The Melodic Line |

Form

This text is entitled Harmony. vet there 1s very little music that is only harmonic.
Melody. on the other hand. can stand alone. as you know from your own experience
when you whistle or sing 4 tune.

The carliest known music 1s exclusively melodic. and melody’s importance in
music composition continues to the present in spite of the many and diverse changes
in musical styles over the vears. Article #7. "Some Varieties of Melodic Expression.”
at the end of this chapter illustrates a few of the widely different concepts of melodic
writing {found during the course of the history of music.

Melodies associated with traditional harmony sound as they do because they
represent the interaction of four musical elements: form, piteh. harmonic implication,
and rhvtiun and meter:

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 forms.

The term form 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 form begins either af the
beginning of the piece or immediately 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 naturc 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 turn our attention to the smallest
of the torms. the phirase. In melodic writing. the phrase is a group of notes leading to
a cadence. The distance from the first note of a phrase to the cadence may be any
number of measures. though usually not more than eight, The four-measure phrase is
so commonly used that it may be considered a standard length with which phrases of
other lengths may be compared. Figure 7.1 shows such a phrase. ending with a per-
fect authentic cadence in measure 4. The phrase is marked off with a plirase mark, a
curved hine extending from the first note to the last note of the phrase.
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FIGURE 7.1 Plrase

Allegro S Germam

A phrase may also consist of two or more distinct units. called morives. In Fig-
ure 7.2, two two-measure motives combine to make the phrase, The motive is u unit
of melody smaller than a phrase. usually identifiable by a pausc in the melody. the
thythm. or both. The phrase mark is used to indicate the length of the wotive.

FIGURE 7.2 Phirase Composed of Two Morives

The Period Two phrases may combine to form a period. In the period. the first
phrase. called the antecedent phrase. usually ends with a half cadence or an impertfect
cadence. The second phrase. called the consequenr phrase. then ends usually with a
perfect cadence. though again an imperfect cadence is possible.

Periods may be parallel or contrasting. A period is parallel when the two phrases
are similar in some respect. Often the two phrases arc identical except at the cadence
points. as in Figure 7.3, but any marked similaritv in the two phrases will justity analy-
sis as a parallel period. In Figure 7.4, measure 1. note that the skip of a sixth down 1s
answered in measure 5 by a skip of a sixth up. Other melodic features ave similar in
the two phrases. and the rhythmic pattern is identical.

When the two phrases tack any specific or general melodic similarity. the period
1s contrasting. as in Figure 7.5,

FIGURE 7.3 Pearallel Period: Nearly Identical Phrases

Verdi, La Traviobr. “Sempre fibera”
Allegro brillante IA cadeneer
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FIGURE 7.4 Parallel Period: Phivases with Features in Conunon

Schubert. Valse Seatimentade No, 3. D799

/le cadenee)

e

FIGURE 7.5 Contrasting Period

Beethoven. Bagutelle. Op. 119, No

dhalf cadenced

COINCLRICTT lﬂllll\&?

Often the closc of the antecedent phrase of a period will be connected to the
opening ot the consequent phrase by one or more decorative pitches. Locating the ca-
dence will help to identify the last note of the antecedent phrase.

FIGURE 7.6

5

Maozart, Sonata in Bo Major for Piano. K. 333

cadence tone

i

1 Viconnecting!
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AT times, successive phrases will cach end with the tomce note. Since the perfect
cadence marks the end of a formal pattern. these phrases cannot be combined into a
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larger form. Figure 7.7 contains two four-measure phrases. each ending on the tonic
note: therefore. this excerpt is not a period. but simply two phrases.

FIGURE 7.7 Successive Phrases

Schumann. Albion for flre Yoiig, Op. 68

Munter

phrase

Phrases are also classified according to the rhythmic placement of their first and
fast notes. that 1s. whether these notes occur 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 final tones,

First note Final note Example

strong strong Figure 7.7 (second phrase)
weak strong Figure 7.1

strong weak Figure 7.7 (first phrase)
weak weak Figure 7.3 (first phrase)

When two phrases combine to form a petiod. they commonly display the same
beginning and ending characteristics: however. other combinations are not infrequent.
as i Figures 7.3.and 7.7

ASSIGNMENT 7.1 Analvzing form in melodies. Each of these melodies will be a
paralle]l period. a contrasting period. or two successive phrases. Copy out the melody
and indicate /) the location and name of the cadence. using roman numerals V-1 or
-V 1D) the phrase lengths. by a bracket from the first to the last note of the phrase:
fc4 the nature (strong or weak) of the first and final notes of each phrase: and 7d) the
name of the entire form.
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Example

Stlcher. "Alle Jahre wieder”

strong strong

antecedent phrase half
cadence

strong strong
ﬁ__J,r e e R — ; e r—
@m—f *L* "—"‘ ""“:‘— ~—'“:1 P - _*9_ —_&:j

v I
consequent phrase imperfect
Form: Contrasting period. authentic cadence

(hH

Brahms. Symphony No. |, Op. 68

Elizabeth- Clande Jacquet de ta Guerre {1667-1729), Semele
f) & o — &
%ﬁw S—. i *j' I '—’T&ﬂ "dfli“j”j?ﬁ
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Beethovenn. Sonata in F Minor for Plane. Op. 2. Nou

I Appendix £ Answers to 111120 and (51 are given.
in the Workbook: Answers to tland 120 are ghen,

Repetition and Sequence In the parallel period. we have seen the sccond phrase act
in some ways as a representation of the first. This repetition is often almost exact ¢x-
cept for the last note or last few notes. as in Figure 7.3

Repetition within the phrase is just as valuable as within the period. both for
preventing too many idcas from being included 1n the short space of four measures
and for emphasizing a good idea once it has heen stated. Exact repetition can be ef-
fective if not done to the point of monotony. In Figure 7.8¢. the repetition of mea-
sures 1=2 0 measures 3—4 is exact. and in b, the sense of repetition is not disturbed
by the final three notes.

FIGURE 78 Repetition within the Phrase

Chopin, Vilse briflante. Op. 3480, 2

(n; Lento

(h \oderato Chopin. Vilse, Op. 69, No. 2

——
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Beethoven. Sonatain F Minor for Piano. Op. 2, No. |

In Appendin Ex Answers to (11, 120, and 151 are given,
in the Workbook: Answers to t1rand 12: are given.

Repetition and Sequence 1n the parallel period. we have seen the second phrase act
in some ways as a representation of the first. This repetition is often almost exact ex-
cept for the last note or last few notes. as i Figure 7.3

Repetition within the phrase is just as valuable as within the period. both for
preventing too many ideas from being included in the short space of four measures
and for emphasizing a good idea once 1t has been stated. Exact repetition can be ef-
fective if not done to the point of monotony. In Figure 7.8q. the repetition of mea-
sures 1=21n measures 3—4 1s exact. and in b, the sense of repetition is not disturbed
by the final three notes.

FIGURE 7.8 Repetition within the Plirase

Chopin. Vil

(2 Lento

e

Chopin. Vialse. Op. 69.No. 2
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Repetition may be modificd by inversion. In this process. each note in the repe-
tition of the given melodic figure progresses to the next note by the same interval. but
in the opposite direction. Measures 7-8 of Figure 7.9 are the inversion of measures
5-6. (The quality of the interval, whether major or minor. is not considered. only the
interval number. Measure 5 shows a major second down. answered in measure 7 by a
minor second up.)

