
The Melodic Line I 

Thi~ text is entitled florllw/n'. yet there is very little music that is only harmonic. 
Melody. on the other hamL can stand alone. as you kno\\ from your own experience 
\\ hen you \vhistle or sing a tune. 

The earliest knO\\l1 music is exciusi\'ely melodic. and melody'~ importance in 
music composition continues to the present in spite of the many and diverse changes 
in musical styles over the years. Article #7. "Some Varieties of Melodic Expression:' 
at the end of this chapter illustrate~ a few of the \\idely different concepts of melodic 
\\Titing found during the course of the history of music, 

Melodies associated \\jth traditional harmony sound as they do hecause they 
represent the interaction of four musical elements: pitch. /wl'llIollie implicorion. 
and rhythm olld mefe/: 

Form 

Most music is written in some orderly arrangement. In the music of the West. certain 
patterns of musical construction have come to be commonly (though not exclusively) 
used. These patterns are known as musical.limns. 

The term j!ml1 refers to the shape or structure of the object or concept being de­
scribed. In music. a form usually ends at a cadence point: a f0l111 begins either at the 
beginning of the piece or imm-::diarely after a cadence, Since a musical composition 
usually has more than one cadence. it usually contains a series of forms, These smaller 
forms. in turn. will often combine to make up a larger kind of form. the nature and de­
scription of which is determined by the number of cadences and the nature of the ma­
terial between cadences. 

The Phrase From this general description. we can tllrn our attention to the smallest 
of the forms. the In melodic \\Titing. the phrase is a group of notes leading to 
a cadence. The di~tance from the first note of a phrase to the cadence may be any 
nllInber of measures. though usually not more than eight. The four-measure phrase is 
'>0 commonly used that it may be considered a standard length \" ith which phrases of 
other lengths may be compared, 7.1 shows such a phrase. ending \vith a per­
fect authentic cadence in measure 4, The phrase is marked off with a phrase a 
curved line extending from the Ihst note to the last note of the phrase. 
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FIGURE 7.1 Ph I'{(SC 

Allegro __ --___ (iel'lllam 

~_9~ ,?r;/~Ji~ _~.7 ~!' '_iT~ ---.-~.. 


A phrase may also consi'.t of two or more di~tin:::t unib. called IJlo/ires. In Fig­
ure 7.2. t\\O tWO-J11ea:;ure motives combine to make the phra.;,e. The motive is 11 unit 
of melody :;maller than a phrase. usually identifiable by a pause in the melody. the 
rhythm. or hoth. The phrase mark is Llsed to indicate the length of the motive. 

FIGl'RE 7.2 Phrase Composed Ti\'() ;\-for;)'el 

England 

\ 

The Period Two phrases may combine to form a jJ('}'iud. In the period. the first 
phrase. called the (IIIre,'eciellr phmse. usually ends with a half cadence or an imperfect 
cadence. The second phrase. called the c(!Jl.leqllellf I'llI'm£'. then ends usuall) with a 
perfect cadence. though again an imperfect cadence i~ possible. 

Periods may be parallel or A period is parallcl when the two phra~es 
are similar in some respect. Often the two phrases arc identical except at the cadence 
poinb. as in Figure 7.3. but any marked similarity in the two phrases \\ ill juqify an~lly­
sis as a parallel period. In Figure 7'-+. measure 1. nOIe that the skip of a sixth down is 
amwered in measure 5 by a skip of a 'iixth up. Other melodic features are ~imilar in 
the two phrases. and the rhythmic pattern is identical. 

When thetwo phrase:" lack any specific or general melodic similarity. the period 
is contrasting. as in Figure 7.5. 

FIGCRE 7.3 Poretllel Period: NearlY ldenrico/ Phrol£'1 

Allegro hrillante 

alHcCClklll 

I PA CCldc'llu.: I 

~~'~;~;;'Z7C ;;-=--.~ .•'E~-;\ii.~.~~~ ,., 
\. 
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FIGURE 7.--1- Pi/mile! Period: Phl'(!ll's 11'irh FC{lliIl'eS ill COIllIl/OI/ 

:\u. D. 709 

FIGURE 7.) Commsling Peri(Jd 

8cctI1O\CI1. 8a,"atcllc. Op. Ill). '!P. 

•. T: ••• 
-:::.:- ---------ii----~;,::. 

\ 

i P.\ cadeHce I 
-~--~--------------

.----::,,------ I 

\ 

Often the close of the antecedent rhra~e of a period will be connected to the 
opening of the conseljuent phra~e by one or more decorati\e pirche,. Locating the ca­
dence will help to identify the Ia~t note o11he antecedent phr'he. 

FIGURE 7.6 

\l(lIan. Snllata ill Bo \1.110r fpr Plano. K. 3.'.' 
Lddc'lll..'2 ton>..' 

-== ----Yi LUlll1cLting I 

At time,. ')ucce;;,i\e \\ill each end \\ lth the tonic nole. Since the perfeci 
cadence marb the I!/ld of a formal pallern. these phra,>es cannot be combined into a 
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larger form. Figure 7.7 contains two four-measure phra:ies. each ending on thc tonic 
note: therefore. this e\cerpt is not a period. but simpl) [\\0 phrases. 

FIGURE 7.7 Suet·e'.lil'e Phrase's 

Phrases arc abo clas:-,ified according to the rhythmic placement of their first and 
last notes. that is. whether these notes occllr on a strong beat or on a weak beat of the 
measure. There are. of course. four such combinations. the most common of which 
are those with strong tinal tones. 

First llote Fillalnote Example 

strong strong Figure 7.7 (Second pltra~e) 

weak strong Figure 7.1 

strong \yea!\. Figure 7.7 (first phrase) 

weak \\'cak Figure 7.3 (first phrase) 

When t\\O phrases combine to form a period. they c0111monly display the same 
beginning and ending characteristics: ho\\e\'er. other combinations are not infreqLlent. 
as in Figures 7,3 and 7.7 

ASSIGNMENT 7.1 Alla/y::illg/orlJl ill lIle/(!diC's. Each of these melodies will be a 
parallel period. a contrasting period. or two succes~ive phrases. Copy Ollt the melody 
and indicate (0) the location and name of the cadenc..:. llsing roman numerals V-lor 
I-V: fb) the phrase lengths. by a bracket from the first to the last note of the phrase: 
Ie) the nature (strong or weak) of the first (lnd final notes of each phrase: and (d) the 
name of the entire form. 
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Example 

SUcher. "Aile Jahre wieder" 

phra,c 

qrong 

v 

\' 

Form: Contra;,ring period. 

(1) 

comcquent imperfect 
authentic cadence 

Brahms. S) mphony l'\o, 1, Op. 68 

(2) 

Elizabeth- Claude Jacquet de la Guerre (J 667-- J729). 5elllt'it' 

.t:~...;, ·';"··.~.~·-=~~-1t~~~;-='?=·=C--,·=·~=-:=r~_-:-;·Jf. -,1j 
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Spain 

(4) 

Haydn. Sonata in C 1\lajl1r for Piano. Hob. XVI:35 

(5) 




(6) 

Bt:e(hl\\~I:. S(111'lta III F \\inor foJ' Pia1lo. Op, ' :\0. I 

-= 
-=--­- ~:/ ~~ :;--~ 

\ 'r 

" 

" 


III ,\ppcl1c1l\ E: A/bIle!" to! 1i, ,_ clnd ! are ell. 

In the I"'ork/)()ok,' AI15\\Cr5 to II J dnd fl' .Ire gl\cll, 

Repetition and Sequence In the parallcl period. \\e havc seen thc .;,econd phrase act 
in some \\ ays as a representation of the lirs!. This repetition is often almost exact ex­
cept for the last note or last few notes. as in Figure 7.:'. 

Repetition within the phrase is just as \aluahle as \\ithin the period. both for 
preventing too many idea, from being included in the short space of four measures 
and for emphasizing a idea once it ha.., heen stated. Exact repetition can be ef­
fective if not done to the point of monotony. In Figure 7.Xo, the repetition of mea­
sures 1-2 in measures 3-4 is exacl. and in h. the sense of repetition is not di:;turbed 
hy the tinalthree notes. 

FIGLRE 7.X Repetition Ilithill rhe Phrase 

Chopin. \ 

-
(aj Lento 

". ·tT " .J"i=~--=- •.~~ .---_--.~ .. ­-
Chopin. \ 171.,<,.01'.69. :\0, ' \Ioderatorbl 

" ..."- ...--~-" ." "IC-II' ,:I!i' 
~~---

http:171.,<,.01'.69
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(6) 

-\--~-.----~ 

.•..- :­

, .!!.~" , ­- ." 

In Appendi\ E: Ans\\els to Ii 1,1_ <1nr/ 

in the VVolkhook: AnSl1 els In III and drc ell, 

Repetition and Sequence In the parallel periocl. \\ e have ",een the second phrase act 
in some \\nys as a representation of the first. This repetition is often almost exact ex­
cept for the last note or last fe\\ notes. as in Figure 73, 

Repetition within the phrase is just as ,alliable as \\ithin the period. hoth for 
preventing too many ideas from heing included in the short space of four measures 
and for emphasizing a idea once it lu[<; been stated. Exact repetition can be ef­
fective if not done to the point of monotony, In 7.Xa, the repetition of mea­
sures 1-2 in measures 3-4 is exact. and in b. the sense of repetition is not disturhed 
by the final three note.s. 

FfGCRE I.X Re/Jeri/ion \\'irhill the Phrase 

(,Ii Lento 

~~-~~-=.~-'- -

.. 
:-~-=-
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Repetition ma) be modified illrenio/i. In thi~ proce~~. each note in the repe­
tition of the given melodk figure progre~,es to thc lk'xt note by the same intervaL but 
in the oppo,ire direction. \1easure, 7-8 of Figure 7.9 are the inversion of measures 
5-6. (The quality of the intenal. whether major or minor. is not considered. only the 
interval number. \Ieasure 5 shows a major ,eeolld dO\\Il. answered in measure 7 by a 
minor second up.) 

FIGLRE 7.9 Ate/odic /lIl't'rsioll 

SIO\akia 

Seqllencl:' is similar to repetition. except that the repeated material appears al a 
lle\\ pilCh le\d. This device thus allo\\s 'iimilarity and variety simultaneously. Conse­
quently. it is one of the most \uccessful and \\idely used devices in music composi­
tion--not only in mdocly but in rh)lhm and harmony as Wt~ll. In Figure 7.10. look 
first at measure 5. The melodic and rhythmic elements (the t\\'o usually go together) 
of this three-note figure are repeated in each of measures 6-S as a sequence. 

FIGURE 7.10 /vle/odic 

\'ho .. ..I ~ .: .. 

-~i2li:~-tli.g~- .. =~~~~~~~--;--::. 

- ... _# .# . 
.--_...._--_... 

Are measures 1-3 modified repetition or sequence') Either analysis can be ju:'>tified. 
since sequence need not be exact. It may be modified to some extent. as long as the 
aural impression of repetition i:, cleaL In Figure 7.11. the la.,t t\\ 0 measures are a se­
quence of the previolls t\\O measure'>. although they differ by one note. 

FIGURE 7.11 lVlodified Seqllel1Ce 

-.~~=-. 

I 
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Figure ;,12 contains the' folhl\\ing lI'e' of,CljUCIlCC: 

1. There i, a three-note ,equence in ll1ea"ure I, 

2. [vleasures 3-.+ arc a sequence of I11e~hure, \-2. 

3. \1ea,ure 6 is the ill\ ersi(ln of mcC\,lll'e 5 . 


... To conclude thi, . I11ea,ure feature,. lor Cl'ntra,t. rhe rhythmic figure 

in rc\ cr,c. and meC\,ure N ,110\\\ the imcrsiol1 of the three-note ligure located at 
the enel of the antecedent 

FIGLRE ;,12 

;, 40' 
I

•• - "-,-­ • "",1___ .... t'.'.($'~~", ' .. ' :,,L''','' • <" 

4!J 

' •• _ "711'*,' '. ---- - ­" _L..IL, __ -~-- ........ ',,, #_ ",,,,', • • /L,#, __ .IIL_,#, •
~ ­
ASSIGNMENT 7.2 Locale and c\(-,crihe 01 repetition and sequcnce in thc,e 
melodies. and al"o in (.1) and (-+) from Assignmcnt .1, 

(I ) 

D;:;, ____:;:~:.' " '(6 .-----, --Ii" ..-:ii"# •• •. 19'• '"~"" ,-, -

EIliC1aml--------", 

• 
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Pitch 

Entliand 

(3) 

In E.- The elIlS\\ erlo ,7 i (,!J, 

111 the \\'orkbool,: The dnS\\'el to '/' j, 'iii elJ 

Intervals and Scale Passages How complex need a melody be to be considered a 
"good" melody? Not complex at all if one consicJ;.:rs the \\ell-kncl\\\1 pas~age from 
Beethoven's Ninth Symphony. ,sho\\n in Figure 7.13. a "good" melody! It consists 
entirely of scale step" and uses onl: quancr note~ in the first three measures of each 
phrase. Also. look bacl.:at Figure -t.l ("Je~ll. Juy of \'1al1\ Desiring"). which includes 
only one intenal other than a scale step, 

FIGURE 7.13 

Allegro assai Bee!i1\'\ ell. SymphollY \n. 9. Op. i::~ 
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At the other extreme. the melod) of Figure .14 lIse.~ in ite' firS! eight measure" only 
intervals of a third and larger. 

FIGLRE 7.14 

lil'aill1b. s\ J1lph(ll1~ \ll. -t. up. 90Allegro non troppo 

=~~~~•. ;;~. ;~~..~~~'r."'..........."'---.....=:.~.t;~.-".I ..~~"-~~ 
P 

t ---,-------· :::::;;:::;;::'~"~ ----~-- .......~.-'-...'.'.~"""-"'- . ..~~.i!i~F"~----:__.. - .....---=--..~ - ~ ~ ---:::-----.~-..........-. - ..----~ 

\!J 0_ ..... 


<> 


But we will find that lllo~t me lodie" lit: :;,ome\\ here bet\\ een the~e two extreme~. 
u\ing ,1 judiciOlI\ combination of "cale ~teps and larger inten ak The ~tud) of simple 
melodies should include the~e cOlhiderati()ll~: 

u. lmeITed.l. Intenals of a third or can be used freely when resulting in 
the arpeggiation or a chord. though the number of succc<,si\e "kip" is u,uully not more 
than three. 

FIGLRE 7.15 

The las! of three "lKces\ive skip" at the heginning of Figure 7.16 i" to a lIonharmonic 
tone. the hal1110n) remaining tonic. 

FIGURE 7.16 

fhallill'. "\\'ic IllciOllicl1 ncht l> miL" Op. lOS. '\0. I 

A large leap (a hfth or larger) i" llsuall) approached from the clin:ction opposite 
the skip and left in the direction opposite the skip. as in Figuri.:' 7.17. 
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FIGlRE 7.1 

B'll!!, \Iilllll'l, B\\\ C\l1il, I~ 

-------- '" 
.' ,.T-- - /I 

,.. 	' .."',' .. .. ---- .. .. 

