ® V7 I
(x) (x)

VII. A brief introduction to structural-pitch reduction.

Not all the pitches in a given melody or bass line are equally important. The graphic reduction of a line to its
main pitches helps reveal the directional nature of the line, as well as the ways in which line and tonality
interact. Although the identification of structural pitches is to some extent subjective, the notes that tend to
sound most important in any given line are those that are accented and/or long. These are often tonic triad
members and goal notes.

The following structural-pitch reduction is suggested by, but not directly based on, the work of Austrian
theorist Heinrich Schenker (1868-1935). The following symbols are used in this reduction:

4 = principal structural pitch (tonic note)
o =secondary pitch
® = decorative pitch

<~ =melodic motion prolonging or connecting structural pitches; these comprise arpeggiation (A),
neighboring motion (N), and passing motion (P)

-~ = prolongations and octave transfers of structural pitches

Dotted lines in this example show the basic scalar motion:

Symphony no. 104 in D Major, fourth movement Haydn
Allegro LA.C.
Db e — e i s
1 T I T | 1 N 1 4D é Jl
T s ' = =2 !
v AR I /y\_/’l\_/ I
H.C.
0 y ; —
b | T 1 1 ] T I N L 1 i I LB |
— I J —a H— —
— ] B — =1 g '
I.A.C.
D4 ] : e e : +
Y 4R 8 1 1] )| 1 T 1 1] 1 1 1 oY d J
S — s < f dl ; = —
[y) ’ " T
P.A.C

=
NS
T
B
1
::EiJ
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One possible reduction follows:

H.C.
1
8V transfer
0 —
i —
W >
X < = "
.5 .
D 1 p p (m. 5) p (m. 9)
PA.C.
1
0 gu = e ]
i — A} 1_'_a_——‘_——ﬂ Z —1
- P il
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An Introduction to Tonal Counterpoint

I. The term counterpoint refers to a texture in which the voices exhibit some degree of linear independence.
Most music is to some degree contrapuntal.
II. In studying the relationship between two given voices, the following items should be noted.

A. Note the rhythmic relationship. The voices may proceed in the same note values but are more often
rhythmically distinct, frequently in a ratio of 2:1.

Bourrée Bach
gy e o, pP »
1 =
.) ld + T
o P} -
e e
Allegro Handel

(=

L'4NE o ]

1)

-1'. ﬁ N — . —
1 1 L 1 5
—— ; g
2
S— ——

TTe

|
L]

B. Note relative directions. The voices may run in parallel, similar, oblique, or contrary motion in relation
to one another. In most pieces a mixture of all four types prevails, with a slight preference for contrary
motion. Parallel perfect consonances are not found, and too many successive parallel imperfect conso-
nances detract from the independence of line.

Bourrée Bach

] T { ﬁp l; T —1 F 1
ﬁ;;:g‘_'ﬁl T S o : v
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Bagatelle, op. 126, no. 5 Beethoven
Allegretto

pr—— e ——
e e e e e <4 —
. =  —

T
1 = I T i 1 T

' l ——— '

np
o ,g!:‘Cﬁ:ﬁ(—\{ Hp— s B g —

I )| % 4 1 i 1 1 3 '

.

C. Note vertical (harmonic) intervals. In general, imperfect consonances are preponderant, except at the
beginning of a phrase and at cadence points, where perfect unisons, octaves, and fifths are often found.
The intervals placed on the beat are usually consonant, except when a nonharmonic tone is clearly heard
in one voice.

Allegro Handel
p-t.
o e | . Pt ==——
1 - — 1 1 ] i
| ! — > PN 1 K
@j P e P
Y
3 3 3 5 4 3 6 6 3
_ Lo -2 L Lo
Y = > 18]
e = 2 ¥
- [» ) 1 H i
underlying RS ——
harmony: (F: 1 v7 I v V)
Viennese Sonatina Mozart
Al Pt b
egretto p p-t.
il r [EPhe, ., 2ri@®F @ o
X Y Y = S e s B ——
‘L ‘A 1! 1 1 T 11 1
7.
6 3 6 8 3
5 A4 l_ #
1 < 1 .
>~  — - - — }
—+ I R L —a T — i 1 1 £
-—— 1 T )| TS | T v
C: it \% 1 ii6
app.
0~ o\ _ _
T L H ‘A
() ! = T
/_\p_ NS
h_al » 2 . £ :[‘: }
e : * -
cad.
6
(18] \ I

*Occasionally one or more voices will be coupled at the third or sixth.
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The harmonic implications of the most common vertical intervals are as follows: thirds and sixths imply
triads, seconds and sevenths imply seventh chords, and tritones imply dominant function.

Note invertible counterpoint, a technique in which the voices exchange place so that the upper voice
becomes the lower.

Sonata, K. 280 Mozart
Presto
1 | - _‘_:
} = o T i
? o] > —f L t
[J] - l t’
. . s ———
D= 5 E==s====c-=rC—-
v_ (¥ } i
= L -
""i lﬁ: rq . { { s
v 5 h¥ B '
p———
. 0 . &
= ;' ;r -3 # — 4
v } i — — Lk -11 - > L
= I
Sonata, op. 14, no. 1 Beethoven
Allegro comodo /’—\
n gugn
oo W i S— — —T it f
o ===
p T S
»
¢ 2o o,
23 U 1 1 N - D - T -
M€ usE, ri a3  S— 1
Huf
R 4 ‘“Il"l‘i"?' { } 1 } T \\\
s S .
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Sonata, op. 13

Beethoven

3

:
s

1.