FIGURE 7.9 Melodic version

Stovakia

Sequence is similar to repetition. except that the repeated material appears at a
new pitch level. This device thus allows similarity and variety simultaneousty, Conse-
quently. 1t is one of the most successtul and widely used devices in music composi-
tion-—not only in melody but in rhythm and harmony as well. In Figure 7.10. look
first at measure 5. The melodic and rhythmic elements (the two usually go together)
of this three-note figure are repeated in each of measures 68 as a sequence.

FIGURE 7.10 Melodic Sequence

Chopin. Giaide Valse briflante. Op. 13

Are measures 1--3 moditfied repetition or sequence? Either analysis can be justified.
since sequence need not be exact. [t may be modified to some extent. as fong as the
aural impression of repetition is clear. In Figure 7.11. the last two measures are a se-
guence of the previous two measures, although they differ by one note.

FIGURE 7.11 Mauodified Sequence
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Filaure 7,12 contains the following uses of seyuence:

1. There 1s a three-note sequened in measure 1,
2. Measures 34 are a sequence of measures 1-2.
3

3. Measure 6 1s the inversion of measure 3.

e

To conclude this melody. measure 7 features. Jor contrast. the rhythmic ficure
in reyverse. and measure 8 shows the inversion of the three-note figure located wt
the end of the antecedent phrase.

FIGURE 7.12

ASSIGNMENT 7.2 Locatc and deseribe examples ol repetition and sequence in these
melodies. and also in (3 and 4y from Assignment 7.1

England
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England
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Mozart. Senata in Bo Major for Piano, K. 281

In Appendix E: The answer to 11 is given.
In the Workbook: The answer to 11 is given,

Intervals and Scale Passages How complex need a melody be to be considered a
“good” melody? Not complex at all if one considers the well-known passage from
Beethoven's Ninth Symphony. shown in Figure 7.13. a "good™ melody! It consists
entirely ot scale steps and uses only quarter notes in the first three measures of each
phrase. Also. look back-at Figure 4.1 (Jesu. Joy of Man's Desiring™). which includes
only one mterval other than a scale step.

FIGURE 7.13

Allegro assai
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At the other extreme. the melody of Figure 7,14 uses in its first eight measures only
intervals of a third and larger.

FIGURE 7.14

Brahms. Symphons No. 4, Op. 96

il -
oo ¢ .

But we will find that most mclodies lie somewhere berween these two extremes.
using a judicious combination of scale steps and larger intervals. The study of simple
melodies should include these considerations:

. Intervals. Intervals of a third or larger can be used freely when resulting in

the arpeggtation of a chord. though the number of successive skips is usually not more
than three.

FIGURE 7.15

seventh chord Germany

The last of three successive skips at the beginning of Figure 7.16 is to a nonharmonic
tone. the hammony remaining tonic.

FIGURE 7.16

Brahms, "Wie nielodien zicht es nur,” Op. 05, No |

A large leap (a fitth or larger is usually approached from the direction opposite
the skip and left in the direction opposite the skip. as in Figure 7.17.

143
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FIGURE 7.17

Bach, NMinucl, BWN Anh. 14
¥ 3 L — ”
Qz & - - "*'_ I - P - : -
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b, Scale passages. The usual scale-Tine passage does not exceed six tones.
though longer passages wre not uncommoen. Lookimg at number 6 of Assignmient 7.1
{page 1361 we see thato with but one exception. cach scalar passage is Himited 1o four.
five, or six notes, The exception, in measure 4, 15 a run of cight tones, but encompass-
g only the mterval of a sixth because of the chromatic tones.

¢. Range. The range of the melody tlowest note to highest note) must not ex-
ceed the range of the voice or instrumient for which the metody is written. The ranges
shown for pavt-writing voice lines on page 86 alsvo apply here. Note the limited range
of the folk songs included 1 this chapter. Instruments have a much wider range than
the human voice. Their outer limits are included in Appendix B.

In most melodies. the highest tone. sometimes called the climax nore, is not re-
peated within the phrase. and often not within the pertod. Tix effectiveness is usually
lost upon repetition. The same is truc of the lowest note ranriclimay nore). though in
its case the rule is not o strictly observed,

ASSIGNMENT 7.3 Analvrze the melodies on page 145, Jooking for the following
features:

1. Scale fines, How many notes go in the same direction? How is the run in one
direction approached and lelt?

2. Chord outline. Which chords are outlined in a series of two or more skipy?

3. Large leaps. Is the teap approached and left by <iniilar or contrary motion. and
is it approached and left by scale step or by skip?

4. High and low notes. Check tor the highest note and the Jowest note in each
phrase. Is either found twice or more?

n

Note any exceptional practices and try to determine why they were used.

Explanations for the melodic features indicated by the bracketed and circled
notes are listed atter the following example.
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Mozart. Symphony No. 39, K543

I. These skips outline the tonic triad. [n measure 1. the last note is left in
contrary motion. In measure 7. the first note 18 left in a motion contrary to

its approach.

2. The large skip is approached and left by contrary motion,

3. In the scale line of four or five notes. cach group is approached and lelt by
contrary motion.

4. These skips outline the dominant seventh (V') chord. and cach group is
approached and left by contrary motion.

5. The low notes and the high notes of each phrase are ¢ircled. Each phrase
displays one of each.

Havdn. Sonata tor Piano. Hob. XVI:35

- - Pl i —
f g oy ao " el """
L s
(2, Adagio Mozart. Oboe Quartet. K.370
Q . - o e -
;3 e W g Wy O — B

& e e e
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(3 Andante Schubert. Impromptu. D933
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. i Chopin, Mazwka, Op. 33.No. 2

{4} Vivace =

Brahm. “Sapphische Ode.” Op. 94, Na. 4

The Leading Tone The lcading tone. 7. must be treated with care. As its name
mmplies. it leads to the tonic, When approached by step from below., the leading tone
must progress 1o the tonie (Figure 7.18q4). When preceded by the tonic note. it
may progress down by step. as in a scale (Figure 7.185), or it may return (o the tonic
(Figure 7.18¢). When it is part of an arpeggiated triad figure. its direction is deter-
mincd by the direction of the arpeggio (except when it is found as the final note of the
arpeggio, in which case it returns to tonic—Figure 7.18d ).

FIGURE 7
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Minor Keys: The Sixth and Seventh Scale Steps  In a minor key. 6 and 7 require par-
ticular attention, If the harmonic form of the scale is used. the interval of the aug-
mented second results. Although this interval does have limited uses. it is generally
avoided. especially in less sophisticated styles.

FIGURE 7.19

As ity name implies. the melodic form of the minor scale i1s generally used in
melodic writing. When a melody ascends through a scale line from the dominant tone
to the tonic tone. 6 and 7 are usually raised.

FIGURE 7.20

{11} ihi

. A Fay Q A
aminer: 5 t6 #7 |

When the V triad is 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 passage (Figure 7.21),
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FIGURE 7.21

Johann Criger (1640). “Herzliebster Jesu™

Otherwise, when descending. 17635.7and6are generally lowered.

FIGURE 7.22

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

A A
1

([z)h 87
/ — 1 —

N N
#7 (raised) 6 (lowered)

Occasionally, both 6 and 7 are found in a stepwise passage, but not between the
tonic and dominant tones. In this case. each 6 and 7 of 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 7.245).

FIGURE 7.24
A ASAN N A NN A
fa) 87 46 47 1 (b) 6 756 5
; S Bt s — Wﬁjﬁ”‘ﬂ
4 i
— %ﬁgﬂ@ﬂ
N A
Last note of group (7) proceeds up. Last note of group (6) proceeds down.
Use ascending melodic minor. Use natural minor (descending

melodic minor).