1), .~('(/Ie jli/lli/efes. Tile llsual,cale-line pa~,age dtH~, not e\ceed six tone,s. 
though longer p~l,sage, are not uncommon. LOOKing al number 6 of A,,;slgnl1lellt 7, I 
(page 1361. \\e ,ee thaI. \Iith but Olle e\ceptiol1. (';jeil scalar p~hs~lge is lill1it~J to four. 
Jile or si\ not~s, The ~,\ceptioll. in l11ea\ure -L j, a run of eIght tones, but ellcompass­
illg ()Illy tile int~f\al of a ,j\th hccllhe of the cilromatil' tone,. 

c. ROllett'. Th~ range of the Ill~)ody 11(1\\\"1 nOle to highe,t note) Illust not ~x­
cecd the rang~ of the \oice or ilbtful1lent for 1\ hich the melody i, \Hilten, The ranges 
shO\\l1 tor pan-\\Titing \tlice lines on page ;.«) ~ll,o appl) here, "Ole? the limited range 
of the ft))K "ongs included in thi, ('h~lpter. 11l,U1Il11cnts hall' a l11lh:h II icier range than 
the human \ oice. Their ollter limit-; are included in Appendix B, 

In l1111stmeloliies. th,' higlk"t tone. ,oll1etimes called the l'iillu/x n(}re. is not re­
pealed \\ilhin the phnh~, and often not lIilhin the period, Its ctlecti\~ness is usually 
loq upon repetition, The same is true of the lo\\est not~ ((lJlriclill/(/\ nOle), though in 
its case the rule i, n\)t sllstriCl1l ob.,ened, 

ASSIGNMENT 7.3 AnalY/e the melodie, 011 page 1-+5. lOOKing for the follo\\ing 
featul\'s: 

1. 	 Scale lines. Hu\\ many nOles go in the ",line direction) Hcm is the run in one 
direction clppwached and len': 

2. Chord outline. \\,'hich chord, are outlined in a series \If 1\\0 or lllelre "kip<) 

3. 	 Large leaps. b the approached and left by similar ur C()l1lrary 1110tion, and 
is it approached and left by sl'~l1c 'k'P ()I by SKip: 

4. 	 J-ligh and 1l1\\ notes, CheCK for the highest note and the hl\\est note in each 
phrase. Is either found I\lice or more': 

5. 	 Note any e\ceptional practil'l:' and try \(l determine \\h~ they \Icre lheel. 

Explanations for the melodic kature., indi('ated the brackL'led and circled 
notes arc listed after the follo\ling example?, 
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\l(lzart. s\ l11[1h"l1) '\0. Yi. K.S-+.l 

_ -+ :; -_.__._._--+---­

~rE;r~=~=-~.-.---:,==~~-~-~ ==.~~~~~~-~-~:!-==_-:Q' ._= . 0 -~ . --=ii::-­
B,::;") ------.---:; 

1. These skip~ outline the tonic triad. In me~hUl\.~ 1. the last note i~ left in 
contrary motion. In measure 7. the tirst nl't,: i, left in a motion contrary to 
ih approach. 

2. The large skip is approached and left b;. contrary motion. 

3. In the scale line of four or ti\'e note,. each group is <1rproachecl anclleft by 
contrary motion. 

4. These skips outline the dominant SC\ enth (V- ) chord. and each group is 
approached and left b;. contrary motion. 

S. The 10\\ notes and the high notes of each phra,e are circled. Each phrase 
displays one of each. 

(II Adagio , fLIHln. Son,lta for Pial1o. Hoh. XV!:.lS 
~_____ •..""':: ..---__n_.~... --_-. 

_ 'l - ~.,. '.= -... __::.. .'.: • • ~ ... _au ~__ ~.aI_~_~ ____ ..L':::... __ _ ....._ _____ ~___ ..__~ ______----'~ 

Adagio
(~) \Io/an. Ollo\? Quart\?t. K.'7(1 
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-
tl. ~ .tl • til. #::.. .tl ~i,.:.~c~?; ~ ­--=== _~.- .~~cr-

l-t) Vhaec -:;:; Clmpin. \j,lI'urJ...:;. OJ). 3,'. :\0, :2 

~.:.~~l-c~~·-~·-· ~~ .tl .. _~~.:.",!::,,!!.=~-":'-::~---.r 
--.......;;;;;;;;;...- ­