¥ 4
9'!134@" - :
——t1 1 = e == g=
/—\ /l-—>. )
/_—\
- aa TN
ETANE IR =" BN
e e e o S
PH—+ ] —+ —— ! ——f !
E. Note melodic materials.
The voices may have different motivic material.
Tristan und Isolde, Prelude Wagner
Langsam und schmachtend
espress. /—\
NN N m
h/—\{ ] 1 Ie l I rc - F1 b#/\/,.:\
i 4 - —= T 4 T o - B =
S P W - 1 1 i 17 i
M o TEITTTTY— I
/T v O T O N e e B S
1 l) i l ‘ ?‘ a" ll 3' ‘o H" 1 1
%ﬂ ny P~ ;B 112 =
i r T i W - 1]

1 E 1 N ]
oF ; :Fﬂt__“‘—___
T—0r
dim ———p———p
’-\ .
S 2 P:
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2. The voices may share the same motivic material.

Sonata, K. 280 Mozart
Adagio
¥ J-/_\J ! | 1 R
‘v) ﬁ. J. 1 1 1§
H ¥ 0 F > ' e : [
T ﬂ AR -~ o
1 > —
‘ 2 S —- P
TN = TN PN
: A8 brer 4TI
D e S e Ssss==ec = m——
' I I 4
Sonata, Hob. XVL:37 Haydn

Largo e sostenuto

Rhapsody, op. 79, no. 1

............ T
Agitato ;./—\ 1 — I b>'/—b\' 1
o o a4 = - fﬁq‘ T 3%
DA 3| i’>: ‘ * 31
f
et _— Ny
) i 2 e — ) ——%)e Dy T vrf'hl
Y IF i = Z L4 # 2 =:
b-,- 3 % > = 24 ! 3
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l’vi L4 PR '[.
[ V>'
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n /\; >'/N;
""’“i‘ }F } /:ll —+
by T S Vrn 1 .X
3
. * o>,
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Imitation is the technique in which the same melodic material is taken up in succession by different
voices. Imitative passages are analyzed in terms of the time and pitch intervals between the voices at
their entry and the length for which the imitation is carried out. For example, the following Bach
invention illustrates imitation at two measures (six beats) at the octave below:

Invention in D Minor Bach

SC———— _ﬂ

1 &
> | é 1 1 T -

Beethoven
Allegro PN
] =z = = l 1 { 1 1
of f
o | f J/B IJ’\;[ J! | o
= H“l‘ e hj...i.;: ¥ — P —
>/l_\/\i . . # I’-. .F _J.
— _1F T 1 + -+ 1
e
>
v J| H 1 [l ] L]
Symphonic Etudes, op. 13 Schumann

POCO a poco cresc. _
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Stretto imitation occurs when the imitating voice enters before the first voice has finished its statement,
as follows:

Viennese Sonatina Mozart
w R
1 1
. ) ] | 1
T — o— t
[ ) ! I 1 4

Allegro
0 | @7 ey 7 J . e |
O C r]-. Y — . - - :E
: SESSS ==t
1

|
f

| 1538

N
’
?
o
-

Intermezzo, op. 118, no. 4 Brahms
Allegretto un poco agitato.
r—— -~~~ ~-~-"~>-°~-~~-~-°-- T
T Ny T I N A | Ay
‘h b= - L (] { 17 t L -
R £ v 7 1.1 I > |
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i% — N b ~—+}

i \5- ------- -J-'E - --- . Z __ : £ !- ) -h;— z I hg J-
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P — 3 — —~
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F. Note the harmony. As in the previous examples, the underlying harmony is almost always clear and
functional, often with a steady and fairly slow harmonic rhythm.
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I. Form in tonal music is articulated by tonal factors, cadence types and placement, motivic relationships, and
sometimes by aspects of texture and color.

II. Typical formal procedures based on counterpoint:

A.

B.

Cantus firmus is a procedure in which a pre-existing melody is heard in relatively long tones, around
which the other voices move in faster values. Most chorale preludes are of this type.

Basso ostinato (ground bass) is a variation technique based on a repeating melodic pattern, usually heard
in the lowest voice. The pattern is four, eight, or sixteen measures long, is usually in triple meter, in the
minor mode, and moves between the tonic and dominant notes. Passacaglia and chaconne are two com-
mon variation forms using ostinato.

A fugueis an extended imitative work based on one theme (subject). The first section consists of an expo-
sition, with alternating entrances of the subject and the answer or response (the subject stated at the dom-
inant level). Statements of the subject and answer may be separated by brief linking passages (codettas).
There may or may not be a consistent countertheme (countersubject) heard with the subject. Following
the exposition, the fugue alternates episodes (developmental sections, usually sequential and modulatory,
based on motivic material from the subject) and middle entries of the subject and/or answer in a variety
of keys. The subject usually returns in the tonic key near the end. A double fugue has two subjects, which
are exposed either together at the beginning or in two separate expositions and combined later.