The Melodic Line

The Gz of Figure 7.24¢ tmplies V in I-V-1, and the F: of Figure 7.240 implies iv in
i-1v—-1. The decorative (nonharmonic) tones. between Gz and Gz and between F and K
are so written to avoid the mclodic augmented second.

ASSIGNMENT 7.4 Above each sixth scale step. write 26 or °6. and above each sev-
enth scale step. write =7 or »7. Place the correct accidental before each of these ones.
Remember that (1) a natural sign will be used in some instances and (2) an added
chromatic sign applies 1o all notes on that {ine or space in a given measure.

in Appendix E: Answers to the entire assignment are given.

-armonic Implication

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

FIGURE 7.25

Mozart. The Marriaee of Figaro, K492

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 tune can be
harmonized in only one way. however, The folk song of Figure 7.26a shows Jead sheet
symbels of L and V only. but in b the same tune is shown with one of the many possi-
bilities using a wider variety ot harmonies..

149
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FIGURE 7.26

Norwas
fa Cmi G Cmi G

CE>G GBD A CE» DFA>C FzAzCE> GBD

But for now. we will study harmonic implication with tunes that can be harmo-
nized using L 1L IV. v, Voand Vooonly, Here 15 what to look for:

1. Achord is actually outlined in the melody. or suggeswed by an interval,
Figure 7.25: Every tone ix part of a chord—an interval from the chord or a
complete chord.
Figure 7.26: The first interval. Gup 1o C, suggests C E» G,
Figure 7.27: The interval Czup to E m E major obviously imphes IV (A C: E).
Figiere 7.25: The entive V' chord is outlined in measure 3.

FIGURE 7.27

England
B U .
e e o
o J S

2. When there is no chord outline. the strong beat. or beuts. ol the measure may
suggest the harmony. In Figure 728 measure |, the three repeated notes. G.
pius the tinal B suggest a onic triad. G B D. and in measure 2. the A and the F=
on the principal beats suggest the dominant triad. D Fz AL ¢The circled notes are
nonharmonic tones. to be discussed shortly

FIGURE 7.28
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Chord changes may. of course, occur within the measure. as the melodic tine
dictates.

FIGURE 7.29

In some cases, 4 can be harmonized with either IV or V7. The arrow in
Figure 7.30 points to 4 in F major. which in this context can be the B> of TV
{B>D F). or the B-of V' (C E G B>). Four harmonizations are therefore
possible. though the Jast, V=TIV, 15 neither conventional nor effective.

FIGURFE 7.30

When 4 implies the seventh of a V7 chord. it usually proceeds downward by
step. but it may skip to another member of the V' chord (Figure 7.31).

FIGUREL 7.31

i) Cermans

7 down by skip
in ~amie chord

In rare cases in which the seventh is allowed to ascend. the mefodic line
usually descends immediately atter to effect a normal resolution of the seventh,

1

d
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FIGURE 7.32

resolution of the <eventh delas ed

3. Most melodies will contain nonhiarmonic rones (review “Cadences Incorporat-
ing Dissonances.” page 72). Most common and easiest to spot are those that
oceur stepwise between chord tones. as seen in Figure 7.33a, though nonhar-
monic tones approached otherwise are not uncommon (Figure 7.330).

FIGURE 7.33

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

1. Place the chord numbers 1. 1. IV, iv. V. and V7 below the staff. as appropriate.
2. Place the chord spellings below the statf.,

3. Circle the nonharmonic tones.

Upon completion. play the melody with its harmonization.

Exaniple

I AY 1 A 1
GBD CEG GRD DFzAC GBD
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Rhythm and Meter

~ e simplest kind of rhythmic pattern in a melody would be the use of a single note

-zlue. Such melodies are rare. Melodic interest 1s heightened by contrast in the dura-
~n of the pitches. This contrast can be very simple. as demonstrated in the melody of

~:zure 7.13. which consists of only quarter notes except for the cadence at the end of

z:ch 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
s hubert melody. number 3. from Assignment 7.3 (page 145) is a good example. Only
-epattern . ... .Or. ... isfoundin five of its eight measures. with each
-~rase concluding with rhythmic patterns differing from each other.

A melodic sequence is. of course. almost invariably coupled with a rhythmic se-
.ence. although rhythmic sequence is possible without its melodic counterpart; in
= zure 7.7. the rhythmic pattern of the two phrases is basically the same (the second
-~rase 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 typical of the music of the tonal era. Concepts
of rhythm in the music of both the pre-seventeenth-century era and the twentieth cen-
tury are described in the article ~Another Metrical Concept™ on page 343,

Melodic Composition

To the noncomposer. the composition of a piece of music often appears to come ubout
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
1s working.

The well-known 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

I. the scale line is used throughout:

2. the harmony implied is T and V only:

3. the rhythmic pattern of repeated quarter notes is varied only at each cadence:
4. the form is a simple eight-measure period.

The following assignments will give vou the opportunity to write original
melodies. The test of a good melody is its "singability.” Playving a melody on the piano
will not necessarily reveal a defect. since almost any melody can easily be played. It
when you are singing. you find the melody contains an awkward 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 Melody writing. Continue each of these melodic beginnings to
complete a four-measure phrase. Indicate the implied harmony using roman numeral
symbols. Circle all nonharmonic tones. Upon completion. play your melody and har-
monization at the keyboard.

{1) End with a perfect cadence.
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{3) Use sequence and end with a half cadence.
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ASSIGNMENT 7.7 Melody writing. 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 vour phrase from Assignment 7.6 ends with a perfect cadence.
rewrite it so that it ends with a half or an impertect cadence and then continue with
the consequent phrase.

ASSIGNMENT 7.8 Melody 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 contrasting period, the phrases lack such similarity.

A phrase may include repetirion 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 with care. The leading tone “leads™ to the
tonic. In a minor kev. 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 actual harmo-
nization is not limited to the most obvious implication.
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ARTICLE #7

Some Varieties of Melodic Expression

Since melody exists in all parts of the world and has existed presumably from
prehistoric times to the present, we can assume that it has displaved many
forms and characteristics. A tew examples will show the contrast between
these other forms and the characteristic melodies of the period of Western
music ica. 1600 through ca. 1900 being discussed in this text,

The rollowing chantlike aboriginal melody, which has been placed in nota-
tion by researchers, cerrainly shows no harmonic implication, no regular met-
ric system, and too few notes to establish a feeling for scale or key, However,
a rudimentary torm is established when the passage of repeated D's rollowed
bv repeated B's is started over again in measure 5.

Australian Aboriginal Melods

Ja-wu o maw -ru moo- o la

tLet ux hurrs. the wind is fierce and keen.

The next example is taken from the earliest known body of Western music,
the Gregorian chant of medieval times (ca. ~.n. 800;. It displavs a scale pat-
tern of EF G A B CD E, with tonic on E. This scale is known as the Phrygian
mocde and is one of several scales, known as modes, that were in use before
1600. Since that approximate date, this svstem has been reduced to two
scales, now called major and minor.

Grevorian Chant

157
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Both the medieval modes and the present major and minor modes are based
on half steps and whole steps only. In Eastern Europe, the Near East, and the
Arab countries of Asia and Africa, scales containing one or two augmented
seconds {three half steps, or a step and a half} are a major part of their melodic
resources. In the next example, the augmented seconds are E-~Fz and B--(:,
and the entire scale is D E» F2 G A B> C: D. In Eastern Europe, this scale is
often known as the Hungarian minor scale or the Gypsy minor scale.”