:::: 

~~~=~::r~~--7.£[~-::-II-~~II-i-:==. 

~'. tl ~ _fJlI~';~ '-.: .::. -.tl - ­

-..... ..... 

The Leading Tone The leading tone, 7. muq be tre;lled \\ith cure. As its name 
implie". it leads to the tonic. When approach.::d by ,tep from helow. the leading tone 
must progress 10 the tonic (Figure 7.1x(/). \Vhen preceded by the tonic note. it 
may progress down hy step. as in a seale (Figure 7.1 xh). or it may return to the tonic 
(Figure .1 XC). When it is part of an arpeggialed triad figure. ih direction is deter­
mined by the direction of the arpeggio (except \\hen il j" found as the f1nal note of the 
arpeggio. in \\hich case it return\ to tonic--Figure 7,1 xd J. 

FIGURE 7.lx 

~-4t:-.fI1- --#1-. 

~ 



The ..\hludl< I.ille T 147 

7 _ 

-~~~-ji.;:.~ 

G: 

Minor Keys: The Sixth and Seventh Scale Steps In a minor key. () and 7require par­
tindar attention. If the harmonic form of the scale is used. the interval of the aug­
mented ~econd results. Although this interval doe~ h,I\'e limited uses. it is generally 
avoided. especially in less sophisticated styles. 

FIGURE 7.19 

7--l!--~.... - III:..=' 

As its name implies. the melodic form of the minor scale is generally used in 
melodic writing. When a melody a~cends through a scale line from the dominant tone 
to the tonic tone. () and 7are usually raised. 

FIGuRE 7.20 

!\ i\ /\ 

a IllInor: ~6 1+7 I 

When the V triad i<; written as an arpeggio (either direction). ~7 is used. When 
this pattern is filled in with passing tones. it appears as though the ascending form of 
the scale were used in a descending pas5age (Figure 7.21 ). 
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FIGURE 7.21 

A A A A A 

In) ~7 (/1) ~7 ~() Ie) P #6 

t¥=~~~+:~= k~~=O==::::=-i:~t~~-~n. ~ I~J~.: p 
Johann Cruger (16'+0). "Herzlieb5ter Jesu" 

Otherwise. when descending. 1 7 6 5.7 and 6are generally lowered. 

FIGURE 7.22 

(n) 

illJf=l j • --#-­

/\ /\ /\ /\ 1\ 1\ 1\ 1\ 

1 7 () 5 1 7 () 5 

When 7 is used without 6 in a stepwise passage. it is raised and proceeds up 
(Figure 7.23a); when 6 is used without 7. it is lowered and proceeds down (Fig­
ure 7.23b). 

FIGURE 7.23 

(10) 

Il,) /\ /\ 

4=F-~cl 
/\ 

6 (lo\\ered) 

Occasionally. both 6 and 7are found in a stepwise passage. but not between the 
tonic and dominant tones. In this case. each 6and 7of the group is treated alike. If the 
last note of the group is 7, all notes of the group are raised (Figure 7.24a). If the 
last note of the group is 6. all notes of the group are lowered (Figure 7 .24b). 

FIGURE 7.24 

In) #"1 ~6 {l I' 
:-~-~~~-.- -­ _. -~----1-~-~_ 
~~--~~~---~----+----------I- . 

• ,.~.. : 0' .-:1; 
/\ 

La,t note of group (7) proceed, up_ 
C,e 'bcending melodic minor. 

1\ 1\ 1\ 1\ 

6 7 6 5 

.=~~.,-7S I;.--~1 
/\ 

Lbt note of group l()) proceed, do\\ n. 
l- ,e natural minor (dc,ccnding 

melodic minor!. 
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The G: of Figure 7.2-1-0 implies V in I~V--I. and the F: of Figure 7.2..'tb implies iv in 
i-iv--i. The decorative (nonharmonic) tones. hetween G: and G: and between F and F. 
are so written to (\\oid the melodic augmented second. 

ASSIGNMENT 7.4 AbO\e each ~i\th ;,cale step. write :6 or ,6. and above each sev­
enth scale step. write :7 or ,7. Place the correct accidental before each of these tones. 
Remember that ( I) a natural sign will be used in some inqance'> and (2) an added 
chromatic sign applies to all notes on that line or space in a ghel1 measure. 

{~j 

![,j!-i:f~-.~~._ilt_~~#~~.-.~-.-.~ __ __ __ _ _ :L _ _ __ _ ___ __ __ __ . - ..... 
151 

~~E~-·=~iIt=~=••~:_:J"t::=f=~L--._~::J:L=-~-~ 

In E: Ans\\ers to the entire 

rlarmonic Implication 

It should take not much longer than a glance to figure out the obviolls harmony that 
Mozart intended for this tune: 

FIGCRE 7.25 

\10zarL Tll( KAl)2Allegro 

- -.---_..---=-_.---­
1. 

The implication of such simple harmonic structures is inherent in many folk songs 
and composed melodies in Western culture. That is not to say that a given rune can he 
harmonized in only one way. however. The folk song of Figure 7.26(/ shows lead sheet 
symbols of [ and V only. but in h the same tune is shown \\ith one of the many possi­
bilities using a wider variety or harmonies .. 
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FIGURE 7.16 

em; 	 (, 

-~--:--.- .- -- II -
-. - J .- .~~ -~.--.­
..
-	 0..- -0 

Cb(, CI:lD .-beF? 

But for no\\. \\C \\ill study harmonic implic;]tion \\ith tuncs that can be harmo­
nized u~ing I. i. IV. i\. V. and V- only. Hcre is \\ hat III lonk for: 

1. 	 A chord is actually outlined in the mclody. or ~ugge'ted by an inten3\. 
Figure 7.25: Every tone is part of a chord--an intenal from the chord or a 
complete chord. 
Figure 7.26: The tirst intenaL G lip to C. suggests C E' G. 
Figure 7.27: The intenal C: up to E in E major ob\iously implies IV (A C: E). 
Figure 7.28: The entire V- chord i, outlined in l1leasure 3. 

--11- II 
- .:... --.I 	 -II 

1\ 

2. 	When there is no chord outline. the strong beat. or heat'. of the measure may 
suggest the harmony. In Figure 7.2'?1.. measure I. the three repeated notes. G. 
plus the tina! B 5uggeSl a tonic triad. G B D. and in measure 2. the A and the F: 
on the principal beats suggest the dominant triad. D F: A. (The circled notes are 
nonharmonic tones. to be discussed short I) .) 

FlGURE 7.2S 

~t~I=-):~-J-~~j,1"J~ IL~~~ 
(j' 1 \ \ 
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Chord cl1ange~ may. of cOllrse. occur within the measure. as the melodic line 
dictates. 

FIGURE 7.29 

Tn some cases. ~ can be harmonized with eiTher IV 01' . The an'O'w in 
Figure 7 .~O points to ~ in F major. \\hich in this context can be tbe B, of IV 
(g, 0 F J. or the B, of V' (C EGg, i. Four harmonizations are therefore 
po"sihk. though the last. V-IV is neither conventional nor effective. 

FTGLRE 7.30 

.~.~. ;;-fL ~.­-@}8-··-·"\
It! iii' 

\7F: \ ! 
I 

1\ I 
,\' 1\' I) 

When -+ implies the se\enth of a chord. it usually proceeds downward by 
step. but it may skip to another member of the . chord (Figure 7.~ 1). 

FIGl:RE 7.~ 1 

,iI)" n hI ,kip 

in ..,;\111(' l'hnrd 


In rare cases in which the sen:nth is allowed to ascend. the melodic line 
usually descend" immediately after to effect a normal resolution of the seventh. 
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3. 	Most I11elodie~ will contain 1l01l/Wl'lllOllic fOlie'S (revie\\ "Cadences Incorporat­
ing Dissonances." page Tl. J. Most cOlllmon and easiest to spot are those that 
oceur stepwise between chord tones. as seen in Figure 7.330, though nonhar­
monic tones approached othen\'lse are not uncommon (Figure 7,33bl. 

FIGURE 7.33 

~i==fi=;":.,~"~i=-___~iE~~ :=~- .~: ,#i'".;; 

GBD CiBD DH.\ GBD 
I I \ 

c, \ 	 \ \ 

ASSIGNMENT 7.5 Analyze the harmony implied in these melodies. using the ex­
ample as a guide. 

1. 	 Place the chord numbers 1. i. IV. i\. V. and V i below the ~tatl. as appropriate. 

2. 	 Place the chord spellings heltm the staff. 

3. 	Circle the nonharmonic tones. 

Upon completion. play the melody with its harmonization. 

Exampie 

f=[~.;-; .~~~:~"~~~=t;..;~~L_='._.---.¥f-::-~"'2:.j~= 

I IV I I 
GBD CEe; GBD DF~,-\C GBD 



\lcflUdl" \ll1Z,m. S:lllphofl: '\l). 1:'.1\..12'+ 
.,.---------. -------­f ~l ~ ~_-r:-~~~ •~-:.- J_ -~~-3,-~-~- i---:- -=1 

--~--- .~-. 

~-~~t__~~__~' ~ =-f-T= • J 

~ ~~ -~-~- -,. .-- 4. ---- . r ,i-• . -c==.--. 
1.-' , " "" 

_' I 

~6Zf .~- ~. 
-­ - - ---::-----.---~._-on. 

~ 

Rhythm and Meter 
~:1(, ~implest kind of rhythmic pattern in a melody would be the use of a single note 
_,iue. Such melodies are rare. Melodic interest is heightened by contrast in the dura­
'n of the pitches. This contrast can be very simple. as demonstrated in the melody of 

::: ::ure 7.13. which consists of only quarter notes except for the cadence at the end of 
: .:.:h phrase. 

Although more rhythmic variety can be expected in most melodies. the variety 
: rhythmic patterns is usually limited. and repetition of those chosen is frequent. The 

'_hubert melody. number 3. from Assignment 7.3 (page 145) is a good example. Only 
-0: pattern. ::. • or ••-. 0 is found in five of its eight measures. with each 

~ ~.ra~e concluding with rhythmic patterns differing from each other. 
A melodic sequence is. of course. almost invariably coupled with a rhythmic se­

... o:nce. although rhythmic sequence is possible without its melodic counterpart; in 
:::~ure 7.7. the rhythmic pattern of the two phrases is basically the same (the second 
--~ase uses. instead of ;',). but the melodies differ. 
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Rhythmic patterns in recurring measures of equal lengths with accents implied 
on the strong beat( s) of the measure are typ ical of the music of the tonal era. Concepts 
of rhythm in the music of both the pre-seventeenth-century era and the t\ventieth cen­
tury are described in the artie Ie "Another \:letrical Concept" on page 343. 

Melodic Composition 

To the noncomposer. the composition of a piece of music often appears to come ahout 
when a special musical gift is aided by an unexplainable source of inspiration. Al­
though the presence of both of these factors is certainly helpful. more important to a 
composer's accomplishments is a thorough knowledge of the materials with which he 
is working. 

The weU-knov\'n melody from Beethoven's Ninth Symphony (Figure 7.13) is a 
case in point. showing how a fine melody can be constructed from the simplest mate­
rials. In this melody 

1. the scale line is used throughout: 

2. the harmony implied is I and V only: 

3. the rhythmic pattem of repeated quarter notes is varied on ly at each cadence: 

4. the form is a simple eight-measure period. 

The following assignments will you the opportunity to write original 
melodies. The test of a good melody is its "singabiIity." Playing a melody on the piano 
will not necessarily reveal a defect. since almost any melody can easily be played. If 
when you are singing, you find the melody contains an awk\;vard interval or section. 
try to determine the cause of the defect. Then rewrite the melody as much as neces­
sary until it is easily singable. 

ASSIGNMENT 7.6 lVlelody lrrifing. Continue each of these melodic beginnings to 
complete a fouf-measure phrase. Indicate the implied harmony llsing roman numeral 
symbols. Circle atl nonharmonic tones. upon completion. play your melody and har­
monization at the keyboard. 

(I) End with a perfect cadence. 

(2) Cse sequence and end \""ith a perfect cadence. 
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(3) U~e sequence and end with a half cadence. 

ChOOSt~ a cadence. 

• 

(5) Use sequence. 

• !," • ...--# --_.-:J~-- ..... ===:......... 


(6) Usc :-.equence. 

(/) 
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ASSIGNMENT 7.7 Melody HTiting. Using any of the phrases from the examples in 
Assignment 7.6 as the first phrase of a period. experiment with both parallel and con­
trasting periods. If your phrase from Assignment 7.6 ends with a perfect cadence. 
rewrite it so that it ends with a half or an imperfect cadence and then continue with 
the consequent phrase. 

ASSIGNMENT 7.8 j\!/elody writing. Write completely original periods. following 
your instructor's directions for such factors as clef. key signature. time signature. and 
use of sequence. Edit each melody by indicating motives or phrases with phrase marks 
and by including a tempo indication and dynamic markings. 

Summary 

Form is a term describing the structure of a composition. 
A phrase is a group of notes leading to a cadence. 
Two phrases may combine to form a period. The first phrase ends with a half or 

an imperfect cadence. and the second usually with a perfect cadence. 
In a parallel period. the two phrases are similar melodically and/or rhythmi­

cally. In a cOlltrasting period. the phrases lack such similarity. 
A phrase may include repetition of musical ideas. A sequence is similar to repe­

tition but at a different pitch level. 
Melodies are commonly made up of scalar passages and chord outlines. Larger 

intervals are usually approached and left by contrary motion. 
Some scale steps must be handled \vith care. The leading tone "leads" to the 

tonic. In a minor key, the sixth and seventh scale steps are raised or lowered accord­
ing to the direction in which they move. 

Many melodic lines imply a harmonic background. though an aClUal harmo­
nization is not limited to the most obvious implication. 
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ARTICLE #7 

Some Varieties of IHelodic Expressioll 

Since mclocl\ exist;.; in all p<yts of the \\orlel and has existeel 
[JI'ehistlHic tillle's to the present, we can Zlssume that it has clispl 
fmllls (111el charc1ctt'ri"tics, r\ fe\\' exalllple~ \\111 sho\\' the (Ontrelst 
these othel' forills allei the characteristic melodies of the pel'iocl Westem 
music iCZl. 1600 timlligh ca, 19001 being cliscLisseci ill this text. 

Zlboriginal which has been pi in nota­
cerrcliniv shows no harmonic implication, no reguli1i' met­

hantli 

ric too few notes to 
a rud i lllenLlrv is ('stabl ished passclge or 
!J\' 8's is stMtecl over again in measure 5. 

ing for scale or 

Au,tralian ,\bOri).!1I1al \lell1d: 

-&~,- • • • ~ • 
t.! 

.fa 111I n c)aU :-ll r~1 la JI.I \\u n mal! rll 

........t~~~; ,,;. • • ------ . .. 
ra kl hJI, T·i-n nh:l b hji - Tji n nha la hp, 

i Let u, i1urr~, the II ind i, tl('rc'c and k...... I1.) 

The !lE'xt E'Xall11)1E' is taken Tlom iE'st known bociy Western music. 
the Gall chcint of mecliE'\al times i.ca. \.D. 800). It cI lavs a scale pat-

F G .A. B C [) E, with tonic on E. This scale is known as the Phrygian 
is one of se\;er,ll k1lO\\'n as modes, \vcl'e in lise before 

1600. Since that <lpproxilllc1te elate, this system reduced to t\vo 
now led major <'mel minor. 
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Both medieval and the present major and minm modes are 
on half steps whole steps only. in Eastern ELirope, the Near East and the 
Arab countries of Asia anci scales containing one or two augmented 
seconds (three hall steps. or a step a If) are a majm part of their melodic 
resources. in the next ex"mple, the seconds are E'~F: and B 
and the entire scale is 0 E' F: GAB, C: D. In Eastern Europe, this scale is 
often known as the Hungarian minor scale or the GypS~! minor scale. 

Lebanon 

~J 
Jti=' 

Folk music of \Vestern European cultures has consistentlv use of scale 
patterns that are same as the llleclievalllloc1es. This tune is based on the 
Mixolydian mode IG ABC 0 E F Gl. 

En12LlIld 

--: ~.~ -~- Ji1.~=~~~-.::-. 

~ 

in composed music is included in the ar~ 
ticle "Another tv1etrical " on page 343.) 

Since the common practice perioel, melody has often abandoned the ton,,1 
concept and proceeded in many dil·ections. The most dramatic of these is 
called the twelve-tone system of music, in to the t\'1elve tones 
the chromatic scale. Its basic premises are that no note Illay be repeated until 
the other have been sounded anel that the so-cal row of twelve 
tones, which is established the composition is begun, v\'ill be useel 
COil si stentl y th rOllghollt. 

ot rneciie\c1i IllOtib (,111 Iy" iOLlI~c1 i Chaoter 1CJ or the c1Ut'iOl''s ,\jlhle If)! 
ed. , P"entice Ha' 1996,. 



The Jfe/odic Line I 159 

Schol?nberg. Serenade. Op. ::'-+ 
10 

d~r Rach' an hir 

I'acteristic of this melodv is its allgularity-the predominance of \vide 
seen in the Brahms example. F 7.14J-and the inadmissibility 

am hal'monic implication, 

\!lhough thesf:' few Illustrations can serve as only small samples of the wiele 
,J of ic practices found in different regions and eras, they should 
-t'i'\f:' to point out several characteristics that differentiate melodies of the 
'J:lll'lon practice period from those of other cLiltul'es and other times. 



C Clefs; 
Transposing Instruments 

Here j, an e.\cerpt from an orchc,tral ,core. the opening of the third mO\el11Cllt of 
Brahm~\ Fir,t Symphon). Can you read thi., score. or doe~ ih l"e of C clef-, and 
tran,posing in,trLlments baffle you? We \\ill decipher this <,corc onc stcp at a time and 
reassemble it near the end of thc chapter. 

@ FIGlRE 8.1 

160 

t·n poco allegretto e grazio,o Rrallill'. s\ lllpllOT1\ "D. I. Op. 6:-: 

.----;::,.. 

S-~.- ~ .~-:~. --­
,i • ~ 

-------­

p 

~:=.:~],-~-.- ;_n:C~--;=___ -=:~: 
I. 
~---.­-p p 

.~----=-~~--~ -~\~­
- ~.­

p -­

A 'core in II hleh each in'lrlln1l'ntal or \ ocal lilll' i, nil a 'el'aral~ \tan. ,1Il'h :h till' Olll' ill 
Figurt" ~. !. i" "-nu\\ n '-1:-' an (!/)('II ~.( ore. 
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C Clefs 

The C clef is universally used in music. though not as commonly as the treble and 

bass clefs. The C clef Is or indicates the location of middle C on the staff. 
It is particularly useful for those instruments whose range extends from the mid­
dle part of the bass clef to the middle of the treble clef because it avoids excessive 
ledger lines. 

When the C clef is found on the third line of the staff. it is known as the alto 
used almost exclusively by the viola and occasionally by the trombone. When 

the C clef is found on the fourth line of the staff. it is knmvn as the tenor it is 
often used by the cello. the bassoon. and the trombone. and occasionally by the dou­
ble bass. 

FIGlRE R.2 

\Iiddle C "llddle CAlto clef TellOI' clef 

·HF IT &~~=<J~---6 ~ 
Hl...:=o-u--O.~~._.___ 

e l u " b I ell 1'1 d 

The viola part of Figure 8.1 uses the alto clef (Figure 8.3a: shown in b in the 
bass clef). 

FIGURE 8.3 

(Il! VIOla. alto clef 

The bassoon in Figure 8.1 uses the tenor clef. 8.4 shows its notes: 

Edrl~ \er,iOlls of \ arious dds. including C clefs. call be on page 39. 
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FIGURE RA 

The alto. tenor. treble. and bass clefs are the only ones in cOl11mon use today from a 
system of ten clef signs used in music before about 1750. The other six i:let's are 
shown in Figure R.5. 

FIGURE 8.5 

French yiolin clef Soprano cler 

Sllb·b~h' del' 

These clefs can he found in very old editions of music and in many modern publica­
tions of pre-nineteenth-century mu:-.ic. 

ASSIGNMENT 8.1 Learn the names of the lines and spaces of the alto clef. Check 