An invention is a relatively short imitative piece based on a single melodic idea. As with the fugue, imita-
tive statements of the principal motive alternate with episodic passages based on the motive.

IIl. Binary form.

A.

In simple binary form, A B,or A A’,or || : A:|| : B :||, the two sections may be roughly equal in length
or the second section may be longer. The first section may modulate to a closely related key, such as the
dominant or relative, and therefore is open-ended, and the second remodulates to the tonic.

Minuet from Suite no. 1 Purcell
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B. In rounded binary form, AB A" or||: A :||| : B A’:||, the first section often modulates to the dominant or

relative, and the B section remodulates to tonic. The initial A section is therefore open-ended, and the
final A section is complete (closed-ended). The B section typically develops material from the A section
and either prolongs the V or ends with a half cadence. The B section is never an independent thematic
unit, or closed-ended, as it is in ternary forms. The two sections may be proportionally balanced, espe-
cially in those situations where B is only a single phrase and where only a single phrase of the initial A
recurs in the second section. It is typical, however, to expand the second section by extending the B sec-
tion and bringing back the entire initial A section, but with the harmonic progression altered to remain
in the tonic key.

Sonata Haydn
A Presto, ma non troppo LA.C
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C. Barformis| : A :|| B. The B section is often as long as, or longer than, the repeated A section.

“Nun danket alle Gott” Johann Criiger
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IV. In most three-part (ternary) forms the sections are roughly equal in length and independent (closed-ended

and self-contained). The B section is usually in a closely related key.

Schumann
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Variation form. Variations in the Classical period are typically based on a theme written in simple binary or
(more typically) rounded binary, or (much more rarely) ternary form. Each variation will most frequently
reflect the form of the theme, and these variations will be sectional or noncontinuous. Each variation also
tends to retain the harmonic structure of the theme, and the variation will often be simply figurative elabora-
tion on that progression, hence the common term figural variations. Some alterations to the harmonies may
occur, particularly in variations in the parallel mode. The melody of the theme may be ornamented in the
variations or reduced to structural pitches as the basis for new melodic figures. In the Romantic period, the
variations become structurally more diverse and quite contrasting in character, with more of a reliance on the
theme itself for unity. In the twentieth century, variations may be based on a theme, a chord progression, or
even a series of pitches.

Sonata form consists of three large sections: exposition, development, and recapitulation. The exposition con-
sists of the following parts: the first theme (A) in the tonic key; the transition, which is modulatory; and the
second theme (B), usually in the dominant key (if the tonic is major) or the relative key (if the tonic is minor).
The second theme may be followed by an additional theme, or closing theme, also in the new key. The exposi-
tion may be concluded with a codetta, which is primarily cadential. The development section develops the
material of the exposition, and possibly new material as well. Typically, the development section passes
through several keys. At the end of the development there is often a retransition; this section re-establishes the
tonic key and prepares for the recapitulation, which normally contains the material of the exposition,
although with some modifications. The recapitulation normally remains in the tonic key. An introduction may
occur at the beginning of the form, and a coda may occur at the end.

In the following diagram, optional elements of sonata form are presented in parentheses:

exposition
[ |
(introduction) | | : A transition B (closing theme) (codetta) : ||

(tonic ---------- ) (modulates) (dominant )
or
(relative )
(19 development (retransition)
(modulatory) (tonic with dominant emphasis)
recapitulation

[ |
A transition B (closing theme) (codetta) (:||) (coda)
(tonic )
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The distinguishing characteristic of rondo formis the alternation of an initial section, A, with contrasting sec-
tions. The A sections usually occur in the tonic key, and the alternating sections in contrasting keys. Rondos
are typically in five or seven parts in the following designs:

ABACAQ)

ABAB AQA)

ABACAFB XA

ABACADAQ)
IX. Sonata-rondo form is a seven-part rondo in which the fourth part, C, is developmental. The key
plan closely resembles that of sonata form:

A B A C A B A
(tonic) (dominant (tonic) (developmental) (tonic )
or (modulatory)

relative)
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Checklist for Analysis

All music should be analyzed as fully as possible within the limits of the student’s knowledge at any stage of
learning. Not only the individual elements but also their interaction should be studied. Following is a check-
list of elements that should be included in an analysis.

I. Harmonic language.

A.

= 2 P oW

All keys and chords, with roman numerals and figured-bass symbols, or appropriate contemporary
nomenclature. How are the key and mode established?

All modulations, indicating type and placement.
All cadences, indicating type and placement.

All nonharmonic tones, by type.

Functional and nonfunctional use of chromaticism.

Use of nonfunctional (linear or coloristic) chords.

Il. Large and small formal units.

A.
B.

C.

D.
E.

Phrases and periods, if any; phrase-groups; extensions and elisions.

Overall form, including large letters for main sections and formal label, if appropriate. Note balance and
proportion of sections.

Use of repetition, altered repetition, departure, return, altered return, development, and contrast. Note the
use of developmental devices.

Elements of unity versus elements of variety.