Lebanon

Folk music of Western European cultures has consistently made use of scale
patterns that are the same as the medieval modes. This tune is based on the
Mixolvdian mode (GABCD EF Gy,

England

(Further comment on modal writing in composed music is included in the ar-
ticte “Another Metrical Concept,” on page 343 )

Since the common practice period, melody has often abandoned the tonal
concept and procéeded in many directions. The most dramatic of these is
called the twelve-tone systent of music, in reference to the twelve tones of
the chromatic scale. fts basic premises are that no note may be repeated until
the other eleven have been sounded and that the so-called row of twelve
tones, which is established before the compaosition is begun, will be used
consistently throughout.

“Further examples of medieval modes can be found in Chapter 19 of the author's Music for
Sight Singing, 4th ed. Preatice Hall, 19961,
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Schoenberg, Serenade. Op, 24

O konnt” wh Je - der Rach "an hir ge - T

e, dir - mich durch  Blick und Re -

Lopvriedr © by Ediven Witheln Hunsen A/S. Copenbagen. Used with permission.

Characteristic of this melody is its angularity—the predominance of wide
~hips (also seen in the Brahms example, Figure 7.141—and the inadmissibility
g any harmonic implication.

Although these few illustrations can serve as only small samples of the wide
ariety of melodic practices found in different regions and eras, they should
-erve to point out several characteristics that differentiate melodies of the
~ommon practice period from those of other cultures and other times.
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Here is an excerpt from an orchestral score.’ the opening of the third movement of
Brahms’s First Symiphony. Can vou read this score. or does its use of C clefs and
transposing instruments baffle vou? We will decipher this score one step at a time and
reassemble it near the end of the chapter.

FIGURE 8.1
Un poco allegretto e grazioso Brahms. Symphony No. 1. Op. 68
T ——— ——— e ——. p——
_ —— T ———— — ; ot — ——
" - ff;e > g P—— - e - L — . e @ w ',,,Z: e®o
Clarinets in Bo %;j 4¢ - 7‘£ﬁ_/"-_a"‘ [ e e r,g" = f : e T

Bassoons

Hornsin E»

Violin I S
Violin 11 Z -

Viota

Cello

A score in which each instrumental or vocal Tine Is on a separate staff. such as the one in
Figure 8.1, is known as an open score.
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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 sign [§ or © indicates the location of middie 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 alro
clef, 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 known as the tenor clef: it is
often used by the cello. the bassoon. and the trombone. and occasionally by the dou-
ble bass.

FIGURE 8.2

Tenor clef Middle C
D ‘ o
 Ra S —— S s B4

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

FIGURE 8.3

fa) Viola. alto clet

(hi Same. hass clef

p— ”.,/-—\.,’g P
%Iliﬁ . : + [

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

“Early versions of various clefs. mcluding C clefs. can be seen on page 39,

161
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FIGURE 8.4

(7) Bassoon, tenor clef

rRare
.} e SN S
K3

The alto. tenor. treble. and bass clefs are the only ones in common use today from a
system of ten clef signs used in music before about 1750. The other six clefs are
shown in Figure &.5.

FIGURE 8.5

French violin clef Soprano clef Mezza-sopruno clef

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

ASSIGNMENT 8.1 Learn the names ot the lines and spaees of the alto clet. Check
vour ability in the following two ways:

fa} Name the pitch when the line or space 15 given. Example: fourth line:
answer, E. '

th) Name the line or space when the pitch name is given. Example: Fi answer,
first line or fourth space.

In the Workbook: Answers to the entire assignment are given,

ASSIGNMENT 8.2  Learn the names of the lines and spaces of the tenor clef. Follow
the procedures of the previous exercise.

In the Workbook: Answwers to the entire assignment are given.

Figure 8.6 shows how sharps and flats for the key signatures are placed for the
alto and tenor clefs. Observe that the patterns are the same as for the treble and bass
clefs. except for the sharp keys in the tenor clef. Starting with the first sharp on F
{second line), succeeding sharps are in a pattern. up a tifth. down a fourth.
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FIGURE 8.6

= 1) - A5 3y s i
=iFL 2 I = 45 P }g_,ﬂdl_g—_ 7

Z : % :
= e R s |

ASSIGNMENT 8.3 Write the Key signature for each major and minor key in both
the alto and the tenor clefs.

ASSIGNMENT 8.4 Wiiting intervals in the C clefs. Write the second note of the
given interval f¢) in the alto clef and 4) in the tenor clef,

@l i {1} (3 (41 {2
72 Wt I S e U
12 — S — [ — - [a. - T
Miup Plup M down P3up M6 down
(6 17 8 (9 1
- L - S—
» _ i il
M3 down mb up M3up P5 down M6 ap
-h i3
T 1
i down Miup P4 down P3up M3 down

0y (7 (% (93 [

- [P - . R — . ——,

In the Workbook: Answers to the entire assignment are given.
ASSIGNMENT 8.5 Rewrite 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 No 1. Op. 68

Violin

Viela (e - 0 oo B :
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Adagio Mozart. Oboe Quartet, K. 370

(21

i

Viola

in Appendix E: The viola line in (1 is given.

ASSIGNMENT 8.6  Writing cadences in open score. Write each cadence in four parts.

one part to a staff. using clefs as shown below. Example: E» major. ?\'/“1{(24 indicates

scale-step progression: in k- major, F~E»). B

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] {3) B> major 3 3
AV | I Vv
(2) D minor 1 7 (6) F: minor 5 3
Y Vo1
(3) Emajor 7 1 (7) D> major 5 3
A | AV |
(4)Fminor 2 3 (8) Gzminor 1 2
Vo [

in Appendix E: Answers to (1) and (2) are given.
in the Workbook: Answers to the entire assignment are given,
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A Clef for the Tenor Voice

The tenor clef is ideal for the tenor voice. since use of cither the treble or the bass clef

results in a large number of ledger lines. Though the tenor clef was once used tor the

tenor voice. it has been veplaced by the treble clet. but with its notation an octave

higher than 1t sounds (Figure 8.7). The clef is sometimes written as é}& or @ the
. L2

latter now becoming commonly used. '

FIGURE 8.7

Mozart, The Magic Flute, K. 620

Tenor voiee: 5

T-ansposing Instruments

( The clarinet part of Figure 8.1 is marked ~Clarinet in B°.” Such a description indicates
| & transposing instrument. that is. one whose written notation s ditferent from its ac-
tual pitch. In this case. "in B means that when the clarinet plays C on its staff. the
sound produced is a major second lower. “concert B the B® of the piano or other
nontransposing instruments. Thus the general rule: A transposing instrument sounds
its name when it plays C. The B clarinet sounds B’ when it plavs C.

There are two transposing parts in the Brahms score, Figure 8.1: they are shown
separately in Figure 8.8, Note that the composition is written in the key of A’ major.

1. In Figure 8.8, the part for the B’ clarinet is written in B> major. a major second
above the concert key of A* major. Therefore. each note of the clarinet part
sounds a major second fower than written. The first note. F. sounds 7, and so
forth.

2. In Figure 8 %4, the part for the horn in B> 18 written in F major. a major sixth
above the concert kev of A* major. Traditionally. horn parts have been written
without key signatures. with accidentals placed in the music as needed. In the
example. the second note requires a flat. since B” is 4 of the F major scale. In
reading the E° horn part. each note sounds a major sixth Iover than written. The
first note. AL sounds C. and so forth.
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Since about the mid-twentieth century, many composers have been writing
horn parts wirli key signatures. Figure 8,85 so written would have a key signature of
one flat.