your ability in the follov,ing two \\ ays: 

(a) Name the pitch when the line or space is given. Example: fourth line: 
answer. E. 

(hi Name the line or space when the pitch name is given. Example: F: an~wer. 
first line or fourth spai:e. 

In the ii'orkbook: i'lnS\\'ers to the ent!rr? 

ASSIGNMENT 8.2 Learn the names of the lines anel spaces of the tenor clef. Follow 
the procedures of the previoLls exercise. 

In the VVorkb()()k: Ans\\ers to the entire 

Figure 8.6 shows how sharps and nats for the ke) signatures are placed for the 
alto ancl tenor clefs. Observe that the patterns are the same as for the treble and bass 
clefs. except for the sharp in the tenor clef. Starting with the first sharp on F 
(scconclline), succeeding sharps are in a pattern. up a tifth. down a fourth. 
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FIGURE R.6 

ASSIGNMENT 8.3 Write the key :.;ignature for each major and minor in both 
the alto and the tenor clefs. 

ASSIGNMENT 8.4 Writing interl'O/s in the C clefl'. Write the second note of the 
given interval ((/) in the alto c let' and (b) in the tenor clef. 

L" 1 1-+) 

=Ii=.~• .­
.\1.::: lip P4 lip \\.'dO\\l1 P5 lip \16dO\\1l 

i6! ! 7: (~! I'll liO) 

(:OJ 

il-B cl(m n m6 lip \1::: up P" do\\ II \16 lip 

([iJ (i) 1.2) 

-=::::ut=.=---__ 

~----

• -~-____;nr =:"----=---=-=--:::-========-1 
m'dO\\ll .\nUI' P" up \13 dOlI n 

(6) 171 

jfL~----=-=-~J.__ ~-
.\16 up 1116 up m3up P:, u(m II m6 dim n 

1101 

In E: AI15\\ crs dl1d b (7 H5! drc 

In the \VorkfJooL Ans\,. CIS to the entire are glvt:'n. 

ASSIGNMENT 8.5 Re\\ rite both lines of each example. replacing the C clef with a 
treble or bass clef as appropriate and using the correct notation for that clef. Remem­
ber that the C clef indicates middle C. 

Brahms. Symphony '\0 I. Op. 6t1 

-, 

"------,------.,.,.,.,.,=:=-~~ 
'~...... = 
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Violin 

Viola 

Tchalko\'sky. Symphony No. 5. Op. 64 

Violin 

/n E: The viola line in !lJ is 

ASSIGNMENT 8.6 Writing cadences ill opel! score. Write each cadence in four parts. 

one part to a staff. using clefs as shown below. Example: E, major. t~\(2-J indicates 
scale-step progression: in E, major. F-E, J. 

Observe: 

1. 	 Brace connecting the staves in open score. 

2. 	 Use of stem direction for a single melodic 
line on each staff. 

Write these cadences in the same manner: 

(1) G major 2 1 (5) B, major 3 :; 

V I I V 

(2.) 0 minor 7 
V 

(6) F: minor 5 
V 

5 

(3) E major 7 
V 

1 
I 

0) 0, major 5 
V 

.3 
I 

(4) F minor 2 
V 

.3 (/I) G: minor :2 
V 

In Appendix E: Answers to (7) and (2) are 
In the Workbook: Answers to the entire are 
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~ Clef for the Tenor Voice 

The tenor clef is ideal for the tenor voice. since use of either the trehle or the hass clef 
results in a large number of lines, Though the tenor clef was once used for the 
tenor voice. it has been replaced hy the treble clef. but with its notation an octave 

higher than it sounds (Figure 8.7). The clef is sometimes written al, ~~ or ~. the 
latter now heeoming commonly used. 

FlGCRE g,7 

__ •. :JI~ --­

~'ansposing Instruments 

.'~-~~--

Fllltc, K, 620 

The clarinet part of Figure g, I is marked "Clarinet in B)" Such a description indicates 
a transposing instrument. that is. one whose written notation is different from its ac­
tual pitch, In this case. "in B'" mean..., that when the clarinet plays C 011 its staff. the 
sound produced is a major second lower. "concert B'." the 8 0 of the piano or other 
nontransposing instruments, Thus the general rule: A transposing instrument sounds 
ih name \vhen it plays C. The B' clarinet ;,ounds B' when it plays C. 

'rhere are two transposing parts in the Brahms score. Figure 8.1: are ~ho\\'n 
separately in Figure 8,8. Note that the composition is \Hillen in the key of A' major. 

1. In Figure 8.8u. the part for the B' clarine! is \\ ritten in B' major. a major second 
al)(il'() the concert key of A' major. Therefore. each note of the clarinet part 
sounds a major second lower than written. The tirst note. F. ;.ollnds E'. and so 
forth. 

2. In Figure 8.8b. the part for the horn in E' is written in F major. a major sixth 
({bon' the concert key of A' major. Traditionally. horn parts have been \vTitten 
witholIt key signatures. with accidentab placed in th~ mu<;ic as needed. In the 
example. the second note requires a nat. since B' is 4 of the F major scale. In 
reading the E' horn part. each note sounds a major sixth 1m!'!?!' than written. The 
fiN note. A. sounds C. and so forth, 



- - - -
tJ ~ 

(/1 i Horn In p, 

'.~---.:f!':: --- - ~J. -­ -:'::lC.,'~~
1£-'.,-- '.' ~- ,~ . 

- "­ -. - -. -, - -. -~ - .. 
tJ 

Putting these together with the C-clef parts (Figures R.3 and SA) and the re­
maining nontransposing instruments. the opening five measures of Figure g, I look 
like this in piano score. 

FIGURE R.9 Figure g J in PiliI/O Score 

_.dd \'Ill, I 

en poco allegretto "dd \in, ' 
CL I _ _ "dd \'I"!,I 

\~J~K;:;~I~~~i~~~~~~EL;. ~c~;, 

l'>c";;:~~~f-~~~-}~~~~:~;}1I;:~~~•.-
CeI!o . ...~, ... " ".'" _ - _ ---­

Regardless of your preferred performance medium. your ability to read variolls 
notations as presented here should greatly increase your musical horizons and music 
literacy by making available to you the means for comprehending music scores more 
complex than those for solo performance, 

Writing for Transposing Instruments. When the instrument name includes a pitch 
name. find the interval between that pitch name and the C abovc. For the clarinet in 
A. tbe pitch A LIp to C is a minor third, Therefore. the part for clarinet in A will be 
written a minor third above concert pitch. For example. for a piece in G major for 
clarinet in A and piano. tbe piano part \\ill be in G major (signature. 1 "harp) and the 
clarinet part in B, major (~ignature.:2 flats). 
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Since aboll! the mid-t\\entieth century. 111,111) compmers have been writing 
horn part~ \\'itll key signature~. Figure R,Rb so \\Tirrell \\ ould h3\e a key signature of 
one fla!. 

FIGL.:RE g.R 

(,U BJ CI.IIHlcl 

'ollnd,~~y~~;-,~~~]~=:=~~;~~ ~j=~it~;~~~;~~~..: 
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Horns may be in D. E". E and F. the la"t the most common. The part for a horn 
in F i~ written a perfect fifth abow concert pitch. 

ASSIGNMENT 8.7 1(/1 Write or name the concert pitch in each of these examples. 

II) Bb Clarinet I]: HOrIlmF 

(b) Write the note on the staft' that \\il1 sound the gi\cn concert pitch, 

1 I) B D Clarinet 1"1 Horn III f 

G l~·'. Cit 

In Appendix f: An~'\\ers to the- entire 
In the \VorkIJook: An,\vers to the entire 

ASSIGNMENT 8.8 Rewrite pre\ious part-\\Tiling examples for yarious instruments. 
(a) From Assignment 5.8 (1). illl in the two inner \oices. 

BJ Cia rind :-.~.'.. ~'... '.. #.. ­ ... -'~f­ .. ,*", ,. 

!.­ - ---­ .­
-~ -­

... ~-.-.~~..­.. ' .~- .~ 

! --­ ---­, _. -
._­ -~. -

Horn in F ¥.==I=".~-~-­ -­
.... -----­.. ---.~ 

, 

Cello 
IL 

_ .. --JI' 

(h) Using ()) from Assignment ).8. make a staff such as the one abme and use 
the following instruments. starting \\ith the staff: flute. \iola. bassoon (tenor c1efl. 
and contrabass. 

(e) Continuc with l.i) and (-1-). llsing instrumentation as cho~en or assigned. Ex­
amples from Assignment 6.1 (] may also be used. 
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Summary 

C cIerI locate middle C on the staff. 
The C clef on the third line is called the alto cle( the C clef on the fourth line is 

called the tenor clef 
C clefs are L1sed by a number of orchestral instruments. including the viola. the 

bassoon. and the trombone. 

The tenor voice. written in the treble clcL sounds an octave lower than written. 

often indicated by ~ . 
'( 

Some instruments are Trunsposing insTru!l1ents, such as the clarinet in B'. Each 
transposing instrument sounds its name when it plays its C 



The Triad in Inversion 

Rerien' "!/lI'ersion" Gild" Figured Bass " in Chapter 2. 

See the article "The Theory ofbll'ersion" at the end chopta 


Inverting a chord means simply placing a chord member other than the root as the 
lowest sounding voice. Except for certain types of music in a popular vein. the exclu­
sive use of roots as bass notes is rare, One such example is a well-known prelude by 
Chopin. a sixteen-measure composition without a single inversion. The first four mea­
sures are shown as Figure 9,1 

FIGURE 9.1 

Chopin, Prelude. Op, 28. :\0. 7 

The Triad in First Inversion 

Use of inversions has two advantages. one harmonic and the other melodic. 

1. 	 H{{I"nWl1ic: A triad and its inversions provide three ditTerent sonorities while 

using the same letter names (four for seventh chords). Thus, the easiest way to 

introduce an inversion is by arpeggiating the bass line. In Figure 9.2, Schubert 

uses mostly roots in the bass but makes three welcome changes in sonority 

where he places the third in the bass. 


169 
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@ FIGURE 9.2 

D: 

Scllllb,'rL QUiIHct (Treml!. D. 667 

2. Melodic: Without the inversions. the lowe'>t voice lacks any sen:-.e of being a 
melodic line. With inversions. the bass can become truly melodic. The bass line 
of 9.3 consists only of scale steps. made possible by the Llse of two tri­
ads in first inversion. Of particular interest is I-Iandel's determination to main­
tain a scale lille even though in measure 3 the bass note C: is held throughout 
the duration of the E G: B triad. 

@ FIGURE 9.3 

~~-t!r:;~-.2~.~---. -: Y=\u~--~-==~==-::~ ..if.~:-;~..i1- .,-=
f~ '-,t ·-'~~--~V· '-.:' '_ ­
i Pian~ £c ro. pian ge rLl b _ \01' tL , - III I 

Listen to Figure 9..:\.. a lead sheet \ersion of Figure 9.3 using a minimal harlllo­
nization (roots in the now there should be no question about the heightening of 
lllusical interest through the Llse of ill\'ersion~. 

Th" C: in the' ba" 
trcallll1?nr of tl1e S;;:\el1[l1 (B! 

be COlbide'rcd the' ruot llf C: E ie;: ) B. a se":,'ntl1 chord. . HU\\·e'\'er. thl.' 
(Chapter :' 1. On the' ,11~1l'r hallL!. the 

s;lU~ltion' such lh this a:'c not i111l1u,ic. In tile,,, 
cas,'s. spl'c'i/k analyses may not be 
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@ FIGCRE 9..+ 

In one of Mozart's most popular \\orb. first il1\ersions arc used to create a 
melodic sequence in the bass line. measures 1-:2. Also notice the initial inten'al in the 
nr,,' measure. the leap 01" a fourth from "third to third." \Vritten in only t\\O \'()jces. the 
harmonic I11mement is implied and should be quite clear. We ha\e added middle 
\oices (for analysis only--not for performance') in stemle,-" notation. 

CD FIGl'RE 9.5 
../ 

6 6 (; 

Root,: (J D G \ C D G F ,\ D (j 

Also effecti\l~ is the lISC of first imersions to create parallel thirds and sixths be­
tween the bass and an upper \'oice, Figure 9.6 \hO\\s thirds in measures 1-:2 and sixths 
in measure 3. The triad marked I~;will he di,;cLlssed shortly. 

CD 
~ 

FIGURE 9,6 

"lu7an. Sonata in D "lajor tur Pian", K. 311 
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In summary. inversions can crtCate 1110r..: musical interest by 

1. arp..:ggiating a triad (Figure 9.2): 

2. progr..:ssing by kap from triad rootlO im..:rsion (or n:verse). or from inversion 
to inversion (Figure 9.5): 

3. using a scale line in th..: bass. \vht:re the imt:rsion is found int":fmiltently (Fig­
ure 9.3). or \\hen inversions are in sllcct:s~ion (Figures 9.7 and 9.R): 

4. moving the bass line in thirds or ~i\tlb with an upper voice (Figure 9.6). 
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Like the bass line of Figur..: 9.3. thtC ba~~ IlIle of FigurtC 9.7 is mostly stepwise. 
Of inter..:st htCre i~ th..: Vr,~-I\, progr..:s~ioll,· In a ~eri..:~ of first inversions in which the 
bass I11OV":S stepwistC. an) chord progression may appear. ..:\en those that ar..: other­
wise uncommon or rare. In Chapter 6. \\e not..:d that the use of V-IV is limited. but as 
a succession of first inversions its Lise i~ l'ommon. 

(@) FIGURE 9.7 

(.:1~?~:~ ., .,~ --:: ~ - #I tti· :;,.~ - - ~ 
r~:--J~-J::-- ':::I--- -_'='--::- -1:_- ..- - - 71: - .. :: -.:- - . 

In another pair of first ill\ersions (Figur..: 9.8). th..: bass line in minor passes 
through:6 and :7. requiring the subdominilnt triad to be major. I\~. as it progresses to 

\,< Also note that IVr, is prectCded by V to btCgin the sttCpwistC Illotion in the bass. 

:(0) FIGllRE 9.8 
~ 

1;~tf~~7-.::=_~~ 1:­ ~ .::: 
L ...... 

- ii: _ til 

(r:J~~~:.~___ =-=-:~-~~ '!i=~j_ -- - - - _-. ____ tL __:~ 
)~----::.-------.---' .-._-: -. -.--­

I:r;:;reccf-cc~"c-~~~':'_ ~:: ~ :;~ 

\ 



The Triad in Second Inversion 

In Cl)ntra~t tll the libcr~d usc pi 1Ir't iIl\Cr,ions. tll-.: 'clllnd i1l\cr~i()1l j, J"\?stri<.:tcd to a 
limited number of dc\ icc,. Thl' i, beCIU,C the triad in sccond in\eI",ion con­
tain, a perfect fOllrth b\.'t\\cen (ile bas, and llne (If til\.' uppcr \oiccs, From \'ery carl) 
time, ill thc hiqury of Wc\rc'rn music. thc fourth ab(l\C th\.' ha" ha, hcen <.:on­
,iderl:'d a di'''lIlClncc. rl:'quiring 'pccifiL' reslliulioll elm! therel(1re limiting the \\H)' in 
which the imer,il1l1 can be u'eci. 

The Cadential Six-Four Chord Thi, cllllrd i, s(1nal1led becausc or ih t'rC'ljuency of 
us\.' at a cadcllce point. though it i, u,,,,d \.'o!1l111unl) in other l(1cations, ILlrIllonic 
1l1\l\ Clll\.'nt clilmin~lling ill a 1;-\'-1 l'aliellee i, ,0 COllllllOn that the progrl:'"ioll i, \'ir­
tually a "trademark" of tonal harmony. and for that re~N)l1 il \\ as \inually abandoned 
in Ihe nc\\ cunccph of musIC com[!'hition dc\cloping in the l'ar!y ycar, of the I\\enti­
eth ccntury, 

Look at the tri~ld marJ,.cd I in l),6, You -.:an ('karly ,ee til\.' ~pelling G B 
D in G l11~Ij\lr: yet. ii' asJ,.l:'d to t'lL' n.lot ollhi~ triad. 111o"t people respond 
SI (not incoITt'l'tly) th..: bel,' nulc [), TI1L'rL' lllu,1 he an (,\planation for this COI1­

lradictmy intcrprctation, 
Figurc \).9 denhllblrate, tl1e,c 

1. 	 In (/, thc "dis,()n<lnl" f\lunh ahu\ e' thL' \1a" i, clc:ul\ markcd, 

2. 	 In /J, thc progrc";'Jon to \' is ~lIul) Icd the \\~l) it 1(I(Jk\~t\\ 0 triads. I and V. 

3. 	 In c. thL' progre"illll j, thL' \\ ,)\ it sO!lllds~a V triad \\ith 
nonh:lrn1C1nic !nnc" a[1(1\ c its root ill IhL' ba.", 

Tr:; pbying (or listening to) l)c), \lopping al thc ,i\-fllUr chord, Thc nc­
ee"it) for re,>olutilln should he (lb\iuus, :\otc that tile ,i\lh (B) aho\c the bas" tonc. 
though con,onClnt \\ilh the ha", IWk' (DI. i, <ltthe' ",lIlle timc di,:-.unant \\ith the im, 
plied harmony. D F~ ,\, 

FIGLRE l),l) 
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Fur purpo,<:" elf analYSIS. \\e \\ill cllnslder the ,i\-fllUr sOJl(lrit) a:-, a triad tJuilt 
aho\c' it:-. !iftll, <1\ in l),l)/J, but in \\Tiling ,lIld Ii,tening. thc dissullant fUllction of 
the pcrfect fourth abo\ c the ba~' ,hlllltd ah\Cl:" he' J,.Q11 in mind, 

http:marJ,.cd
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EYen though the fourth usually re~ol\e~ dO\\n. it is occa~ional1) seen moving in 
the opposite direction 9.10). 

FIGl!RE 9.10 

H~Il1Il; \1cntlchsohll 

\~,e~ 1_,-~~~ ~";i~: ~ -
I:'):~ :~ :~~f==:o.,,:~==::::::::::.=_---. 

F: 

In duple and quadruple time. the cadential six~follr almost iJ1\ ariably occurs in a 
"tmng rhythmic position. allo\\ ing the en~uing tonic. root in bass. also to occur in a 
strong rhythmic position. ,b in Figure 9.10. In triple time. the six-four may also ap­
pear on the second beat of the measure. followed by V on the third beat leading to I 
on the next strong beat ( 9.11 ). 

FIGl!RE 9.11 

H;'Il1Ii: St. \Ianin's 

The Pedal Six-Four (Embellishing Six-Four, Auxiliary Six-Four) Here the bass note 
of the six~four is held mer or repeated from the bass note of the preyious chord and 
continued into the chord of resolution. The name derives from a nonharmonic [one. 
the poillt or pedal. in \\hich the bass holds a tone regardless of the har­
mony above it. The pedal six-fom j" I11mt commonly fOllnd as I~IV':~I (Figure 9.12). 

The terms t'/Ilbt'llishing. (il/xiliun', and neighbor "ix-four pre~ellt a different in­
terpretation: The bas~ note is a chord fOne abme \\hich there is movement to and 
from a nonhannonic tone (neighbor IOnes. 9.I:'h and 9.13). 
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FIGURE 9.12 

'H .---,r_____,,__ . (f6~_ :.:. ' 
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@ FIGURE 9.13 

\Io/arl. COlleen" '\(1. for Pianl1. K. )9) 
Larghetto 
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I .---........-.-. 


\ I 

~--- ~.. -

'I P 

IlF('~'J-?.~ 
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! 
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The Passing Six-Four This six-four is found betwecn a triad in root position and its 
first inversion. or the reverse. and differs from the utheh in that there is no re~olution 
of the perfect fourth. Rather. the root of the si \.-four "ollority (G in Figure 9. 1-'l) func­
tions as a chord tone sllstaincd from thc pre\ ious chord. the remaining tones acting as 
non harmonic tones. 
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FIGLRE LJ.I-J. 
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(CD) FIGL'RE 9.1.:' 
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The Illo~r cOlllmonl) u,eLi ,i\-I'ollr~ ,Ire II) [he l-V~-L or re\'t~r,e, 
(21 the 1\'.-1 i to he studied ill Ch,lrrer 1.'. and! 3) OCc<l,jl)na1Iy the i\-i" \,;. 
shown ill Figure LJ.16. '\ote the lad. uf a G III the lir,l i" all(1\\ ing the two B \ to func­
tion as l1onharmonic tOlle~ in the i\ triad. 
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You are not likely to sec any other \ ariel) of a passing six-four. although there 
is always a possibility, such as this unusual passing \'i ','from a Bach chorale. 

FIGURE 9.17 

Bach. "Bcfichl elL! dcil1t' \\'cgc" 1#211 
r.­

-
.-~--=-~~~- ~-­

• • 
I ... ___ .­ -

•----.--­~~~-==----:---''-'''-------'~--~- • 

1\c: "j \ \~ 
2 

ASSIGNMENT 9.1 Idcntifying triads ill illn'r.lioll. Each of these music excerpts 
includes one or more triads in tirst and/or ~econd ill\ersion. Locate each inversion 
and describe its use. For first iIl\ersions. check the summary on page 172. and for 