Stable versus unstable areas (tension versus relaxation).

ITI. Melodic organization.

A.
B.

C.

Motivic structure, both melodic and rhythmic.

Melodic structure, including departure note and goal note, contour, climax, main structural pitches,
range, and tessitura.

Special aspects, such as contrapuntal devices and sequence.

IV. Rhythmic organization.

A.

B
C.
D

Surface rhythm, meter, and harmonic rhythm.
Special devices of rhythmic development.
How the meter is emphasized or obscured.

Tempo.

201



V. Sound.

A. Use of the medium: idiomatic devices, range and tessitura, and timbre (color).

B. Texture.

C. Dynamics.

VI. Text-setting, where appropriate.

292

A. Relations between form and/or mood of text and music.

B. Rhythmic and/or metric relationships.

Sample Analysis
Dance Beethoven
parallel period ‘
H.C.
A otive i ot 1 -/
‘m/\ y\ pt  pt pt pt  pt
o —— P 1; 1 T ! { i i E
I 1 kS 1 i z 1 1 " o
v (- | '\J
mot. 2 mot. 2
figuration pattern pattern continues
a o ——
i ===2 z : :
| I 1 [
D: 1 v7
mot. 1 mot. 1 rhythm of mot. 2 PAC.
LA 1 § r’dj 1 2l F— 1 et -t 0
k1] 1 l b . { i 1 >
' i i 1 1 1 1
J T T T
(rhythm related to mot. 1)
E2iSs === == 7 ==
! ! i ; T
I V7 I
parallel period pt.
app. (app.) LAC.
B o~ app- —~ app- app- pt. p.t
o & o dolls P52 o Hab b l
= e —_—— - 1 E==-
1 1 H—
L mot. 3 o mot. 3 . | | (similar thythm)
‘Same rhythm as mot. 2) pattern continues mot. 3
ne 1 1
figuration s ;. r) 2 £
N 3 i N 3
— = : —
v 16 v 16 v7 I
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app. app (app-) app. app (e.t) PAC PAC
) e 2 ‘e 1. i |‘2~——| )
—F——rﬁpf 3 F—:ﬁf = = =
1 TP 1 1 |t » . - ) -4
b L 1 i 1 1 1 1 + T { 2 }

{ ! L — 1 (thythm related
mot. 3 (varied) to mot. 1)

- ; !1:- _ ;.1 z 2 £ = e

2 ——] % === k
(13
v 16 v 16 V7 1 I
Observations
1. The form is simple binary: || : A: || : B: ||
2. Each section is a parallel period consisting of two four-measure phrases.
3. There is new motivic material and a new figuration in the B section.
4. Harmonic rhythm.
a. A section: slow.
J\_/ + for the first six measures.
J . for the last two measures.
b. B section: faster, slowing at cadence.
J J I J J | J I J (each phrase)
5. The background rhythm consists of eighth note motion throughout, passing from the accompani-

mental figuration in the A section to the melodic material in the B section and coming to rest in the
final measure.

VII. The following aspects of any tonal contrapuntal work should be carefully observed and analyzed.

A. Individual lines.

NSHEAN-

Main motives (melodic and rhythmic).

Melodic intervals (types used and their placement in the phrase).
Cadence idioms.

Sequences (length, number of repetitions, and transposition).
Compound line, if any.

Climax placement.

Main structural pitches.

B. Relationships between lines.

1.

2.
3.
4

Directional relationships (contrary, parallel, similar, or oblique).

Rhythmic relationships.

Motivic relationships (imitation, or bass line with predominant melody).

Intervallic relationships (on both strong and weak beats as well as at cadence points; analyze all
dissonances carefully).

Harmonic relationships (keys and harmonic implications, in roman numerals).
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Sample Analysis

Gavotte I from English Suite no. 3 J. S. Bach
phrase 1 app, set}lienfe e e LA.C.— phrase 2
; f* ﬁ#ﬁ’ @ ra: - o e = £
G =t s
| I
main motive /
aux. pt, Sequence| ) — 3 5 (4) 6|6 5
- - S m T TS,
o £ Eifep, " ,/ t ,[
Mi = = — 1 e T e
7" i = - === 11— 3 ==
T ===

g i Vi i i6 i°6 V¥ VI iv (sample interval analysis)
(sample harmonic analysis and nonharmeonic tones)

‘ PAC. PAC.
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Observations

1. The form is the first half of a binary suite movement, modulating to the relative key by common
chord (measure 6). Measures 1 through 8 form a parallel period.
2. Main motive.

(melodic) or (rhythmic)
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3. Reduction to principal structural pitches (for an explanation of symbols, see Part V, Unit 18).
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4. Other observations.
a. The bass line is largely independent and nonimitative.
b. Melodicaly, seconds and thirds predominate.
c. There is a mixture of types of directional relationships, with no single type predominating.

d. Rhythmically, the voices are about equally active, with the upper voice only slightly dominant.
e. Imperfect consonances predominate between voices except at cadence points, where there are

tonic notes.

f. Nonharmonic tones are mainly passing tones and neighbors.

g. Notice the typical cadential figure in the bass in measures 7 and 8.
h. The upper voice forms a compound line in measures 1, 2, 3, 5, and 7.