FIGURE 8.8

() Bo Clannet

sounds

i Hormink»

sounds

Putting these together with the C-clef parts { Figures 8.3 and 8.4) and the re-
maining nontransposing instruments. the opening tive measures of Figure 8.1 look
like this in plano score.

FIGURE 8.9 Figure 8.1 in Piano Score

add A 1

Un poco allegretto add Vin, 2
add Viela

Horn

Bassoon \\g

Regardless of yvour preferred performance medium. yvour abihity to read various
notations as presented here should greatly increase vour musical horizons and music
literacy by making available to vou the means for comprehending music scores more
complex than those for solo performance.

Writing for Transposing Instruments.  When the instrument name includes a pich
name. find the interval between that pitch name and the C above. For the clarinet in
A the pitch A up to C 1s a mmnor third. Therefore. the part tor 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. the piano part will be in G major (signature. | sharp) and the
clarinet part in B> major (signature. 2 flats).



C Clefs; Transposing Instruments 167

Horns may be in D, E- E and F. the last the most coramon. The part for a horn
in F is written a perfect fifth above concert pitch,

ASSIGNMENT 8.7 (a) Write or name the concert piich in each of these examples.

{1y Bb Clarinet 21 Hormmn F (30 Eb Al San by BY Trumpet i3 A Clarinet

b} Write the note on the staft that will sound the given concert pitch.

1) Bp Clarinet 2y Homm b 2 Eo Al Sax b By Trumpet (3 A Clarinet

In Appencdlix E: Answers to the entire assignment are given.
In the Workbook: Answers to the entire assighment are given.

ASSIGNMENT 8.8 Rewrite previous part-writing examples for various instruments.
fa} From Assignment 5.8 (1), [ill in the two inner voices,

B» Clarinet

Viola

Homin F

Cello

(b} Using (2) from Assignment 5.8. make a staff such as the one above and use
the following instruments. starting with the top staff: flute. viola. bassoon (tenor clef).
and contrabass.

(¢} Continue with (3) and (4). using mstrumentation as chosen or assigned. Ex-
amples from Assignment 6.10 may also be used.
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Summary

C clefs locate middle C on the staff.

The C clef on the third line is called the alto clef: the C clef on the fourth line 1s
called the tenor clef.

C clefs are used by a number of orchestral instruments. including the viola, the
hassoon. and the trombone.

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

often indicated by é :
v

Some instruments are ransposing instrunents, such as the clarinet in B». Each
transposing instrument sounds its name when it playvs its C.



The Triad in Inversion

Review “Inversion™ and “Figured Bass” in Chapter 2.
See the article “The Theory of Inversion™ at the end of this chapter.

Inverting a chord means simply placing a chord member other than the root as the
lowest sounding voice. Except for certain types ot 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. No. 7

Andantino

The Triad in First Inversion
Use of inversions has two advantages. one harmonic and the other melodic.

1. Harmonic: Atriad and its inversions provide three different 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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D) FIGURE 9.2

Schubert. Quinet (Tront). D. 667

Andantino

el

-

2. Melodic: Without the inversions. the lowest voice lacks any sense of being a
melodic line. With inversions. the bass can become truly melodic. The bass line
of Figure 9.3 consists only of scale steps. made possible by the use of two tri-
ads in first inversion. Of particular interest is Handel's determination to main-
tain a scale line even though in measure 3 the bass note Cz is held throughout
the duration of the E Gz B triad.’

Handel. Gintlio Cesare

LoNor e

Y

Listen to Figure 9.4, a lead sheet version of Figure 9.3 using a minimal harmo-
nization {roots in the hass): now there should be no question about the heightening of
musical interest through the use of inversions.

The Czin the bass might be comsidered the root of C: E Gy B, a seventh chord. vi'. However. the
treatment of the seventh (B is atypical (Chapter 131 On the other hand. the long duration of Cz as a non-
harmonic tone is also uncommon. Ambiguous situations such as this are not infrequent in music. In these
cases. specific analvses may not be possible.
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D) FIGURE 9.4

S)

o~
D
——

In one of Mozart’'s most popular works. first inversions arc used to creatc a
melodic sequence in the bass line, measures 1-2, Also notice the initial interval in the
first measure. the leap of a fourth from “third to third.” Written in only two voices. the
harmonic movement is implied and should be quite clear. We bave added middle
voices (for analysis onlv—mnot for performance!) in stemless notation.

FIGURE 9.5
Allegretto Mozart. Serenade. Fine Meine Nachtnusik, K323
2 h
PRSP
. OB 5 b ; b e - e
| i |
| Viola. Cello. Bass ‘ . |

Roats: G D G A C D G F A D G

Also cffective is the use of first inversions to create parallel thirds and sixths be-
tween the bass and an upper voice. Figure 9.6 shows thirds in measures 1-2 and sixths
in measure 3. The wiad marked 17 will be discussed shortly,

FIGURE 9.6

) Mozart, Sonata in D Major tor Plano, K. 311
Andante (o =8 ~

171
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Like the bass fine of Figure 9.3, the bass Tme of Figure 9.7 is mostly stepwise.
Of interest here is the V, -V, progression. In a series of first inversions in which the
bass moves stepwise. any chord progression may appear. even those that are other-
wise uncommon or rare. In Chapter 6. we noted that the use of V-1V is limited. but as
a succession of first inversions its use Is common.

D) FIGURE 9.7

Buch. “Du Friedetin~i. Herr Je<u Chnst™ (#3424

In another pair of first inversions (Figure 9.8). the bass line in minor passes
through =6 and =7. requiring the subdominant triad to be major. IV, . as it progresses 1o
V.. Also note that 1V, is preceded by V to begin the stepwise motion in the bass,

T

(D) FIGURE 9.8

N

Anon. teas 1700 Nun sicht der Tag”

.
.

In summary. inversions can create more musical interest by

1. arpeggiating a triad (Figure 921

2. progressing by leap from triad root to tnversion tor reverse). or from inversion
to inversion (Figure 9.3}

3. using a scale line in the bass. where the version is found intermittently (Fig-
ure 9.3). or when inversions are in succession (Figures 9.7 and 9.8

4. moving the bass line in thirds or sixths with an upper voice (Figure 9.6).

v~y can be used in o minor kev. The muinor Jomumant triad will be vudied in Chapler 16,
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The Triad in Second Inversion

In contrast 1o the liberal use of first inversions. the second inversion is restricted (o a
limited number of specitic devices. This is because the triad in second inversion con-
tains i perfect fourth between the ba\\‘ and one of the upper volices. From very eurly
tmes i the history of Western music. the perfect fourth above the bass has been con-
sdered adissonance. reguiring specitic resolution and therefore limiting the wais in
which the inversion can be used.

The Cadential Six-Four Chord  This chord is so named because of it frequency of
use at a cadence point. though 1t is used commuoniy m other tocations, Harmonic
movement culminating in a I'=V—I cadence is so common that the progression is vir-
wally w rrrademurk™ of tonal harmony, and for that reason 1 was virtaally abandoned
in the new wnccph of music composition developing in the carly vears of the twenti-
oth centun

Look at the triad marked 1 in Figure 9.6, You cun clearty see the speliing G B
D in G major: vet. tf asked to <ing the root of this triad. most people respond by
singing (not incorrectlys the bass note DL There must be an explanation for this con-
tradictory interpretation,

Figure U.9 demonstrates these interpretations

1. In ¢, the “dissonant™ fourth above the bass s clearly marked.

2. In b the progression to Vs unaly zed the wuy it looks—two triads, Fand V.

3. In ¢ the progression is analvzed the way it soinds—a ¥V tiad with
nonharmonic tones above its root 10 the bass,

Try plaving (or listening to Figure 9.9, stopping at the six-four chord. The ne-
cessity for resolution should he obvious, Nm that the sixth (By above the buss tone.
though consonant with the bass note (D 1s at the same time dissonant with the im-
phicd harmonv. D Fe A

FIGLRE 99

na Ph (o
. — - N—
e * 4 - ¢ 5 o - * 4 o .
L2
——— ———— ————
g 2 e 2 % S " % T e "
2 / R :
R & f s & & A
4 3 R 2
A AV [
-+

For purposes of analysis. we will consader the siv-four sonovity as a triad built
above its f1fth. as in Figure 9.96, but m writing and listening. the dissonant function of
the perfect fourth above the bass should always be kept in mind.
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Even though the fourth usually resolves down. it 1s occasionally seen moving in
the opposite direction (Figure 9.10).