second inversions. name each as described on the pages immediately preceding this 
assigment. 

@ (1) 

\Iu/art. Sonata in.-\ \Iaior for Piano. K. 3.' 1 

.~ '{kd?"':'~",-.· ~~. · • 
-I • 

"1 

(2) 

Allegretto 

\'iola 
---.-- .----, . .­

Cello J i '-~~'---:;'______ ~--~-~~=----ii--=~=----='- ---~,~­
P 

~z----~­
Bass ,/-4----. .--- -.-- --=­ ---==~-:-,...... 

p 
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Beetl1()\ en, S\l11phon:- :-';0,6, Op, 6S 

\'iolil 

Cello 

p 

@ (7) 

Verdi. Reqlliem 
_\Jlegm 1110110 

It',,::=;:;~=----I!:="'~ 

In :\PfJetlcli\ E: The ans\\ el' to I I} en, 

Writing a Triad in First Inversion 

Any doubling i~ po~sible in a first inversion (e\en the leading tone under the right cir­
cum~tances, see page 252). but we \\ill start with the conventional doublings. that is. 
those which are most frequently used, 
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Major Triads The soprano note is doubled. with one each of the remaining triad tones. 

FIGURE 9.18 

I in soprano J lfl soprano ') lf1 ;opm110 

double I doubk ,'I uoubk 5 

Minor Triads Although the same doubling applies to minor triads. it is also common 
procedure to double the third. 

FIGURE 9.19 

uoublc I or -' double.' double 5 or -' 

ASSIGNMENT 9.2 Add alto and tenor voices in these first-inversion triads. Write 
each in both open and close position. except where vocal range will not allow. 

solution 

• (I) 

6 6 6 



The Triad ill Im'ersiofl 181 

In Appendix E: Answers to 17 
In the vVorkbook: Answer, to the entire 

and 16i-17} are 

Writing to or from a Triad in First Inversion 

When progrc.,,,ing from a triad in first inversion to a triad in root position (such as 
V6-I). or the re\ersc (I-V6). you are most likely to a\oid parallels and other problems 
by first writing the two \oices that lead to and from the doubled note. These two 
voices can move in three different ways in relation to eaeh other. 

1. COllfrOlY motion: The two voices 1110ve in opposite directions 9.20u 
and 9.21a). 

2. 	Oblique motion: One voice remains stationary while the other moves (Figures 
9.20/J and 9.21b). 

3. 	Silllilar motion: The two \'oices I11o\e in the same direction (Figures 9.20c and 
9.21('). 

FIGURE 9.20 

obliql:e ,imilar 

6 

G: \, 
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FIGURE 9.21 

~ _~-7 12 J!2 
. --~::O (;) 

J!2 (9­

6 (, (, 

C I \­
6 

c;: 1 \ 6 C \­
(; 

It is always best to use contrary or oblique motion in approaching and leaving 
the doubled note_ In Figure 9.22, contrary motion is lIsed exclusively at every occur­
rence of a triad in first imersion_ 

FIGURE 9.22 

\ ~~:':~e: : J-:-~:-
i 

Ib:~~c~ ~j. 
6 

_'\: (\ I' \) 1\' \ 1\ I" 1\- I \:i '(, I 

Similar motion is ordinarily necessary only in unusllal cases when one voice 
mllst he brought into a better range or to effect a change of position. 

FIGURE 9.23 
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I~12?",._',;____---J 12 
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The 111o-;t eflicicnt procedure for part-writing to or from a triad in first inversion 
is a,; follows (Figure 9.2-+ I: 

Step J. Compll:tc the fiN of the tv\ 0 triads. 

Step l. :\pproach or re<;ol\e the doubled note by contrary or oblique motion if 
po,>sihlc. 

Step 3. Fill in the remaining voice with the note necessary to produce normal 
douhling. When the doubled note moves contrary or ohlique motion. the 
remaining voice usuall~ mO\eS by step or remains stationary. moving 
by leap. 

FIGL;RE 9.2-+ 

"rep .-; 

\~ 0 

.12. 

1.LI~-;; 

ASSIGNMENT 9.3 Write pairs 01 triads. Where possible. \\rite the example in both 
voicings. a., .,ho\\11 in Figure 9.2-1-. Place the chord number helow each bass note. 

(:E=.... 
f~ 12. 

?;~ 
:'lj 

iio -----­

.. ~---

.2... .. ___ ............. -­,~ _-~o~__~__ 

6 

In \ns~, CI"; to ( I 
In the \ \'ur"h()()f::'\n~\\ ers to the' entire 



, 

184 The Triad ill lllrersioll 

Writing Successive Triads in First Inversion 

When triads in first inversion arc llsed in succession. it is impossible for each of these 
triads to be found \\ith the u~ual doubling in the same pair of voices. since parallel 
OCla\es and tifIhs will result. 

FIGURE 9.25 

(;~:~~ 
) ~\ C' )Ih, 

(~:~._IL=..-==="'~ 
h 6 

To avoid these. use a different (k)llbling for each triad in inver'iion. if necessary. 
In a most instructive example. Figure 9.26. Bach has successfully handled three 

successive first inversions. including :6 and in the bass. He has avoided all the 
"booby traps" by carefully choo~ing his doubled notes. a different one in each triad. 
As a result. each doubled note is both approached and left by contrary motion. Study 
this example carefully. because in your work in inversions. you arc unlikely to en­
counter allY problem more difilcult. 

FIGURE 9.26 

Bach. "0 Herre Gmt. 
dein gc111lich, Won" I;> 141 

rool .'ithclouhlcd nt>t~: "rd 

When selecting doublings. be sure not to double the leading tone or any altered 
tone. ~otice the :6 and :7 in Figure 9.26. Neither is doubled. 
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ASSIGNMENT 9.4 Write examples of successive first inversions, 

., ., 


6 6 6 

6 6 	 6 h 6 
(I 6 

In Appendi,\ E: Answers to i 1J-(31 are 

In the fVorkbook: Ansli'ers to the entire are 


Writing a Triad in Second Inversion 

The ambiguity of the six-four triad, a sonority that appears to be a triad with tones 
that function as nonharmonic tones, places limitations on its doubling and its part­
writing in a progression. 

Doubling The fifth (bass note) is ordinarily doubled, 

Approach and Resolution 

1. 	 Cadell!ial: The bass note is /lO! approached from the same tone or from the 
leading tone, In resolution. 6moves to 5above the bass. and 4. move:, to .3 
ure 9,27a). 

2. 	 Pedal: Motion above the bass is usually stepwise. (Figure 9.27b), 

3. 	 Passing: The "dissonant" fourth remains stationary (Figure 9.27c), 
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FIGURE 9.27 

(a) CJd~ntial 	 (/>; Pedal Pa-..sing 

6 	 6 ---7 5 5 " 6 6 
-l 3.'"' 

F: 1\6 16 \ c: 	 C: I \ 166 
.+ -l .+ 

ASSIGNMENT 9.5 Writillg sixIotll' chords. Numbers 1-3 are cadential. number 4- is 
passing, and number 5 is pedal. In number 6, bass line only_ supply three upper parts 
and include one example each of the three types of six-four chords, 

l-'~i!~:-!~:-J~-=-~::=.-~-:-
(1)' i.2 i 

6 
.+ ~ 

6 6 5 
-l , 

6 i1 
-l 

(1 (1 

.+ 

(F~~:;ti!-=-~_ ~ ~ ~~~-- -_­

___ ..il'1~~2IT~:-=-'; ...___:,C:'~''~_-~-;-'~'-.":-="~;~__ _ 
6 () 

-l .+ 

In E: An5\\eI'5 to (1) and (5) die given. 
In the IVorkbook: AI1S\\ers to the enUre 
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Other Part-Writing Considerations 

Before we continue with phra"e-Iength exercises. three additional observations ap­
plicable to any part-\\Titlllg procedLlre~ \\ill make your efforts easier. 

The Melodic Augmented Fourth Thi" inter\~l1 is Lhually avoided in melodic \\:riting 
and. therefore. ,;hould not appear in any voice line. Both tones of the interval have 
~trong resolution tendencie'-.. the upper re,ol\ Lip and the lower resolving down. In 
a melodic leap. hoth n:"olutiollS cannot be accol1lmodated. and the undesirable large 
leap l11ust continue in the same direction (Figure 9.2ga). 

The problem is easily solved by using the augmented fourth's inversion. the di­
mini"hed fifth. thus allo\\ing the melodic change of direction (Figure 9.2gb). Ho\v it 
\\orb in a practical application. IV~Vh' is "cen in Figure 9.29. 

FIGURE 9.2S 

o-----~ 

\~-s 

.\1 

d5 

FIGl'RE 9.29 
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~e-

\ 

-'\-t d5 
Pnu! Belte'r 

Overlapping Voices These can be illustrated better than described. In Figure 9.300. 
measure I. the bass note D 1110\'eS to G. but the G is higher than the previous tenor 
note. The"e are o\erlapping voices. and they can occur between any pair of adjacent 
voices, ascending or descending, Correction is sometimes as simple as changing the 
direction of one \oice (Figure 9.30a). Otherwise. change the triad position at some 
point berore the o\erlapping: . A good place to change position is at a repeated 
triad. as in 9.30h. 
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FIGURE 9.30 

Poor Better Poor Beller 

change po,ltion 

Unlike parallel fifths. overlapping voices are not to be considered completely 
unusable. They. along with crossed voices (page are often useful when creating 
melodic lines using inversions and nonharmonic tones. as will be shown later. 

Hidden Octaves and Hidden Fifths (Direct Octaves and Fifths) A hidden octave 
occurs when two voices progress in similar motion to a perfect octave. A hidden fifth 
occurs when two voices move in similar motion to a perfect fifth. Although not paral­
leL they often produce the aural effect of parallel movement. 

FIGCRE 9.31 

Hidden octaves and fifths are a problem ollly when they occur between the two 
outside voices of a composition (soprano and bass in four-part writing). Even then. 
they are acceptable when (1) the soprano moves by step. as in the perfect authentic 
cadence. soprano with bass descending (Figure 9.32a). and (2) when the bass 
moves by the interval of an octave. considered the same as a repeated tone 
ure 
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Bach, Bach. 
"\(11 dich hah I,:h" 1#11 ~ i ""I GOtl I1wln Schild" 122 i 

!ill ....... 

\~-;,-1"~ · 
I'<?e_,,~.,.·-

- -
11..,:_'__,. 

[n other circumstances, a hidden fifth or oct,we between outside \'oices is not neces­
sarily entirel~ unusable but should be chosen only after careful cOlbideralion of its 
aural effect. 

ASSIGNMENT 9.6 
1(11 Write c\tcndect exercises (the soprano alld bass [incs are giycn). :'vlake a har­

monic anal,sj" 

til II 

~:.Il____'I=~~ 0 

-:; 

h (1 

(:&;J 
II 

tII­r @.i 0 

?":~J~~_ ':'. 

til 

o..=~: 
~?T" 

6 .'i 
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\~f"~'-T ..,-. 
, (,i) 

(-~-7~7~;1_0i==T#-~c.;,~~~··--~.. -. III . . ~.'."~ ..... • 

11 f, 
.!.! .! 

(Revic\\ 9,26.) 

1':'\ r:'\ 

•.t# .• ~j\-,-':-:~{' ~ • • • _ •• ,,~~==:S~~.. __ 

( ~~:~~::-£1.._ )U; ~...':.x~ III ..••.•...=-~.;:~.~._:.~.~.=.~"~-=~.. ::?i-=~III III .1IL~/ ;--~~ ­
---.~ .-...-~' 

x 6 6 6 

(bl The bass only is given, Write the soprano line and fill in the alto and tenor 
voices, :VIake a harmonic analysis, When you \\Tite the melodic line. be sure to follc)\\' 
the procedures of good melodic writing as described in Chapter 7, Choosing a ,,0· 

prano note at random simply because it fits the designated chord rarely produce:-­
worthwhile results, 

(, (, (, 

, ,
III 

"" 6 :i 
-l :i 
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.• 
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-:-...... 

Altematire methods of soluti01l 

1. 	 Write any exercise on four Slel\C" (open score L llsing correct transposition for 
the tenor voice. Don'l forget to u~e correct stem dircctions when wriling a sin­
gle \oice linc on the staff. 

2. 	 \Vrite any excrcise in open ~core. using treble. alto. tenor. and bass clefs. read­
ing from the top ~Iaff down. 

ASSIGNMENT 9.7 Purt-\rririllg jC)} illSf mil/ental ensemble. Add inner voices to the 
following example. For additional experience. rewrirc exercises from Assignment 9.6 
for instruments of your choice or as assigned. 

Eb ,j.,ltu Scl\ 

Melody Harmonization 

\Vhen harmonizing a melod: using in\er~ions. you must decide which triads will be 
in ill\ersion and which \\ill ha\c the root in the bas~. Theref(lre. write the complete 
ba~s line tirst. before the inner voices. 

When the bass moves with the soprano. their related movements can be in any 
one of four directions: 
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1. COlllnllT TlWriOIl to each other 

2. 	 Ohlique /IIori(JI/-~soprano stays on the same tone \\ hill' bass Il1O\Ces. or soprano 
moves while bass maintains the ~ame tone 

3. Silllilor morioll to each other 

4. Starioll({rY lIIotiOIl-both ~oprano ane! bass repeat their tones 

FIGURE 9.33 

Ii/) 

til- .--tJi­
-:=-"":--=-~:iF\t''''~" c ","c 

r~l}c~_c~._~_c~-~ 

contrar:: mntion obiilJUC mot inn :-,ill~i1ar rnOTH)J1 ",[atlOl1ar~, 

rnoti,)11 

Of the four types of motion. contrary and oblique are the most frequently used. 
Similar motion is very effecti\e for il1lenals of third:-. or sixths between soprano and 
bass (see Figure 9.6. bracketed voice;;) but otherwise should be u:-;ed \\ith care. avoid­
ing parallel or hidden octa\ es and tifths. Stationary motion. having no melodic or har­
monic motion. is linle used. 

The chorale in Figure 9",~4 uses l. IV. and V only. Here is the count of the mo­
tions between outside voices: contrary. 3: similar. 3: oblique. I. ::\ote that the similar 
motions occur during a repeated triad. as thirds between soprano and bass. and in the 
V-I cadence. 

FIGURE 9,J4 

C COlltrarl 
S '" SlIll!li& 
o 	 Obliqll~ 

As a final te~t of the chosen bass line. play or sing (t\\O persons) ) our s('prano and 
bass line, only. The sound of the Iwo-\oice compo~ition should be musically cffecti\e. 
ewn withoullhe inner \oices. as already demonstrated in the Vlozart example. Fi12ure 95. 
Try Ihi, on Figure 9c34. or on all: other Bach chorale. 
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ASSIGNMENT 9.8 AnalYsis (~llllUtioll betH'een outside mices. Using music exam­
ples from this chapter. indicate each motion by C (contrary). S (similar). or 0 
(oblique). as in Figure 9.34. Count the total number of each motion. Also count the 
number of similar motions involving parallel thirds or sixths. Be able to discuss the 
significance of these statistics. 

C S o S: 3rds or 6ths 

Emmp/e: 	 Figure 9.34 _1_ _1­

Figure 9.5 

Figure 9.7 

Figure 9.11 

Figure 9.17 

In E. Anslle'rs to the' entire are 

ASSIGNMENT 9.9 lvfe/ot/y harlllolli-;arioll. Follo\ving directions from Assignment 
6.11 (page 125 J. first write the bass line using roots only. then decide where use of 
inversions will be effective. with special attention to the motion between the outside 
voices. Each exercise asks you to LIse certain inversions. but you are not limited 
[0 these. 

(1 J esc [\\,0 different six-four chords. 

\~OC ~--"'... ~~~~~~~~==1-.-+-',... ­

t 
en l'c;e :6~:7 in the bass. 
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(3) Use a pedal six-four and a measure similar to measure of Figure 9,6 
(page 171.). 

. $1.. .L .. -~.-
~.._--- -_..- ~................~........ ~~----.......~ 

----~ 

I - - -­~ 
I 
I 

(4) Use a V()-IV(l progression and a cadential six-four chord on a \\eak beat. 

Keyboard Harmony 

ASSIGNMENT 9.10 Play any major or minor triad in first or "econd imersion. with 
any member of the triad in the soprano. As in pre\iOliS keyboard performances of sin­
gle triads. play each triad in imersion with three notes in the right hand and one in the 
left. using correct doubling. Example: Play the first inyersion of the D major triad. 
with its fifth in the soprano. 

FIGURE 9.35 

Silent Find find 
rcrnainin~ note C0111ph:te ~riJ(!

i31 • (4) 

Play these triads or others as assigned. Soprano note is indicated in parenthesec,. 

First Imersion: 	 Major-O 1). E,( 5). An). BO). D'( 5) 
Minor-D( 1). G(5). F:(3). B'( 1). D:(5) 



---
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Second Inversion: )). F( I). G,(5). E( I). C(3) 

\1inor-A( I). F:(5). B(3). G:( I). EJ( I) 


ASSIGNMENT 9.11 Play these in each major and minor key. The first 
three arc wri11en Ollt. Also. try each exercise beginning \\ith one of the two other so­
prano position~ of tIle opening Ionic triad. 

(I) 

I'c;:
b,1'_"-: --~:-Jl'-,:::-=--=="=-~--4I'--------C:_--::--9', ~~=:=:;jI!- =:--.--- -!_J 

\ \ 

\~et! 


I,~:~.~~ " 
\ \ \ \ (,h 

(3) 

\ \e, 

(-+) IV V I: I iv VII> 16 

(5) IVe, I: I I VI> IVI> VI> 
(6) IV 1, V 1: 1\ i ~) V 

(7) IV(; J" V I: I IVh VI 

1\ 
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Summary 

A chord in inversion is one in which some tone other than the root is the lowest tone: 
in first inversion. the third: in second inversion. the fifth, 

Inversions are valuable for creating bass lines with melodic interest greater than 
that possible with chord roots alone, Specific devices made possible are melodic se­
quences in the bass and parallel thirds or sixths between the bass and an upper voice, 

When first inversions are used in succession. any resulting chord progression is 
usable. including V ~IV. not ordinarily found with roots in the bass. 

In a minor key. the bass line ascending through :6 requires the use of the major 
subdominant triad. IV. 

The use of ,econd inversion is limited because the interval of the pelfect fourth 
above the bass is considered a dissonance. requiring resolution to a third above 
the bass, 

The second inversion is used principally as a cademial chord. resolving to V at 
a cadence. Other uses are the pedal six-four and the passing six-foul'. 

Conventional doubling in first inversion is the soprano note: in second inver­
sion. the bass note. Successive first inversions require differing doublings as needed 
to avoid parallels. 

Part-writing inversions is best accomplished by writing to and from the doubled 
note first. 

When inversions are used to harmonize a melody. contrary and oblique motion 
between the outside voices should be the most frequent. Similar motion is effective 
when soprano and bass move in parallel thirds or sixths. 

ARTICLE #8 

The Theory of Inversion 

The that a chord can be inverted-that for example, E G C is the same 
chord as C E G, only inverted-appears so obvious to us now that we assume 
the concept nlust have been known to the very earliest composers. In reality, 
however, the seemingly "simple" fact of harmonic invertibility became for-

Iy established only in the year 1722 by Jean-Philippe Rameau (1683-1 
in his Traite de I'harmonie reduite ases principes naturels (Treatise on Har­
mony Reduced to Its Natural Principles). 

To understand why the concept of the chord and its inversion came so late, 
we must once again look back to the beginnings of composition in Western 
music. The earliest known music is melodic, that of the chants of the me­
dieval church. 
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Gr<:goriull Chanl" 