VIII. The following are additional questions for the analysis of twentieth-century music.

A.

Tonal centers, if any.
1. How are they established?
2. Do they change?

Scalar materials.
1. What type or types are employed?
2. Do they change, or are they inflected?

Harmonic vocabulary.
1. What type of chord structures are used?
2. Is chord succession systematic? If so, how?

Special metric and rhythmic characteristics.

CHECKLIST FOR ANALYSIS
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22 Composition Checklist

This list should be used for reference when doing the free creative projects suggested in this book. Some of
the following considerations may not apply in the early stages or in Part IV.

I. Form.

A. Sections (tonal, cadential, or thematic) are clearly articulated.

B. Phrases are clear and generally regular.
C. The climax is clear and well placed.
D. Contrast, repetition, and return are used where appropriate.
E. All sections are proportionally balanced.
II. Harmony.
A. Types of cadences are clear, well placed, and prepared.
B. Functional progressions predominate.
C. The harmonic rhythm generally is steady and regular.
D. Altered chords are well placed in the phrase and not overused.
E. Nonharmonic tone use is normal (motivic or sequential).
III. Line.
A. There is a sense of contour (departure, curve, and arrival).
B. There is a clear tonal organization.
C. There is a linear and directional bass line.
D. The outer-voice contrapuntal framework is effective.
E. The motivic control (melodic and rhythmic) is tight.
F. There is thematic clarity and consistency.
IV. Rhythm.

A. There is metrical clarity and consistency.
B. The rhythm is steady and regular, with a clear feeling of pattern.

C. Rhythmic motion continues over weak cadence points.
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V. Other matters.

A.

=0 = =2 P O0F

]
b

Accompaniment patterns are appropriate and consistent.

There is overall textural consistency.

There is thematic balance between players, where appropriate.

Instrumental and vocal writing is idiomatic.

The editing of score and parts is careful and complete.
Notation is clear and complete.

There is normal word and syllable stress in text-setting.
Careful attention is paid to transpositions.

There is appropriate use of dynamics and tempo gradations.

COMPOSITION CHECKLIST
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Instrumental Ranges
and Transpositions

The registers indicated here are recommended for classroom use.

Woodwinds Written Range
o
) — [}
flute i
A\I74 1l
J e
o
) — |
oboe 7% 1
ANIY 4 1
J O
©
A — _
Bb clarinet 7 i
A\1V4 — 1
v —
o
©
A — -
bass clarinet % =
Dj

bassoon

5
5

H

Eb alto saxophone

il

Q@tb

1P

Bb tenor saxophone

1]

eq%

o

>
e

22

Eb baritone saxophone

-

ol
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Actual Sound

as written

as written

M2 lower

M9 lower

as written

M6 lower

M9 lower

M13 lower (P8 + M6 lower)



Brass

French horn in F

Bb trumpet

trombone euphonium

tuba

Strings

violin

viola

cello

double bass

Written Range

A ©

D)}

=

©
o
= 18 ]
.4 ry H
©
=¥ o ]
o i)
Z )|
il
o
Written Range
i
— H|
|
[ 4 1
1
3] J—
o
o
|
[ 4 |
1
o J
=) Py |
0 -~ _H
2z '.) 1
o
o
3): i}
0 |
2 |
1l
-

Actual Sound

P5 lower

M2 lower
(C trumpet = as written)

as written

as written

Actual Sound

as written

as written

as written

P8 lower
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Index

Accidentals, 4-5
in diatonic modes, 196
in intervals, 9
Accompanimental patterns, 23, 25
Additive harmony, 199
Aeolian mode, 196
Agogic accents, 23, 24, 271
Altered chords, 139
Alto clef (C clef), 5
Ametrical music, 187
Analysis
checklist for, 291-95
Hanson system, 184
Hindemith system, 185
jazz chord symbols, 183
Persichetti system, 185
pitch- and interval-class theory, 186
twentieth-century music, 181-86, 295
Anticipation tones, 77, 232
Appoggiatura chords, 97
Appoggiatura tones, 90, 255
Apreggiation of triads, 270
Artificial accents, 25
Artificial scales, 202
Atonality, 215-17
Augmented intervals, 6, 7, 8
Augmented sixth chords, 164-70
Augmented triads, 17
Authentic cadence, 39, 252
Auxiliary or neighbor tones, 41, 232