FIGURE 9.10

Hymn: Mendelssohn

In duple and quadruple time. the cadential six-four almost invariably occurs ina
strong rhythmic position. allowing the ensuing tonic, root in bass. also to occur in a
strong rhythmic position. as 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 1
on the next strong beat (Figure 9,111

FIGURE 9.1}

Hymn: St Martin's

& o R
4 2
P 1{‘ :ié{\: ih A 1

The Pedal Six-Four (Embellishing Six-Four, Auxiliary Six-Four) Here the bass note
of the six-four is held over or repeated from the bass note of the previous chord and
continued into the chord of resolution. The name derives from a nonharmonic rone.
the pedal point or pedal, in which the bass holds a single tone regardless of the har-
mony above it. The pedal six-four is most commonly found as =IV{-I (Figure 9.12).

The terms embellishing, cuxiliary, and neighibor six-four present a ditferent in-
terpretation: The bass note is a chord tene above which there is movement to and
from a nonharmonic tone (neighbor tones. Figure 9125 and 9.13).
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FIGURE 9.12
. 6 , SR .
oy cherd 161 Newghbor tones
B S R S N Y B
. I . » e E- AT -

D) FIGURE 9.13

Mozart, Concerto No. 27 for Puano, K. 393
Larghetto

The Passing Six-Four This six-four is found between a triad in root position and its
first inversion. or the reverse. and differs from the others in that there is no resolution
of the perfect fourth. Rather, the root of the six-four sonority (G in Figure 9.14) func-
tions as a chord tone sustained from the previous chord. the remaining tones acting as
nonharmonic tones,
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FIGURE 914
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D) FIGURE .15
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Allegro molto
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The most commonty used passing six-fours are (1) the 1-V =1 or reverse.
(2) the IV ~Ti=ii to be studied in Chapter 13 and 13y occasionally the iv—i =iy,
shown in Figure 9.16. Note the Jack of & G ncthe first 120 allowing the two B'x to fune-
tion as nonharmonic tones in the v triad.

(D) FIGURE 9.16

Mendelssolng “Allrdchtheh i Troume.” Op. 86, Noo 4
Allegro e

. .. P - T — . . . RN
2 e o Tce % e, i\' S N
4 Y / v \__ ¢ I .
. —
7u dei nen A e Fu e,
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You are not likely to sec any other variety of a passing six-four. although there
1s always a possibility. such as this unusual passing vi!from a Bach chorale.

FIGURE 9.17

Bach. “Betich! du deine Wege™ (#21,

ASSIGNMENT 9.1  Identifyving triads in inversion. Each of these music excerpts
includes one or more triads in first and/or second inversion. Locate each inversion
and describe its use. For first inversions. check the summary on page 172, and for
second inversions. name each as described on the pages immediately preceding this
assigment.

"d
[

Mozart. Sonata in A Major tor Prano. K.

Andante grazioso
-

Beethoven. Symphony No 7. Op. 92
Allegretto . 4

Viola

Cello

177
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s

Andante Handel, Sansen
ray A -
j&“;)_‘ (rt‘ -
AL L.
.
_ e *
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¥
R Mozart, Sonata m B Magor tor Pano, K332
Adagio :
ey -
I 5
(I

Bertioz., Nuats d'Gfe. L Spectre de Tarose " Op. 7
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Beethoven, Symphony No. 6, Op. 68

» Allegretto
Vin T \ & N A
{ pp softo voce Cresee ‘
Vin. He é 6; TN - T T e A ¢ .
D) — T e D e e’ A — et

- - Crose ) ;
pp soffo vpoce : !
+ ]
Viola ) - A . s I
5 B oA

p‘;) Sotfo Toce T Cresg Iy r
. L' 7 * ! — T
Cello r) _§ S —— TZ : 5 T - ; w ﬁ v L

- Pp osotto voce Cres 7 L4
(©) (7

Verdi. Requdden

Allegro molto

in Appendix E: The answer to 111 is given.

Writing a Triad in First Inversion

Any doubling is possible in a first inversion (even the leading tone under the right cir-
cumstances. see page 2525, but we will 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

| in soprano 3 in soprano 5 soprano

>

i oo  — b —
LASTa—— ! - &—
Py 5 = =
: @ z -] -
,uq:;ga;i,i,, Z [ )
e — @ e ——— & @ © &
double | double 3 double 3

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

FIGURE 6.19

I 3 5
1IN & [~ .
c e : ;
: or
a @ &
- © o i
*} —e % B4

double 1 or 3 double 3 double Sor 3

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.

Sample solution

: s pu— A — s — e —
[~ SO S () : B —— T3 -
. ! ]
e s ey i
™ ; i .
o ]
8 Zo & 3o i Z s —
7 i e o 5 T

oy
o)
o
o
o
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0 . - o 2 o X
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45 e e :
e :
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In Appendix E: Answers to (1—(3) and (6)—17} are given,
In the Workbook: Answers to the entire assignment are given.

Writing to or from a Triad in First Inversion

When progressing from a triad in first inversion to a triad in root position (such as
V=D, or the reverse (I-V, ). vou are most likely to avoid parallels and other problems
by first writing the two voices that lead to and from the doubled note. These two
voices can move in three different wavs in relation to each other.

1. Contrary meorion: The two voices move in opposite directions (Figures 9.20«
and 9.21a).

2. Obligue motion: One voice remains stationary while the other moves (Figures
9.20b and 9.215).

3. Similar motion: The two voices move in the same direction (Figures 9.20¢ and

9.21e¢).
FIGURE $.20
{a) {h (cr
———— - = < i -
N 4 & et ]
ii@ T B S — o
- R N~ S, =
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contran obligue similar
- . el
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Rl e s N
i
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FIGURE 9.21

Yo

[t is always best to use contrary or oblique motion in approaching and leaving
the doubled note. In Figure 9.22, contrary motion is used cxclusively at every occur-
rence of a triad in first inversion.

FIGURE 9.22

“Good King Wenceslas™

Similar motion is ordinarily necessary only in unusual cases when one voice
must be brought into a better range or to cffect a change of position.

FIGURE 9.23

Ho e . & - -

N Ak 1. S— b
: o 3 3 Lol
3%
Yy

@~ &

i
6 6
Beiter range Contrars motion good.

tfor tenor but wnor i hizh
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The most efticicnt procedure for part-writing to or from a triad in first inversion
is as tollows (Figure 9.24:

Step 1. Complete the first of the two triads.

Step 2. Approach or resolve the doubled note by contrary or obligue motion if
possible.

Step 3Bl in the remaining voice with the note necessary to produce normal
doubling. When the doubled note moves by contrary or oblique motion. the
remaining voiee usually moves by step or remains stationary. rarely moving
by leap.