~~~.'~~~ ~~:-~-=-~--=~ ..-.....--.....~ 
Li ra Ille. Do mi ne 

in the ninth cen­
than the original melody 

OrganUlll. 1{50 

"'It gil) - n Do ITII Ili. ill 

This simple device of sounding t\,I,'O melodies simultaneously, known as COUf1­

terpoint evolved fil'st thmugh independence direction in the 1\-vo lines, 

I I th cenltJr\ -

l..'un etl - po - ten" g~ III [Or de 

then ,vith independence rhvthm, 

ca. 1:00 

~, ~~~~.\'~.~t-.~u~--,- ~--#I-::~_~~~=-'"mm
'V . /"'- ..~. i·--········· 

\ 

I~~::-_------==-~.. . .•.... ~ --.-.-~-'.-={-.--
...._._--' 

follmved by the ition Illore and more melodic lines, 

These iir~t ii\ e excerv:s dce p,>emi"sioCi of Han a rei L 11" 
Mass., from DaliSon and Ant!Jo!og\ 01,\ 1usic Vol. J 11 Y'+9;. 
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and reaching its culmination in the polvphonic 
writing found in the masterworks sixteenth 

(~~~~ _-:~IL 
)~~. 

I~f-':-~;;;-~ -~ 
~lU 

- ~I.Y 

~ 

12­ ~ <9-'­ .- fl. 

.'....._~I...:--

~J~~i~=--1L~~~~~~~!~.~~;---=!!f "­
rc". 

Dc i ' ra elU 

Dc ta ri ... au 

~ 

ti" 

1"1..'-", 

rc"." 

res. 

125() 

~Hl 

'I.Y 

-,I." 

-0' 

Dc 

: contrapuntcll 

"". -

0' 0 

lL>., III 

In all these developments, the primarv cornpositional concern was the set· 
ting of voice lines nst each other, The harmonic aspect was controlled 
exclusively by making sure that intervals above the lowest sounding notes 
were consonant with these notes (though specific clissonances in well·de· 
fined situations vvere allowed). Hence, the first vertical sonoritv in meaSure 4 
01 the Palestrina example we would call a 0 minor triad, but in the sixteenth 
century it ,voliid have been described simplv as a minor third and a perfect 
fifth the 0 in the bass, On the fourth beat of the measure, we see from 
the bass up the notes C E ;\, to LIS the first inversion of an A minor triad, l)llt 
at that time a major third and a major sixth above the C in bass. Onlv the 
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major tl'iaei oCCLlI"I'ing elt the enei at a compositioll \\JS given eln ieientity, Jnei 
cJlled the triclS hclrmonica Ihal'llloilic tl'iadl. 

The impetus of pel'formance ancl composition through the use of figurecl bass 
(see the article "Figul'eei Sass" ill thi., chal)tcl'l heightened awal'eness of the 
heHmonic aspect of Illusic. :\\alw theorists clul'ing this time attempted a ratio­
nal explallatioll of this ne" concept. but none was successful until the theo­
I'ies of Relilleau appec1l'eel. apPI'O>--illleltelv 125 \'eeHS after the introciuction of 
the figul'ed bass. Rallleau's pl'Oof of the imeltihilit\ of a chord or of an intel'­
val "as cll'rivecl at thl'Ough the principle of the "iclentitv of the octave." III the 
interval of the octave, the t\\O notes sound iclenticall\'; ther'ctore, the octave 
actually represents a single I)itch of the same name, It should follow that anv 
interval of a chord that is chJngeci onlv Iw all octa\e tl'ansposition of one or 
IllCll'e of its Ilotes has IlOt I'eall\' been challgecl at all. 

Thus, E G C is C E G, the saille triad bllt in a different form, the fil'st inversion; 
and GeE is C E G, but in secollcl imel'sion, 

But why is C the funclamental note of this triad. rathel' thJn E or G? The an­
swer' to Rameau \vas basecl on an acousticell phenomelloll \\ell known as far 
back as early Gl'eek times ancl saicl to have been cliscO\'el'eci by Pythagoras 
(sixth century B.C.l. We take a str'ing that "hell played sounds C. If we press a 
finger at the halfway poirlt on the stl'illg and plav all one half of the string, the 
note proclucecl is another Call octave highel', If we place the finger to clivicle 
the string ill thil'ds allcl plav on aile thirei of the str'illg. we get the pitch Gall 
octave ancl a fifth above the origincll Ilote. Here al'e the pitches clerived from 
the first six clivisions of a strillg sOLlllciing C. 

Di\ ]"iOll." of a String 

,'~==*~~l!-~~" ,,''''' 
"------:-t~!=-~ 

\\ hole "tring c 
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Rameau ohserveci that each note cl'eateci by ciivicling the stl'ing WelS directly 
relclted thereby to the entil'e string, the soul'Ce from which the upper tones 
,He derived. In OUI' illustration, the triad c e 1 gl is derived flom the division

' 
of ,In original stl'ing sounding C. c l is in an octave I'elationship to the original 
C; it thel'efol'e represents the fundamental or genel'ating tone ami becomes 
the root or funciamental of the triad, no matter in \\hat ordel' the triad notes 
are arr,lllgeci. 

Allother Jcoustical phellomenon, the overtone sC'ries (desGibed in Appen­
dix CJ, displays the same releltiollShip of intervals as that (ound in the divi­
sion of a string. Although it was cliscovel'eci by Joseph SauveI', a blind and 
deaf music theorist, twentv vears before RameiW's theories, Relmeau, once he 
had become acquainted with it, pointed to the ovel'tolle series as further con­
fimlation of his work. In the followillg overtone series on C. the C E C triad 
appeelrs as partials numbered 4, 5, ami 6, compeHable to the foul,th, fifth, and 
sixth divisions of the string. 

\~n .~. ~~~;- : u(j}~__ ~~--~~~-= 
0---­li:&~~~ 

c E G 

Intervals are invel'tible in the same manner. MO\ing the lowel' note up an oc­
tave or the UPIJer note down an octave chztllges the illterval only by the ratio 
of 1:2, Since this ratio indicates the octave, which in tum represents the fun­
damental, the two intervals are im'ersions of each other. Pel'fect fifths and 
perfect fourths are inversions of eelCh other; minor thirds and meljor sixths are 
inversions of each other. 

h I() 

o ____ 
.0--­

~:-l = 1:2 :;:10=1:2 

Having found that all chords have roots alld that the mot remains constant 
when the notes are I'earrangeci, Rameau next sought to discover the underly­
ing principle goveming the pmgression of one chol'd to another. Rameau SJid 
that these progressiollS are bJsed upon movement of the roots of chords, 
""hether or not those roots Jre in the bass. In looking at the intervals from the 
division of the string and from the overtone series, he Iloteel that the first in­
terval to appear above the fundamental and its repetition, the octave, is the 
fifth. Therefore, root movemellt should be best whel1 the roots are a fifth 
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apart. This can be shown by taking a piece of music and extracting the roots, 
placing these on a third staff, as in the following example. It should kept 
in mind that there are three ble root movements: by fifth, by third, and 
by second. According to the theory of inversion, the effect of the fourth is the 
same as that of the fifth up to F is the same as C down to F)' the sixth is the 
same as third (C up to A is the same as C dO'vvn to A), the seventh is 
the same as the second (C up to B is the same as C down to B). 

Hymn: St. Anne 

CEG CEG FAC CEG ACE DF.-\C GBD CrG 

~rh ~lh :'irh 5th 
prhl 

In is part of his theory. Rameau was correct; subsequent analysis 
that in the music of almost every composer during the years 1600--1 
majority of root movements were by the interval of the fifth. Rameau's rea­
soning that root movement by thirds should be next best and root movements 
by seconds least best has been reversed by the practice of composers. 

But on the whole, Rameau was eminently successful in discovering satisfac­
tory principles of chord construction and chord progression. Chords 
roots that mayor may not be in the lowest sounding voice. and chord suc­
cession is a function the movement of these roots. movement by the fifth 
being best. These principles allow us to identify a chord by numbering 
the chord according to the location of its root in the scale and to study re­
lationship of chords through the movements of r roots. 

Music written after the time of Rameau and up to about 1900 can, for the 
most part, be studied and analyzed the principles first outlined by Rameau. 
It is because of this and in spite of the large number of composers and 
diverse styles in this three-century span. that we can study the music of this 
period under the single subject heading of harmony. 
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ARTICLE #9 

Figured Bass 

r-hunclrecl-year history. figured functioned in three distinct 
musical endecl\for, It solution to a performance problem; 

ng Baroque era. it n important compositional 
fi Iy today, it serves as a in the ledrning of 

and part-writing, 

Its histol"y dates hom the Idte s centurv, You will read in the 
"Another Metrical Concept." in 1S. that vocal music of the time was 
written on separate pages for each voices, And although much of this 
music was written without accoIT1paninlent id cappe/fa), it was the custom 
of the time to include instrumentalists informally, playing any or all of the 
vocal parts 01' even plaving them without singers, The perfOl'mance problem 
vve have spoken of arose when keyboard plavel' tl'ieel to read all sep' 
arate I)arts of a WOI'k simultaneouslv when performing it with the ensemble, 
The problem was compou by iact that in this pl'e,seventeenth-cen­
lury ITlusic each line was a odic line, and all the lines wel'e superim­

on each other to create a Iltt' I composition (as we will see in 
the Palestrina excerpt in "Another Metrical 
mentioned), 

A solution to the dilemma came when someone 
us the bass part only writing numbers under or over certain 
to indicate the intervals notes, The performer quickly 
the intervals above the and plavecl these notes as a group-as a chord, 
As the music evolved, succession of chords harmonized the contra­
puntal composition, even though it \\as in direct contl'ast to the melodic in­
tent of the composition, 

Although c1 concept of harmon\" ,1S opposed to one of call nlerpoi nt, \NaS sti r­
ring in the sixteenth century, this prClctice 01 playing frolll a bass-of 
preparing a solo line a reel bass line-actually provided composers 
with the impetus to write chordallv. The first such music in this was writ­
ten by Lodovico in or about the year 1596, The 
accepted and most composers, and thus 
counterpoint as characteristic of music. 

The following example is i!"Om Caccini's Le /\/UOI'(::' 

Music)' published in 1601, Only the vocal solo line and 
figuration, called continuo 01" basso continuo, were written by the composer, 
The rest of the notes one possible interpretation, cal a reafizcl­
tion, of the figul'ed 
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EMly figured bass eXLI slich d5 til(ll of ClCcini, often 

higher than 8 to indiCclte compouncl intervals :10 = [he + 3rel1. 

in certain circumstances, 1 Itl numhers were soon cii:;ca 


6, could plLI\ the i\til bLIss in anv con­
venient octewe, 


Composition using figu bLISS continueci thlo III nth 

century anel included mdllV of the \ocil Llnel instruillentcil works of 

Bach, Handel, and rtf'S. 


- . .'-'~ .~....-". ­ - ­ .... . :;- ­ - .:::" 
~.-- . ­

:'\ 

" 

- ._-_.. 

_#. _, ~_t:!!_,~Jl 
~-

" ./' 



204 Tile Triad ill /lIl'ersioll 

\"-.J ;:::­
" *':..II.~~ "=-. II .'~. 

),~ ..;oo ..­.. -(j..._ II 
-­ , .. ­

~~.=-...~ .;
---,=;:::;;;;'-"~ .~.-

\~'-£~~~:r~,,- _. 
),.~,~.!i~---=~_~__ - -
( ---'~ II':'~ ... ' 

" 

kevboarcl perfmmer's of this improvised over the 
figured bLiSS I to purchase a copv of the score 
with the keyboard part al written out. if one purchases Han­
del violin sonatas in two ciifferellt one two clifferent keyboard 
realizations, There is no reason, however, \\'11\ any player cannot improvise 
or write out a part fm arl\' figll bass composition, 

When looking at original figureci bass lirws, one notices that the method of 
\\'I'iting for bass varied irom composer to composer, For example, the 
markings :6, 6+, and ~ all mean the 5a'11e thing, SVlllbols ar'e oiten missing 

the composer thinks h,lrIllOm is ob\'iollS, but at limes they are pre­
sent when seem unnecessary, The symbols shown in exam­
ples in this book are authentic to their h:storical but of 

cannot be to any olle composer. 

With the end the eighteenth centu!'v, recl together with improvisa­
tion and casual interpretation the music score, a thing of past. 
Composers novv wrote whdt , and since that time 
it has been an artistic !lecessitv for the performer' to 

the composer's intentions, But twentierh century 
seen a improvisdtorv casual dspects of particularly 

irl scores fO!' aleatoric music, which both periO!'mers 
of what to plav and how to play it. 



Harmonic Progression; 
the Leading-Tone Triad 
and the Supertonic Triad 

By "harmonic 

harmony once ,oLlndcd i,. of cOllr,c. fol!O\\ ,'d b~ :llwthc"L hut \\ hiL'h one ~hoLild it be? 

Is there any panicular order") Arc ,on,e proiCre"iolh fa\llrcd 0\ cr otber<) Doe~ it rc­

ally make an) dillercllcc') 


Root Movement 

Progrc,sion of chords. ()l1l' to anoth,'1". is :\1\\ Cl), de,crihcd in term, of root 1ll0\l' ­

lllenh-ti1at i,. the intcnallic di,tancc bct\\ecn Ilk' rout'- l)t the t\\O 'L1l'CC"j\ l' chord, 
in 4ue,lion. n:gardlcs, of the actual hass note, (il1\ er,iolh I used. Imenal!ic di,tance, 
betwcen chord roots can hc only three: the rifth. th,' third. and thl' ,ecol1d. The fOllrth. 

the si.\th. and the sc\enth arc nk'rd) in\ersiolls of thc,e ! a ro()[ 11l(l\Clllel1l C lip to G, 
a fifth. is the same Cl' a root 111m ement C dO\\11 to G. a fourth l. 

Root 111m emcnt dmill ufifTh <lC,'OUl1ts fur ,I percentage ,1I1d often a ma­
jority of the chord pmgre"ion, in thc mllsic of 1110'1 eompo..;ers. Thi, is the 1110\C­

mcnt or the authentic cadence (\'-11. \\hich i~ ~(l t'lfccti\c in e'tabli~hing a sen~e of 
key, It has been\Urllli,ed by man: tl1..::ori"1\ that the h~hic quality of th..:: dO\\J1\\ arcl 
fifth ii,.> in ih relation~hip [(l tlk' fir,t inlenal (other lilanlile ncta\el in the merlone 
s..::rics: a tifth. the third partial (kscenLiing tn the '('l'Ollli. 

In Figur,' I n.!. the pattern of root 1l10\C111ellt in an e.\L'erpt from \Iozart is sh(J\\1l 
on the third .staff. \:ote that \\hen the rt)(lh I11l1\e a fOllrth. the progrcssion is labeled 
"'5th."' ;\l1d \\ hen a chord is in il1\l..'rsiol1. the 1'Ol'1. rath..::r than the bas, nOle, is Sh()\\ll. 

" i 

205 
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Counting the root mO\e11lel1h (c(ln~idering the root of the "ix-four to be FL 
we lind 

by Iifth-6 
by second-I 
b) thircl-l 

@ FIGURE 10.1 

\I"/art. Sllluta rClr Piano. K.

(i.~'';'::''to,;::~=~::: ._. .~"~.=::~1=..):•• III 

I),@J ..... · L # # ~.# 
r;:;F~~·~-""-:-? ~~iL~ -

• Q 

Ii 

h h h 
-+ 

111--­ .. 
~lh .'iLl 211~~ 'til 

The preponderance of root mo\emellt by IHth in thi" nample is lypical of tonal 
harmony in general. though not ah\ <1) s in this "ame proportion. of course. But it bears 
OUI our earlier statement that "root rclarion"hip fifth ... i, probabl) the most 
nilicant clement delineating the character of tOllal 

Harmonic Progression 

Having established a sysk'l11 of root llwn?menh. \\e \tillneed to k11o\\ \Vhal specific 
chords arc used and in \\ hat progres"ioll \\e wOlild lind Ihe111. 