Bar form, 285

Bar lines, 5, 20

Baroque music, 76, 224, 242
Bass clef (F clef), 3

Basso continuo, 242

Basso ostinato, 283

Beams, 22

Binary form, 283-85

Block chords, 266

Broken chord patterns, 268

Cadence, 252
authentic, 39, 252
deceptive, 75, 100, 252
defined, 63, 252

of diatonic modes, 196
half (semi), 39, 64, 252
imperfect authentic, 63, 73, 252
medial, 252
and melody, 270
perfect authentic, 63, 252
phrygian, 76, 252
plagal, 56, 64, 124, 252
terminal, 64
tonic six-four chord, 68-72
Cadential extension, 255
Calligraphy, 229-30, 238
Cantus firmus, 283
Cell, 213
Centric music, 181
Choral voice ranges, 35
Choral voicing, 33, 36
Chord, deceptive resolution, 75
Chord functions (progressions), 241
altered chords, 139
augmented sixth chords, 164
chart and classification system, 240
diatonic sevenths, 134-56
dominant triads, 39
leading tone sevenths, 128
leading tone triads, 106
mediant triads, 100
Neapolitan triads, 159
ninth chords, 175
sequential, 118
seventh chords, 46, 134, 243, 263
subdominant triads, 56, 59
submediant triads, 100
supertonic triad, 82
in tonal music, 239
tonic triads, 36
Chordal textures, 266-67
Chords
added note, 192
altered, 139, 192
appoggiatura, 97, 167
augmented sixths, 164-70, 172
block, 266
diatonic, 139
diatonic sevenths, 134-36, 263
diminished sevenths, 153, 174, 191
dominant ninths, 48, 175, 176, 191
dominant sevenths, 46-55, 88-95, 153
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elevenths, 191

fifths, 192, 262

intervals of, 181

leading tone sevenths, 128-33
linear diminished sevenths, 167
linear six-fours, 96-99
modally borrowed, 128
neighboring, 96, 124, 153, 167
Neopolitan triads, 159-60
ninths, 175-78, 191
nondominant ninths, 176, 191
nondominant sevenths, 191
passing, 96, 124, 154
polychords, 209

relationships of, 193-94

and scales, 197

secondary dominant, 139-40

sevenths, 84, 128, 136, 153, 171, 191, 192, 262

six-fours, 68

sixths, 73, 159, 164

superposed, 192

supertonic sevenths, 84, 123-27

supertonic triads, 82

suspension, 97, 192, 199

tall, 191-95, 199

tertian, 191, 191-95, 209

thirds, 192, 195

thirteenths, 191

triads, 17-18
Chromatic (exact, real) planing, 181, 182
Chromatic materials, 157
Chromatic scale, 181
Church modes. See Diatonic (church) modes
Circle of fifths, 16, 39, 56, 82, 193
Clefs, 3
Close spacing, 54
Clusters, 206
Combinatorality, 221
Common-tone connection, 39
Common-tone modulation, 146, 172-73
Common tones, 39, 56, 84
Composition checklist, 296-97
Compound intervals, 7
Compound ternary form, 287-89
Computers for notation, 230
Conjunct motion, 254
Consonances, 181, 185
Consonant (stable) intervals, 9
Contractions, 213
Contrary motion, 37, 234
Contrasting phrases, 252
Counterpoint, 238, 275-82

defined, 275

harmony, 282

imitation, 280-82
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invertible counterpoint, 277-78
melodic materials, 278-82
motivic materials, 278-79
relative directions, 275-76
rhythmic relationship, 275

stretto imitation, 281-82

vertical (harmonic) intervals, 276

Dance style patterns, 268
Deceptive cadence, 75, 100, 252
Diatonic chords, 139
Diatonic (church) modes, 196-98
Diatonic intervals, 9
Diatonic scales, 196
Diatonic seventh chords, 134-36
Diatonic (tonal) planing, 181, 182
Diminished intervals, 6, 7, 8
Diminished triads, 17
Diminished seventh chords, 128
Direct (chromatic) modulation, 147
Direct or hidden fifths or octaves, 235
Disjunct motion, 234
Dissonances, 181, 185
Dissonant (unstable) intervals, 9
Dominant ninth chords, 175
Dominant seventh chord inversions,
88-95
Dominant seventh chords, 46-55
Dominant triads in first inversion, 73
Dominant triads in root position
connection with subdominant
triads, 59
connection with tonic triads, 39-45
Dorian mode, 196
Dots in note values, 19
Double flats, 4
Double periods, 253
Double sharps, 4
Doubling, 73-74, 77
in altered chords, 159
in augmented sixth chords, 164, 165
in dominant seventh chord inversions,
89, 90
dominant seventh chords, 46
in dominant triads, 39
doubled root, 266
guidelines for writing, 257
leading tone triads, 106
in mediant triads, 100
multiple, 267
in the Neapolitan triads, 159
in part-writing, 238
in sixth chords, 73-74
in submediant triads, 100



in supertonic triads, 82
in tonic six-four chords, 68
in tonic triads, 33, 37
Downbeats, 20
Duple meters, 20

Elaboration models, 250-51
Electronic music, 225

Elision of a phrase, 241, 255
Enharmonic German chord, 164, 172
Enharmonic intervals, 7

Enharmonic keys, 16

Enharmonic pitches, 5

Escape tones, 77, 232

Exotic scales, 202-5

Expansion and elaboration models, 250-51
Expansion of the cadential figure, 255
Expansions, 213

Expositions, 289

Figural variations, 289
Figured-bass symbols, 242-43
procedure for harmonizing, 244-45
Flats, 4
Folk music, 202
Form, 283-90
bar form, 285
basso ostinato, 283
binary form, 283-85
cantus firmus, 285
compound ternary form, 287-89
defined, 285
fugue, 283
rondo form, 290
rounded binary form, 284-85, 287
sonata form, 289
sonata-rondo form, 290
ternary form, 286-87
variation form, 289
Frame notation, 224
Free neighbor tones, 77, 232
Free resolution, 47
of the leading tone, 40
French chords, 164, 166
Fugue, 283
Fully diminished seventh chords, 128
Functional root relationships, 193
Functional tonality, 36, 239
Functions of chords. See Chord functions