FIGURE 9.24
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ASSIGNMENT 9.3 Wrile pairs of triuds. Where possible. write the example in both
voicings. as shown m Figure 9.24. Place the chord number below each bass note.
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n Appendin ErAnswers to ol 50 and O are given,
Iir the Workbook: Answers to the entire assignment are given,




184 The Triad in Inversion

Writing Successive Triads in First Inversion
When triads in first inversion are used in succession. it is impossible for each of these

triads to be found with the usual doubling in the same pair of voices. since parallel
octlaves and fifths will result.

FIGURE 9.25
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To avoid these. use a different doubling for cach triad in inversion. if necessary.

In a most instructive example. Figure 9.26. Bach has successfully handled three
successive first inversions. including =6 and =7 in the bass. He has avoided all the
“booby traps” by carefully choosing his doubled notes. a different one in cach triad.
As aresull. cach doubled note is both approached and left by contrary motion. Study
this example carefully. because in yvour work in inversions. you are unlikely to en-
counter any problem more difficult.

FIGURE 9.26

Bach. ~O Herre Gott.
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When selecting doublings. be sure not to double the leading tone or any altered
tone. Notice the 6 and =7 in Figure 9.26. Neither is doubled.
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ASSIGNMENT 9.4  Write examples of successive first inversions.
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In Appendix E: Answers to (113} are given.
In the Workbook: Answers to the entire assignment are given.

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 limirations on its doubling and its part-
Wwriting in a progression,

Doubling The fifth (bass note) is ordinarily doubled.

Approach and Resolution

L. Cadential: The bass note is not approached from the same tone or from the
leading tone. In resolution. 6 moves 1o 3 above the bass. and 4 moves to 3 (Fig-
ure 9.27q).

2. Pedal: Motion above the bass is usually stepwise. (Figure 9.27b).
3. Passing: The ~dissonant’” fourth remains stationary (Figure 9.27¢).
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FIGURE 9.27
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ASSIGNMENT 9.5 Writing six-four chords. Numbers 1-3 are cadential, number 4 is
passing. and number 3 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.

6 3 6 6 3 6 3
4o 4 40

In Appendix E: Answers to 11 and (51 are given.
In the Workbook: Answers to the entire assignment are given,
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Other Part-Writing Considerations

Belore we continue with phrase-length exercises. three additional observations ap-
plicable o any part-writing procedures will make vour etforts easier.

The Melodic Augmented Fourth This interval is usually avoided in meladic writing
and. therefore. should not appear in any voice line. Both tones of the interval have
strong resolution tendencies. the upper resolving up and the lower resolving down. In
a metodic leap. both resolutions cannot be accommodated. and the undesirable targe
fcap must continue in the sume direction (Figure 9.284¢).

The problem 1s easily solved by using the augmented fourth’s inversion. the di-
minished tifth. thus allowing the melodic change of direction (Figure 9.28b). How it
works in a practical application. IV-V,__is seen in Figure 9.29.

FIGURE 9.28
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Overlapping Voices These can be illustrated better than described. In Figure 9.30q,
measure 1. the bass note D moves to G. but the G is higher than the previous tenor
note. These are overlapping voices. and they can occur between any pair of adjacent
voices, ascending or descending. Correction is sometimies as simple as changing the
direction of one voice (Figure 9.30«). Otherwise. change the triad position at some
point before the overlapping pair. A good place to change position is at a repeated
triad. as in Figure 9.300,
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FIGURE 9.30
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change position

Unlike parallel fifths. overlapping voices are not to be considered completely
unusable. They. along with crossed voices (page 88). are often useful when creating
meledic 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.

FIGURE 9.3}
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Hidden octaves and fifths are a problem on/y when they occur between the two
ourside voices of a composition (soprano and bass in four-part writing). Even then.
they arc acceptable when (1) the soprano moves by step. as in the perfect authentic
~adence. soprano 3.1 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 (Fig-
ure 9.32b),



The Triad in Inversion

FIGURE 9.32

Bach, Bach.
“leh dich hab ich™ (#118) “Ist Gott mein Schild™ (#1232

f1) w—— iy —

In other circumstances. a hidden fifth or octave between outside volices is not neces-
sartlv entirely unusable but should be chosen only after careful consideration of its
aural cffect.

ASSIGNMENT 9.6
fa) Write extended exercises (the soprano and bass lines are given). Make a har-
monic analysis,
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{5 The bass only is given. Write the soprano line and {ill in the alto and tenor
voices, Make a harmonic analysis. When you write the melodic line. be sure to follow
the procedures of good melodic writing as described in Chapter 7. Choosing a so-
prano note at random simply because it fits the designated chord rarely produces
worthwhile results.
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Alternative methods of solution

1. Write any exercise on four staves (open score). using correct transposition for
the tenov voice. Don't forget to use correct stem directions when writing a sin-
gle voice line on the staff.

2. Write any exercise in open score. using treble. alto. tenor. and bass clefs. read-
ing from the top staff down,

ASSIGNMENT 9.7 Puart-writing for instrumental ensemble. Add inner voices to the
following example. For additional experience. rewrite exercises from Assignment 9.6

for instruments of vour choice or as assigned.

Clar. in B»

Eb Alto Sax

Viola

Bassoon
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Melody Harmonization

When harmonizing a mclody using inversions. vou must decide which iriads will be
in inversion and which will have the root in the bass. Therefore. write the complete
bass line first. 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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—

. Contrary motion (o cach other

2. Obligue motion—soprano stayvs on the same tone while bass moves. or soprano
moves while bass maintains the same tone

3. Similar motion to cach other

4. Starionary motion—both soprano and bass repeat their tones

FIGURE 9.33
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Ot the four types of motion. conirary and oblique are the most trequently used.
Similar motion s very effective for intervals of thirds oy sixths between soprano and
bass (see Figure 9.6, bracketed voices) but otherwise shoold be used with care. avoid-
ing parallel or hidden octaves and fifths. Stationary motion. having no melodic or har-
monic motion. is hittle used.

The chorale in Figure 9.34 uses L 1V and V only. Here is the count ol the mo-
tions between outside voices: contrary. 30 similar. 3: oblique. 1. Note that the similar
motions occur during a repeated triad. as thirds between soprano and bass, and in the
V-I cadence.

FIGURE 9.34 Motion benween Outside Voices

Bach. “Was Gotr tat. das ist wohlogran™ (#293)

C = Contrary
S = Simhar
= Obligue

As a final test of the chosen bass line. play or sing (two persous) your soprano and
bass lines only. The sound of the two-voice composttion should be musically effective,
even without the inner voices. as already demonstrated in the Mozart example. Figure 9.5
Try this on Figure 9.34. or on any other Bach chorale.
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ASSIGNMENT 9.8  Aunalvsis of motion between outside voices, Using music exam-
ples from this chapter. indicate each motion by C (contrary), S (similar)., or O
(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

Example: Figure 9.34 3 3 ] 1
Figure 9.5
Figure 9.7
Figure 9.11
Figure 9.17

In Appendix £: Answers to the entire assignment are given.

ASSIGNMENT 9.9 Melody harmonization. Following directions from Assignment
6.11 (page 125). 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 use certain inversions, but you are not limited
to these.

(1) Use two different six-four chords.
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(3) Use a pedal six-four and a measure similar to measure 1 of Figure 9.6
{page 171).

Keyboard Harmony

ASSIGNMENT 9.10 Play any major or minor triad in first or second inversion, with
any member of the triad in the soprano. As in previous keyboard performances of sin-
gle triads, play each triad in inversion with three notes in the right hand and one in the
left, using correct doubling. Exampie: Play the first inversion of the D major triad.
with its fifth in the soprano.