If we mack all e"ten"i\e Sliney of thou,and, of progression" in tonal music. 
probably an) chord progression imaginable \\ould "ho\\ up. But in such a "urvey. \\e 
\yould notice that certain progressions occllr mer and mer again. others less fre­
quemly. and "till other:; . [t i-, ob\iou" Ihat compo,er" hH\I;~ not chosen to utilize 
all chord equally. We \\ ill di"cO\er the"e choice,> through analy"i" of 
rool mOVements. 

Root rclatiomhip fifth ha, alread) been con,icierec\ ill Ihe qudy of the au­
thentic cadence. V-I. in \\ hieh Ihe root of \' de"cend~ a fifth 10 the root of 1. What 
root. then. descend~ a fifth 10 the root ()f \"? It i". of COUl'se. ii. Counting back by de­
scending fifths. \\c arri\e at [hi, ~uccessi()n. an) pair of which j~ a commonly used 
progression. 

FIGURE 10.2 f/U/'III(Jllit In' Filill, in J/ujol' 

(IV -> \ii ) -> iii \i -> ii -> V -> I 

IV \ ii­
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But you \\ill note that IV and \ii "eem to be misplaced. In I11o\ement by lifths. 

vii" should precede iii. Ho\\e\er. \ii usually functions as a dominant. progrcs<;ing to 

I. Why'? The three tones of the \ii triad are the same as the upper three tones of V7 
(C: vii' =B D F: =G B D F). Because of it~ urgency 10 progn:',s to I. and because 

ib ~pelJing j, so similar to that of . man:- theorish define vii' as an incumplete V7 

with root implied (V7).· In this sen'>e. the implied root i, a lifth abo\e the tonic. How­

e\er.lV-viic-iii is useful in a harmonic sequence (Chapter 17). 


We han: already studied the remaining triad. IV. in its movement to V and to L 

i\" stated in Chapter 6. the IV-V progre,sion i~ implied in folk melodies. 

and this harmonization is C0111mon in amateur performance. It is interesting to note 

that in composed music. the progres,ion ij-V is much 11l0n: rreljuent than IV-V. 


So we ha\'e a cluster preceding I: the arro\\\ indicate the-;e useful progessions. 

II .... V .... I 11: tu V or vii: 
A ~ ~ 

IV: to ii. V. or vii: 

~ 
IV .... ,ii" 	 vii:: to I 

Tn a minor ke\. ii and IV in the abme ht \\ ill he ii and i\. But \\hen 6 in either'.
triad progresses to 7 in the follU\\ ing triad. ii (minOr) and IV (major) \\ill he llsed to 
avoid the interval of an augmented ~ec(lncL 


The progres~ion iic-\ii . two succe,si\c dimini:-,hed triads. is not useful. 

These two additional common progrcs~ions remain: 


1. 	 When a triad skips in the direction of tonic hometime" called elision): \i-V. 

iii-IV (actually more commun than iii-\il. and iii-iih­

2. 	When a triad move.: i\\\ay from the tonic (sometimes called ): 

V-\i. \i-iii-IV (\i-iii is uncommon e\cept \\hen folk)\\cd by IV) 


3. 	A common progres<,ion interrupted b~ a tonic triad: ii-I-V. for c\ample 

Harmonic Progressions in Minor Keys 

In minor. IV and VII (Ire included in the serie,s of progression,; hy fifths. Since these 

two are minor and major triad, re,pecti\ely. they can progress by fifth. iv t(l 

VII and VII [0 III. continuing as in 10.3. Thc entire ,eries can be seen in G 

minor in the Haydn e\ample. Figure 10.6 


:In till' 1e'\t. lhe dc,igll:lIIl'1l \'il i, cl'ed r~llhcr lhan \,- bcc',iL:'" of 'igililicanlllii'crcllcc, 111 parl­

writing the [\\ 0 chord, I pa~C' 22~!. 


For slu,h ofrhe (Olnm'l1 progrc"101l [\-it ,,110\\111111I1c cllhlc'rl. p~lgc _~I(), 

-W!l\ ii" alld 1101 iJ: Sec p~lgC' .,(1-1. 
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FIGl'RE 1(1.:\ Jionl/ollie f'roQrnsi(!17 f iii .1 Jill "I' 

YII ie; buill 011 '7 Ie minor: B' D Fl. 

\ il i, bllill ,In:7 IC minor: B D Fl. 

Til" lriad 011 :(, i, ,,,I(\om ,el'll I C minor: ,,\ C E' I. 

i\ appear" 1\\ ice, pr~'C"dillg Yll ~I' \\e'll Cl' lh" dominanl 

Figure In.-+ consolidarc, :dl th" information aboul L'lll11!110n iWl"monic progres­
sion, and rders to buth nwjur and minOi key,. L''.C''PI :1" n\11,~d, You ,hould liSe this 
tabk f,lr fUlure' rci'crei1'-"'c. 

FIGLRE 10,..). 7ith!( 

L i ( I) \ Ta) 1'J'(lg:rc", 1,) :ll1y (lliler triad 

II 

III 

1\ 

\ 

\ i 

(2) \Ll; illlerrll])1 :1l1) 'UL'lJ a, ii-I-\ 

\{0/(lI' 

il-Y ii-\iL 
!) 

iii-ii". iii-IY. iii Y iii \ I 

1\-1. \\-li_I\\ \\ 

\-1. \-\ i 

\ i-ii. \i-I\ \i-\. \ i-iii--I\ 

11­
() 

1I 

III 

\ 

\\ 

ii-\. ii·\ 'r, 

\-i. \\1 

\ \'1 

\I-ii(~ \I-i\. \1-\. \1-111-1\ 

\'11 \11-111 
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ASSIGNMENT 10.1 After sufficient study 01 1D.-t. place an X before those 
of the following progre"sions that appear in the table. Do not refer to the table until 
vou are tlnished. 

(I) ii-V (6) iii-I-IV 

(2) IV-\i (7) \11 -v 
(3) vi-iii-V (Il) iii\ii' 

(-1-) V-vi (9) \i-iii-IV 

(5) I-iii ( 10) Vll-JII (minor) 

Other Common Types of Progressions 

There are three additional categories of harmonic progres,ion. In these. the progres­
sion standing alone is infrequently used. but in special situations it can be considered 
eyually deserving of usc as any common 

1. 	 First ill1'ersiolls ill succession. When a bass line I11cwes by step and each note is 
the third of a chord. any sllccession of chords is acceptable. 

@ FIGURE 10.5 

:>: •- -.- • ........_-­

• .,"* 	 ;, 
G: 116 111 1\ 1(, \ 

-I 

2. 	 Harmonic sequence. A harmonic .~eyllence is a "erie, of chords. fOLlr or more. 
with a regularly recllrring pattern of root l11mell1en(s. a .series in \\'hich any 
resulting pair of triads is acceptable. In the l11u,1 cOlllmon harmonic sequence. 
the roots alternately de.~cend a fifth and a~cel1d a fourth. \\hich. of course. i~ the 
same as the series in Figures lU.2 and 1(U. In Figure 10.6. which shows the 
complete serieS. tirS[ inversions and root positions alternate. bllt this does not 
affect root mon:ment. 
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f/ul'IllOl1ic 

H,\\dll, St1l1Clt,llll C; \bj,11 for Pi,1I1(1, H(lb. XVI:27 

L ... 

. Jill II 
: -."iii""" ............ 

:-====: .-==: ­-


A harmonic ~eqllel1CC can display any (llher pattern of root I1lO\Cl11ents. In 
Figure 10,7. rooh de~ce!1(1 a fourth anc! ,hcend a !iflh. ju-;\ the opposite of Fig­
ure 10.6. A major triad built on 6 i.s used here rather th,\Il the diatonic vi. The 
pJ(lgre~"i(llh V-ii anc! ii-VI are a re~lllt of the "equence, and otherv .. i:o.e the) are 
not ordinarily encountered, 

FIGLRE 10,7 

Sc!ulvrt. 

\~t; 
s 

.• 

.....~.. -f" ,: .... , 
II· II II II 

~~--~-~~--. 

I 

(~:l:r S: S: S: S: 
.~:71 ..~.~. .. 

.~ ...- ­ ......-----~ II 

II 

\ 11 

II~_ IIIt-T !!="i~HIic~! t ~ 


(-~}~~:! .!:~ 
II 

S: 
II 

II 

\1 1\ 
1\ 	 ;( i 

3. 	 Ch/'ol!/ilric /Juss line, \Vhen the bass line ascench or descends by a series of half 
;.tep', any resulting chord ;..ucc6sion is Lhllally "atisJ'actory, Further discussion 
and illustration of this type of chord lllOWl11ent \\ill he pre-.;ented during the 
"tml\ of altered chord, ill Ac/i'lI/lced Hunnoll\. -	 . 
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The Diminished Triad 

The diminished triad consists of t\\O slIccessi\e minor thirds. Together. these produce 
the intetTal of the diminished fifth (dS), which \vhen imerted heeomes an augmented 
fourth (A4). 

FIGURE 10,8 

Because of the intenal of the diminished fifth, the diminished triad is classified as 
one of the dissonant triads. Both the intenal of the dimini"hed tl fth and its inversion, 
the augmented fourth, are known commonly as a tritone, referring to the fact that the 
intenal is composed of three whole steps I six half steps). The interval under either 
name equally divides the oeta\e. 

FIGURE 10.9 The Triume 

• 
diminished fifth 

0111" in the first im'ersion is there no tritone above the bass note, For this rea­
son, the diminished triad is used almost exclusively in the first invcrsion. (See the ar­
ticle "The De\il in Music." in this chapter.) 

FIGURE 10,10 Trironcs in rhe Diminished Triad 

BDF: 	 6 

J 


As a diatonic triad, the diminished triad is found on the leading tone (viio) in 
both major and minor. and 011 the supertonie (ii s 

) in minor. 
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ASSIGNMENT 10.2 Spell these diminished triads by spelling two minor thirds. 

(I) 

(2) 	 ~ 


F:~ 


(4) 

(5) 

(6) 	 A, 

/n E: Amlvers to the entire 
/n the tVorkbook: Answers 10 the entire 

The Leading-Tone Triad 

The leading-tone triad is diminished in both major and minor. For example, in either 
G major or G minor it is spelled F: A C. It functions as a dominant triad. since it al­
most invariably progresses to tonic. 

The leading-tone triad. viie. has two principal uses: 

1. 	 Between the tonic and its first inversion. or reverse. 

@ FIGURE 10.11 

Bach. "Schau. heber Gott. \\ ie l11eille Feind" (#3) 
_ r,o, 

The aural effect is similar to the passing six-four. The use of I~vii~~I6 is much 
more frequent and can be considered the preferred choice. 

2. 	 Following the subdominant triad when the melody ascends. You may remember 
that in the progression from IV to V. contrary motion between the upper voices 
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worked our best. But when the soprano ascends. parallel motion is almost in­
evitable. for the infrequcntly med progression shown in Figure 6.14. 
Csing IY-vii() instead ofIV-Y avoid~ an} real or implied parallels and so is the 
usual choice in this circum"tanee. 

@ FIGURE 10.12 

Bach. "0 \\'el!. ,jeh hier dein Leben" [HI i 7) 
t:' 

•... 
l\ yii h j 

Should the progression be round in a minor k.ey. the major IY triad is neces­
sary to a\'oid the augumented second inten'al between ,6 and :7. 

FIGURE 10.13 

.. ~ .....- .-...­ .. ~-.- ... 

C minor 1\ 

In the Table of Common Progressions (Figure 10.4). the progression \iio-y was 
not included. In our next example. Figure 10.14. there appears to be a clear-cut exam­
ple of this progression. with the root of vii o in the bass. When the two chords vii o and 
y7 are adjacent. as here. there is a better explanation. The entire measure. as in analy­
sis {/, is y7. \\ith all notes sounding. but not simultaneously, This is simpler than try­
ing to account for e\<;~ry note change \\ ith a eli fferent chord number. as in b. As a gen­
eral rule. when :-,uccessive note ... can he grouped together to mak.e a ;,inglc chord. that 
analysis i;, lI:,ually preferable, 



Bccthmcl1. Snl1~It~1 j'll Pianil. 01'. ~, :\0 . .. 
e. • ~!! 

~-:.~ ..--~ 

.~-
.\ t ,­

I :):~ 
1\11 \h 

~ 

I/q I\, \ it \, \, 
:i 

The Supertonic Triads 

The slIp<::rtonic triads (ii in major and ii in minor) ha\e mllch in common \\ith the 
subdominant triad. Not only do ii and IV (ii 2 and i\) hene two notes in common. but 
also. whel1 ii and ii: arc found in lirst im<::rsion. which is l11(l'>t or the time. the)' have 
the same bass note as the root of IV Figure 1O.I)u and /) ditkr only one nore. the 
tenor note in tll<:: first triad. 

FIGL'RE In.ls 

\~"~ .,..­ 31L-­
{i l ! 

• 
~-=-.J/l 

-..,. 

(~~ .... -­ I: 
.. 
~-~. 

, II. 

-:",'-C;~•..._~_ J 
... 

--. 
C: 1\ \. iih 

\ 

In addition. both triads commonly r<::so!\'e to V or I. and conseqllt?llli) both are c()n~ 
sicl<::red to b<:: slIbdoll1inant in function. 

Like V as opposed to . ii and ii: are used far less frequently Ihan ii" and 
but the basic principles stated her<:: set the stage for the pr<::sentatiol1 of the s<::venth 
chords in Chapter 13. 
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@ FIGURE 10.14 

Prestissimo 

" 
" 

~-~.~~.-
1/11 .tII ,,-1/11 ti.."!..._- • " 

fir! 1\(, 

I\, \ ii \ 
h 

\ 
h 

" 

The Supertonic Triads 

The ::-.upertonic triad" (ii in major and ii' in minor! il,\\e much in common with the 
subdominant triad. Not only do ii and IV (ii c and i\) hu\e t\\O note~ in common. but 
also. \\hen ii and ii" are found in tirst il1\ersion. \\hich is 111(1',t of the rime. they have 
the same hass note as the root of IV. Figur" 10.150 and h diller only one note. the 
tenor note in the tlrst triad. 

FIGliRE 10.15 

\~"~ 
/,: : 

c: [\ 

J: 
.. .. 

"A 

.1/11 
. --1/11 

• 
\ 

....::.J/l... 
--#-. 

~ 

,,­

In addition. both triads cOlllmonly r"mhe to \' or 1. and con~e4Uelltly both are con­
sidered to be subdomin:lnt in function. 

Like V as opposed to \,'. ii and ii c are llsed far less frequently than ii7 and i 
but the basic principles stated her" set the stage for the presentation of the seventh 
chords in Chapter I J. 
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ASSIGNMENT 10.3 (/Ilil idelll~f.illg diminished tridds b/lilt 011 the {eadillg 
tOlll' or the sIIIJer/ollie. Each answer will be one of these: vW. iio. or a name. 

(i. D: F: IS in major anc! iio in __ minor. 

1>. in A' major anc! iio in mmor. 

c. l~ 1I1 major and iio in G: minor. 

de in major anc! 111 mlI1or. 

('. F: IS II 111 minor and in __ major. 

f IS 111 major and iio in F: minor. 

g. E: G: B i" i i C i11 minor and lfl major. 

fr. is ii2 in b minor and in major. 

Here are typical uses of the supertonic triad. 

1. 	 In j1r~t il1\ersion. This i~ the mo;,t common uSe of the supertonic triad. It usu­
ally leads to V-lor to 1. As a preparation for the dominant. it is used much 
more fn::4uently than IV (1v). 

@: FlGL'RE 10.16 

\lozan. Sonata il)}' Violin and Piano. K. 377Tempo di \Ienuello 

\ 
.i_~3~~ ...JL-:::_­
_~~fL ...._. S 
, ... '" IT 

).!I:~:fr 0 

( :f+~ ' .. 

\~'-. II 

s . ..... 
. ~I~_ .. 