German chords, 164, 165, 166, 172
Great staff, 5

Half diminished seventh chords, 123
Half (semi) cadence, 39, 64, 252
Hanson system, 184
Harmonic and textural consistency, 181
Harmonic framework in melody, 270
Harmonic intervals, 8
Harmonic minor scales, 13
Harmonic series, 231
Harmony, 282

additive tertian, 199

nontertian, 206

quartal, 206-8

secondal, 206-8
Hidden or direct fifths or octaves, 235
Hindemith system, 183, 185
Homophonic music, 272

Imitation, 280-82
Imitative passages, 260
Imperfect authentic cadence, 63, 73, 252
Incomplete neighbor tones, 77
Indeterminate triads, 191
Instrumental ranges, 298-99
Integral serialism, 221
Interpolation of an “extra” measure
or two, 254

Interval music, 213
Intervals, 6-12

of chords, 181

compound, 7

consonant (stable), 9

definition of, 6

dissonant (unstable), 9

enharmonic, 7

harmonic, 8

inversion of, 7-8

melodic, 9

parallelism of, 181

systems of, 183-86

tritone, 7
Invariants, 221
Inversions, 213

of chords, 68, 75, 83

of the dominant seventh chord,

88-95

first, 73-81, 100-105

of intervals, 7-8

of the ninth, 175

second, 68
Inverted periods, 252
Invertible counterpoint, 277-78
Ionian mode, 196
[sorhythmic effects, 189
Italian chords, 164, 165, 166

INDEX
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Jazz, 224 defined, 20
chord symbols, 183, 242 equivalent, 22
syncopation, 188 establishment of, 25-24
irregular, 187
polymeters, 189

Key signatures, 15-16, 147, 181, 197 related, 22

Keyboard, piano, 3 simple, 21

Keyboard textures, 267 syncopation, 24-25, 188
Keyboard voicing, 33, 36, 57, 73, 76 see also Rhythm

Meter signatures (time signatures), 20-21
Metric accents, 271

Leading tone, 39 Metric stress, 24
dominant seventh chords, 47 MIDI system, 230
seventh chords, 128-33 Minimalism, 225
triads, 106-9 Minor intervals, 6, 7

Linear chords, 101 Minor scales, 15-14, 110
diminished seventh chords, 153-58 Minor seventh chords, 123
six-four chords, 96 Minor triads, 17

Linear independence, 181 Mirroring, 215

Linear motion, 40, 254 Mixolydian mode, 196

Locrian mode, 196 Modal music, 181

Lydian mode, 196 Modality, 181

Modulating periods, 253
Modulation, 146-52, 168, 171-74

Major intervals, 6, 7 and closely related keys, 147
Major scales, 15 common-tone, 146, 172-75
Major triads, 17 defined, 146
Masculine character, 272 direct (chromatic), 147
Mathematical set theory, 186 between phrases, 147
Matrix, 219 sequential, 147
Measures, 20 within the phrase, 146
Medial cadence, 252 Monophonic textures, 266
Mediant triads, 100-105 Motion, 40, 234
Melodic curve or waveline, 270 Motive, 213, 256-61, 262
Melodic intervals, 9 in accompanying voices, 257
Melodic materials, 278-82 addition of notes, 260
Melodic minor scales, 13, 110 change of interval, 257, 257-58
Melodic pitch patterns, 23, 25 change of rhythm, 259
Melodic tritones, 236 defined, 256
Melody, 270-74 expansion of, 258
apreggiation of triads, 270 imitative passages, 260
cadences, 270 inversion, 259
harmonic framework, 270 repetition or recurrence, 256
homophonic music, 272 submotives, 259
melodic curve or waveline, 270 Motivic materials, 278-79

pitch repetition, 270
procedure for harmonizing, 246-49

rhythmic motion, 271 Natural (pure) minor scales, 13
stepwise (scalar) motion, 270 Naturals, 4
structural-pitch reduction, 275-76 Neapolitan triads, 159-63
unity of style, 272 Neighboring chords, 96

Meter, 19-50, 187-90 Neighboring tones, 41, 232
background unit, 21 Ninth chords, 175-78
changing, 187-88 Noncommon-tone connection, 39-40
composite, 21, 187 Nondominant ninth chords, 176
compound, 21 Nonfunctional root relationships, 193
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Nonharmonic (nonchord) tones, 40, 77, 102, 232-33

Nontertian harmony, 206
Nontraditional notation, 224
Normal progression, 241
Note values, 19

Oblique motion, 234

Octatonic scales, 204

Octave doublings and spacings, 183
Open spacing, 34

Ostinato effects, 199

Overtone series, 9

Overtones, 231

Pandiatonicism, 199-201
Parallel fifths, 76, 165, 166, 235
Parallel imperfect consonances, 275
Parallel intervals, 267-68
Parallel keys, 15
Parallel motion, 254
Parallel perfect consonances, 275
Parallel phrases, 252, 256
Parallelism, 181
Part-writing checklist, 258
Passing chords, 96, 124, 154
Passing tones, 40, 102, 232
Pedal effects, 199
Pedal tones, 233
Pentatonic music, 181
Pentatonic scales, 303
Perfect authentic cadence, 63, 252
Perfect intervals, 6, 7, 8
Period, 2562-53
Persichetti system, 185
Phrase-group (phrase chain), 253
Phrase structure, 252-53
Phrase variants, 255-56
Phrygian cadence, 76, 252
Phrygian mode, 196
Piano keyboard, 3
Pitch, 4
Pitch- and interval-class theory, 186
Pitch-classes, 214, 218
Pitch repetition, 270
Plagal cadence, 46, 56, 64,

124, 252
Planing, 181
Polychords, 200
Polyharmony, 209-12
Polymeters, 189
Polymodality, 197
Polyphonic textures, 269
Polyrhythms, 189
Polytonality, 197, 209-12

Primary triads, 59
Proportional notation, 224

Quadruple meters, 21
Quartal harmony, 206-8
Quintuple meters, 21

Ranges
instrumental, 298-99
vocal (choral), 35
Recapitulation, 289
Reference materials, 227
Relative minor, 15
Relative motion, 40, 234
Repetition of a figure, 254
Repetition or recurrence, 256
Rests, 19
Retrogression, 241
Rhythm, 22, 187-90
isorhythmic effects, 189
in melody, 271
polyrhythms, 189
see also Meter
Rondo form, 290
Root position

connection of tonic and subdominant triads in,

56-58
dominant seventh chords in, 46-55
tonic triads in, 56-38
triads in, 33-35

Scale degree names, 14, 110, 141
Scales
and chords, 197
diatonic, 196
exotic, 202-5
octatonic, 204
pentatonic, 303
whole-tone, 205
Second inversions, 68
Secondal harmony, 206-8

Secondary (applied or borrowed) dominants, 139-45

Segmentation, 220
Sequences, 118-22, 262-65
defined, 262
progressions, 262-65
Sequential expansion of a figure, 254
Sequential modulation, 147
Sequential periods, 252
Serialism, 181, 213
integral, 221
twelve-tone, 218-23
Set, 2153
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Seventh chords

diatonic, 134-36

dominant, 46-55

leading tone, 128-33

linear (embellishing) diminished, 153-58

supertonic, 125-27
Sharps, 4
Signatures

key, 15-16, 147, 181, 197

meter (time), 20-21
Similar motion, 254
Similar phrases, 252
Six-four chords, cadential tonic, 68-72
Sixth chords, augmented, 164-70
Software for notation, 2350
Sonata form, 289
Sonata-rondo form, 290
Spacing, 34

change of, 37
Stems, direction of, 33
Stepwise (scalar) motion, 270
Stretto imitation, 281-82
Strict four-part writing, 34, 36, 235-36, 237
Structural-pitch reduction, 275-76
Style unity, 272
Subdominant triads, 56, 59

sin first inversion, 75
Submediant triads, 100-105
Submotives, 259
Supertonic seventh chords, 125-27
Supertonic triads, 82-87
Suspension chords, 97
Suspension tones, 90, 233
Syncopation, 24-25, 188, 271
Synthetic scales, 202

Tendency tones, 39
Tenor clef (C clef), 3
Terminal cadence, 64
Ternary form, 286-87
Tertian harmony, 191-95
Tetrachords, 205
Texture music, 225
Textures, 266-69
chordal, 266-67
keyboard, 267
monophonic, 266
parallel intervals, 267-68
polyphonic, 269
Ties in note values, 20
Tonal counterpoint. See Counterpoint
Tonal melody. See Melody
Tonal music, 9, 181
Tone
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anticipation, 77, 252
appoggiatura, 90, 233
auxiliary or neighbor, 41, 232
common, 39, 56, 84
escape, 77, 232
free neighbor, 77, 252
incomplete neighbor, 77
leading, 39
noncommon, 39-40, 56
nonharmonic (nonchord), 40, 77, 102
passing, 40, 102, 232
pedal, 233
suspension, 90, 233
tendency, 39
Tone-row, 218
Tonic six-four chords, cadential, 68-72
Tonic triads in first inversion, 73
Tonic triads in root position, 36-38
connection with dominant triads, 39-45
connection with subdominant triads, 56
Transpositions, 182, 213
Treble clef (G clef), 3
Triads, 17
and cadences, 63-67
connection of subdominant and dominant
in root position, 59
diatonic, 118
indeterminate, 191
major, 153
mediant, 100-105
minor, 153
Neapolitan, 159-63
primary, 59
in root position, 33-35
subdominant, 56
submediant, 100-105
supertonic, 82-87
variant qualities of, 110-17
Triple meters, 21
Tritone intervals, 7
Twelve-tone serialism, 218-23
Twentieth-century techniques, 181-225, 295

Unity of style, 272

Variation form, 289

Vocal music, 22

Voice leading, guidelines for writing, 235-36
Voicing, 33, 36, 37

Waveline, 270
Whole-tone scales, 203
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