Ilh '6 \ 

-l 
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FIGURE 10.17 iir,-I' 

Bt't'th,1\en. Sonata ft'r Piano. OJ). 1(J. No. I 

\ 

2. 	With root in bass. The superronic triad with its root in the bass is useful only in 
major keys. but stilll1llleh less so than in first inversion. Root position in minor 
is rarely used (except in harmonic sequence: see example in 10.6). since 
it is a diminished triad. 10.1 Rand 10.19 show root position movement 
to I and V. respectively. Observe in 10.18 how easily Brahms could 
have used a IV triad simply by changing the bass note B to D. 

@ FIGCRE 10.18 

Brahm,. Intt'llllezZll. Op. 1115.1\;0. 2 
Andantt'teneramentr 
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@ FIGURE 10.19 ii-V 

Beetho\'ell. Sonata in C MintlL for Violin and Piano. Gp. 30. No. :2 
Adagio cantabile 

Ab. ii 	 v 
-+ 

p 

)~ .~ 

II 

3. 	The ii triad in a minor key. When a voice line ascends at the point where a su­
pertonic triad is used.6. the fifth of the triad. must be raised to :6 to progress to 
:7 without incurring an augmented second. In IO.20a, the alto line is 5 ~6 
:78 (0 D: B F=) of the H melodic minor scale, Note that three analyses are 
given. 

In (I) is D: a passing tone in the vii o triad? 

In (2) is E: a passing tone in the ii triad? 

In (3) are there two triads, ii followed by vijC"J 


When ambiguous passages such as this are encountered. analysis depends 
upon the tempo of the composition and upon the aural effect on the listener. 

In b. the use of ii (C minor: D F A) is clearer. even though it appears on the 
second half of the beat. Its appearance and sound indicate an independent 
sonority. 
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FIGURE 10.20 

Bach. "W" soil ieh !liehen hin" 1#25) 

ASSIGNMENT 10.4 Harmonic analysis. These examples include leading-tone tri­
ads and supertonic triads. Write chord numbers below the staff and circle all nonhar­
monic tones. Included with the examples of vii~ are the: 6-:7 scale line and the 
"viio-V" (Figure 1 0.14). Indicate the location of these. 

@ (1) 

Anon .. "Aile Menschen mlissen sterben" 
r.-. 

~~A¥~~~~~~~~~i~~~-==~~;~"-
i, __ !: -
~~!t~~~;~=~=R~~~=!~~1=~~~~==-=~~~~-~~ 




•• 
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\1 

@ (3) 

SClllllll<HlI1, Op, 25. "Lied der Sukikn" 

Ziemlich langsam 

4't.::.~~ u~ ~~•• ~T""'" .,~ _=".
~"':=:" "'I/·/L~ ... 
• 	~ f 

\\'ic lllir ill l1i" 'kl11 13;;: . ha gcl1 

Schumanl1. 	 Op. 25. "Riitsei"' 

W.'·=G",md''''m;''".~''7~~_~-7;:-~7~C_ 

E, flU ,rerb del" HinHl1eL es murrt eO- die Hol.le. nUl" Sclmach 
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@ (5) 

Bach. "Herr Je,)lI Chri,L dll hochstes Gut" (11::9-+1 

-- " ~f~~'"¥ ........•~,.. m~:_.:~·__~~ 
-~~- ....-----,r­

@ (6) Could Beethoven have used a IV triad instead of ii? 

B~etho\cn. Sonata for Piano. Op. 1-+.1\0. :: 

(7) The second triad of measure 2 appears diminished. but it could be a y7. Can 
you explain why Haydn would omit the root? 

@ (8) 



---.J/I'--.:..~~ 

_...............--<'---__ 
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(l)) Only t\\ 0 notes of the superronic are u~ed. \Vllat is the complete spelling? 

Ha:dn. Sl)llata tnr Piano. Hoh. XVI:2 
.'\iCl1l1ctt[) .. tr 

( 10) The series of tirs' il1\er~ion" can easily be ~eell. but it is interrupted in mea­

\~;";2 .7 , ". ._-O==_=___ #l •••........•••••••.•:,;~~=~~=,.~-;; ___.......- _____.-!' 

I~",';t S 

.~. 

\,~: 
sure 6. What chord interrupts the serie::,. and \\hat v\ould ih spelling have been had 
Beetllo\'t~n continued the serie" through thi" mca~ure'? 

In the cadence. the Ilotes B' and 0, imply [, G B' 0'. an implied . Sounding 
"imulraneousl) \\ith an A' impl:- ing tonic. the dominant sC\enth chord function" as an 
(/PI)O~gi(/Tlli'iI chord (see page 272 I. 

B.:cti1()\'en. Sl'nata f,)r Piallll. Op. ' '\0. I 

•.. ... ---.....,..=.... -~-......::=-­

i j ... 7......
.• ". S::=JS­
~: _ ." _c 

... _c 
----­

; . 
r 

---­. 
••--:f!:711 

\ 

(@j (11) 

B.lCh. Fi,'uch <:'lIitc III. ('"mante. BWY ~ 1-1­

~---....;' -
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Writing the Diminished Triad 

Only the llse of the first inversion of the diminished triad will be considered at this 
time. Root position i~ used in harmonic sequence (~ee the ii c in Figure 10.6). Use of 
~econd inversion is very rare. 

The C0111mon \oiee distribution for any diminished triad in first imersion i\ t\\ (l 
thirds. one root and one fifth (bass note doubled). except that \\ hen the triad is rOllnd 
\\ ith the fifth in the soprano. the fifth is usually doubled (two fifths. olle root. one 
third ). 

FIGURE 10.21 ROOf ((II' Third) ill Soprano 

BJch. "Zeuch lin, nach elir" 

\t~--~~ 
·. 

. JL.­I=2~;:-=t";~- ;~ ~:= 
\]\ \ 

FIGURE 10.22 Flffh ill Soprano 

\ 6 

The fifth of ii c i~ infrequently used in the soprano. The doubled \oprnno is the 
lowered sixth scale degree: resohing both do\\n by step results in octa\es. and re­
solving one upward to the leading tone results in an augmented second. Any other 
doubling usually is aurally ineffeetin:,. 

ASSIGNMENT 10S Writing dilliinis/[C'i/ Iriuds. Double the third \\hen the root or 
the third is in soprano: double the fi fth an octave lo\\er \\hen the tifth is in the soprano. 
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.. ....~~.~-~
'I 

~ 
}-­-----G& 

(1 (, 6 

~ ~, <::! 

(~ !9­

(.Jv~... 
rt) 

?~i'~~ ~.... 
( I ( iOI 

(, 

In Appendi\ E: . \ n.'I H'rs to i I JFe en. 

111 tile \ \'orU)(!ok. i\/J5IH'r,; to the enlire arc 


Writing to and from the Diminished Triad 

I. Doubled I/OfCS. Sinc~ the diminished triad is usualh found in first inversion. 
the main part~\\Titing consideration j:-. the same as that for other triads in inversion: 
ApproLich und reloln' the doubled l10te llhelltTPr possible In controrr or o/;lique 
11/01 i()II. 

FIGURE 10.23 

til) 

(:i=:-~~:~' ­
f~-~~ .c.~. 

19~-~" 
(, 

C I cii \
b 

:!. CIIC(liwltl/rhs. This term describes a diminished fifth preceded or followed 
b\ a perfect fifth in the ">ame pair of voices. The \iSllal effect is that of parallel fifths. 
but since they arc unequal in size they are acceptable. except between the two ollter 
\OICCS. 
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FIGURE 10.2-1- L'lIeqlllll 

c \Ii (I: 

3. l'ii() II'ifl! rheji/iiz ill the so/mlllO. As a soprano tone. thc fifth of thc vii c triad 
(or an: diminished triad) usually descends. as doe~ the soprano line or 10.22. 
But the fifth in the soprano nu) a~eend when found in a melody line mo\ing in simi­
lar motion with the ba~s al the intenal of a tenlh. as in Figure 1(U5. 

~ID FIGURE 10.25 

IIi 

With this knowledge of the Llsual part-\\ riting procedures for diminished triads. 
we can 110\\ e>..plain \vhy viiC. c,hould not be considered an incomplete V-. e\en though 
it sounds and fUllctions like a V7 The difference i;, this: In progressing to the tonic. 
the seventh of the V7 usually resolves down. \\hereas in the vii 2 triad. the fifth (the 
"arne note as the seventh of ) usually resohes up. the doubled note to rc­
solve by contral') motion ( 10.26). 

FIGURE 10.26 

\ i \ ii h 
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Writing the Supertonic Triad 

In the commonly used ii and ii:. the third is usually doubled. This note is the subdom­
inant scale step. Since this triad usually precedes dominant harmony and in first in­
version uses the same bass tone as IV (in root position). the supertonic harmony is 
classified as having a subdominant function. 

Progression to and from ii in root position (major only) uses conventional pro­
cedures already studiecl. Figure 10.27(/ is the basic part-writing of the Beethoven ex­
ample. Figure 10.19. 

FIGURE 10.27 Port- Writillg the ii Triad 

11 \ v 

(a) I-ii and ii-V: Contrary motion between upper voices and bass.' 

(b) ii-V: Hold common tone: other voices move stepwise. 

ASSIGNMENT 10.6 ParHl'ririllg leading-tone and slIperrOilic triads. These short 
examples illustrate most of the common uses of these triads. Add inner voices and 
hamlOnic analysis. 

(a) Leading-tone triads 

I-ii ;,oprano Jnd bas, ascending I and IV-it will be discussed ill Chapler lei. 
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(4) See Figure lO.~S for help. 
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ASSIGNMENT 10.8 Add ';oprano. alto. and tenor voices when bass line only is 
given. Make a harmonic analysis. 

(1) 

-3r~.: 

(, 6 (1 (1 (; 
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(2) See I 0.20 for help with 7; fJ. 

6 6 
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ASSIGNMENT 10.9 Write the following harmonic progressions in four parts. 
Choose a time signature and write a progression that is rhythmically interesting. 

1. E7 major I ii6 16 viiE: I IV V 1 

2. F minor V i if, viif: i iitS V i 

3. B major V 16 V6 1 1 ii6 V I 

4. A, major 1 IV I ii6 11 V I 

In the following progressions. no inversions are indicated. Choose inversions that will 
make a good bass line. 

5. A major I I IV viio I vii o I ii I V I 

6. B minor i iv V i vii o i i V V i iio i V I 

7. IF major V V I IV vii o I ii vii O I ii I V I 

Melody Harmonization 

ASSIGNMENT 10.10 Harmonize these melodies. using supertonic and leading-tone 
triads where appropriate. Use either a two-stave score (piano score) or an open score 
with C clefs. as assigned. Look for places to use the progressions we have studied. 

1. :2 and 4can be harmonized with the supertonic triad, usually in first inversion, 
when the next chord is V or tonic six-four. 

2. 	When a triad is repeated. one of them might be a good place for a first 
mverSlon. 

3. 	Try V-If, or V6-I rather than V-I at places other than the cadence. 

4. 	After IV. use vii6 when the melody ascends. 

5. 	Use vii;; between two positions of the tonic triad. 

6. 	Use 11at the cadence when possible. 

I 
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-~ 

Keyboard Harmony 

ASSIGNMENT 10.11 Play these progressions in llny major or minor key. 
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ASSIGNMENT 10.12 Play these progressions in any key. Play (3) in major as \\(:1 L 
USll1g instead of ii~. 

ASSIGNMENT 10.13 Harl/lOni;:ing ({ lead sheel /I/{:,lociY. The suggestions in Assigll­
ment 10.10 will be just as useful here. Triads marked with a . such as . are dimin­
ished triads. Be sure to play these in tirst inversion. The symbol ~ indicates a place to 
use the tonic six-four. 
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Summary 

Horlllollic progres.lioll refer" to the order in \\hich chords follow one another. Con­
sidering the progression, po~sihk. their usc ranges from \ery frequent to rare. Pro­
gressions with their roof:;; descending a fifth arc the most common. and a few by other 
intervals are also common. 

A progres.sion not common hy itself may he frt'ely uc,ed in a series of first in\'er­
sions or in a harmonic sequence, 

The supertonic triads, ii and ii. usually resol\e to the dominant am!. therefore, 
like IV are considered chorels of subdominam function. 

The leading-tone triad, Iii' in major and minor. "leads" to the tonic and there­
fore functions as a dominant. Because of its similarit) to V", it is considered hy some 
to he Vi with its root missing, 

Iii" is particularly useful het\\een I and 111 , or rever"e. and after IV when the 
melody ascends. 

In part-\\Titing, the third is C0111l111l111) d\lUhled in the ii. ii e'. andlii c triads. e\.­

cept that the firth of \ii in the SOpralh\ i" douhled. The fifth as the soprano 
note of ii is uncoml11on. 

Pari-writing these chords in a harmoniL' "llL'l'e~sion requires no prOCedures not 
previously studied. 
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ARTICLE #10 

The Devil ill ll111Sic 

This ullcomplimentary term {frOIll the Latin OidiJO/US ill musical was applied 
in medieval times (ca. 1200) to intervc1 of the tritone. Composers and 
writers ill music theorv nd it a It interval to understand or to lise, Al-

it equelliv cI the octave (see Figme 10,9), in ing so it causes 
intervals to appear. each made up of the S,lllle Ilumber of scale 

steps (three whole steps), These intervals, the dimini fifth and the aug­
iourth, the lityof commonly Llsed COIlSOI1"nces: the oc­

tave, the fiflh, and the th and sixths, As a consequence, their use in music 
was severelv lilniteci until the seventeenth centurv, AIl\ melodic lise was for­
bidden, either as a clirect skip (d; or as out\\'arcililllit or a series of notes in 
one direction (hi, 

\ 

Harmonicd Ilv, a tt'itone could appeat' between alw t\\O Lipper voices in m Llsic 
written ior three or Illore voices, At that time, consonance or dissonance 
of a vertical structure was cleterminee! bv the consonance or ciissonance of 

upper note in to the lowest ins note, At asterisk in 
iollowing we find what looks Ii inver'sion of G: B 0 (di­
minished; triad, In terms, Ihis sonority consists of a 
sixth above the (B lip to G:) and a thirel above the (B up to . Both 
intervals are consonant, therefme the ven sonority is consonant. 
resulting fOll (0 lip to G:) \Vas not consiclet'ecl in this process. 

in a!iurn 

Restrictions against the tritone to eI in the century, 
the tritone (15 a harmonic intet'val in its own right, even when 

tOLl!ld the lowest i ng note, 
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The tritone is particularly important in the dominant seventh chord because 
the resolution of the tritone positively establishes a feeling of key. 

:\-1 
d5 

Made up of tritones, the diminished seventh chord became one of the most 
characteristic sounds of nineteenth-century music. When inverted, the chord 
continues to produce tritones, a property not exhibited by any other chord. 

sound of simultaneous tritones tends to destroy the feeling of tonal­
ity, especially when they are sounded at length or follow one another in 
succession. 

/~, 

GBoUE B~C~EGC#EGBb 

The ambiguity of the tritone in its diminished fifth~augmented fourth rela­
tionship (same sound, different spelli \vas often capitalized upon by nine­
teenth-century composers. In the following example, the sustained tritone 
C~FlI is first part of a 0 F:: A C chord, then as an implied C~G?f part of the A? C 
E, 0 chord. (Since the tritone is tied throughout the passage, it is obvious that 
the composer, for performance reasons, has not changed the F:: to G •. The in­
terval in parentheses shows the actual harmonic spell 
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Twentieth-century 
tonic pervacli 
The opening 
outer limits of the 

\/olto moderato 

means to avoid the strong sense at 
nlakes Lien! use of the tritone. 

the d fourth as the 

ultimate applicatioll of the tl'itone is the whole-tone sCClle, ne\\ in the 
twentieth eentu ry. In th is seven-note sea Ie, all \\hole steps, the i Ilterv a I hom 
any note to its fowth is a tritone. In the first fOLir llleaSLlI"es of B'lrt6k's 
who composition Hd~sorok ege5zhan~()kbo/' there are four intervals 
or tritone, plus two mOl"e when counting the fit'st ancl last notes of the 
tour-note lines, 

o o 
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