FIGURE 9.35
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Play these triads or others as assigned. Soprano note is indicated in parentheses.

First Inversion: Major—C(1). E2(5). A3y B(1). D(5)
Minor—Dt1). G(5). Fx(3). Bo(1). D= 3)
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Second Inversion:  Major—Ad3y F(1) G5y, E(1). Cx3)
Minor—A(l). F={33. B(3). Ge(1). EA 1)

ASSIGNMENT 9,11 Play these progressions in each major and minor key. The first
three are written out. Also, Iry each exercise beginning with one of the two other so-
prano positions of the opening tonic triad.

4 DI IVV L v Vo
(5 T IV Vg i IV, Vi

6y T IV 17 V I i v iy Vi
(M TIV, IV V I i iy, iy Vi
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196 The Triad in Inversion

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-
guences 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. [V,

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

The second mversion is used principally as a cadential chord, resolving to V at
a cadence. Other uses are the pedal six-four and the passing six-four.

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 fact 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 must have been known to the very earliest composers. In reality,
however, the seemingly “simple” fact of harmonic invertibility became for-
mally established only in the vear 1722 by Jean-Philippe Rameau (1683-1764)
in his Traité de I'harmonie reduite & ses 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 hack 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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Gregorian Chant”™

Li-be - ra-me Do

Music in two voices, two melodic lines together, appeared in the ninth cen-
tury, with the chant also stated a perfect 1ifth higher than the original melody
and with the two lines sung simultaneously.

Organum, ca. 830

) oy o —o - *®
e . ® o —
sit o oglo - - a Do - mi - ni in NE - CU -

This simple device of sounding two melodies simultaneously, known as coun-
terpoint, evolved first through independence of direction in the two lines,

Organun, 1 1th century

cun - <to- po - tens ge - tor de - s

then with independence of rhythm,

followed by the addition of more and more melodic lines,

‘These tirst five excerpts are reprinted by permission of Harvard University Press, Cambridge,
Mass., from Davison and Apel, Histarical Anthology of Atusic, Vol. 1119495,
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Al - e psal -l com u - . Vit

and reaching its culmination in the polvphonic timany-voiced) contrapuntal
writing found in the masterworks of the late sixteenth century.

Palestrina ( 13231394y, [ Dominicus Quadragesimg

In ali these developments, the primary compositional concern was the set-
ting of voice lines against 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 dissonances in well-de-
fined situations were allowed). Hence, the first vertical sonority in measure 4
of the Palestrina example we would call a D minor triad, but in the sixteenth
century it would have been described simply as a minor third and a perfect
fitth above the D in the bass. On the fourth beat of the measure. we see from
the hass up the notes C E A, to us the first inversion of an A minor triad, but
at that time a major third and a major sixth above the C in the bass. Only the
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major triad occurring at the end of a composition was given an identity, and
called the trias harmonica tharmonic triach.

The impetus of performance anc composition through the use of figured bass
{see the article “Figured Bass” in this chapter) heightened awareness of the
harmonic aspect of music. Manyv theorists curing this time attempted a ratio-
nal explanation of this new concept, but none was successtul until the theo-
ries of Rameau appeared, approximately 125 vears after the introduction of
the figured bass. Rameau’s proot of the invertibility of a chord or of an inter-
val was arrived at through the principle of the “identity of the octave.” In the
interval of the octave, the two notes sound identically; therefore, the octave
actually represents a single pitch of the same name. It should follow that any
interval of a chord that is changed only by an octave transposition of one or
more of its notes has not reallv been changed at all.

n -
“represents
ce’ ce

Thus, E G Cis C E G, the same triad but in a difterent form, the first inversion;
and G C Eis C E G, butinsecond inversion.

But why is C the fundamental note of this triad, rather than E or G? The an-
swer to Rameau was based on an acoustical phenomenon well known as far
back as early Greek times and said to have heen discovered by Pythagoras
(sixth century B.C.). We take a string that when plaved sounds C. It we press a
finger at the halfway point on the string and play on one halt of the string, the
note produced is another C an octave higher. It we place the finger to divide
the string in thirds and play on one third of the string, we get the pitch G an
octave and a fifth above the original note. Here are the pitches derived from
the first six divisions of a string sounding C.

S Divisions of a String

as
I

whole string
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Rameau observed that each note created by dividing the string was directly
related thereby to the entire string, the source from which the upper tones
are derived. In our illustration, the triad c' e' g' is derived from the division
of an original string sounding C. ¢! is in an octave relationship to the original
C; it therefore represents the fundamental or generating tone and becomes
the root or fundamental of the triad, no matter in what order the triad notes
are arranged.

Another acoustical phenomenon, the overtone series (described in Appen-
dix O, displays the same relationship of intervals as that found in the divi-
sion of a string. Although it was discovered by Joseph Sauver, a blind and
deaf music theorist, twenty vears before Rameau’s theories, Rameau, once he
had become acquainted with it, pointed to the overtone series as further con-
firmation of his work. In the foltowing overtone series on C, the C E G triad
appears as partials numbered 4, 5, and 6, comparable to the fourth, fifth, and
sixth divisions of the string.

1 3 6 7 ¥ 9 10
o — . B —— = o J—
%@, B — — 5 WO © -
O e T O
‘ °
I
1 1 23
Loy o - — —
DI e

°
C E G

Intervals are invertible in the same manner. Moving the lower note up an oc-
tave or the upper note down an octave changes the interval only by the ratio
of 1:2. Since this ratio indicates the octave, which in turn represents the fun-
damental, the two intervals are inversions of each other, Perfect fifths and
perfect fourths are inversions of each other; minor thirds and major sixths are
inversions of each other.

310=12

Having found that all chords have roots and that the root remains constant
when the notes are rearranged, Rameau next sought to cliscover the underly-
ing principle governing the progression of one chord to another. Rameau said
that these progressions are based upon movement of the roots of chords,
whether or not those roots are in the bass. In looking at the intervals from the
division of the string and from the overtone series, he noted that the first in-
terval to appear above the fundamental and its repetition, the octave, is the
fifth. Thereftore, root movement should be best when 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 be kept
in mind that there are three possible root movements: by fiith, by third, and
by second. According to the theory of inversion, the effect of the fourth is the
same as that of the fifth (C up to F is the same as C down to F), the sixth is the
same as the third (C up to A is the same as C down to A), and 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 DFAC GBD  CEG

Roots

In this part of his theory, Rameau was correct; subsequent analysis has shown
that in the music of almost every composer during the vears 1600--1900, the
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 have
roots that may or may not be in the lowest sounding voice, and chord suc-
cession is a function of the movement of these roots, movement by the fifth
being the 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 the re-
lationship of chords through the movements of their roots.

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

201
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ARTICLE #9

Figured Bass

In its four-hundred-year history, figured bass has functioned in three distinct
areas of musical endeavor. It began as a solution to a performance problem;
then, during the Baroque era, it became an important compositional device;
and, finally today, it serves as a widely used aid in the learning of harmony
and part-writing.

Its history dates from the late sixteenth century. You will read in the article
“Another Metrical Concept,” in Chapter 15, that vocal music of the time was
written on separate pages for each of the voices. And although much of this
music was written without accompaniment ra cappellal, it was the custom
of the time to include instrumentalists informally, playing any or all of the
vocal parts or even plaving them without singers. The performance problem
we have spoken of arose when the kevbhoard plaver tried to read all the sep-
arate parts of a work simultaneously when performing it with the ensemble.
The problem was compounded by the fact that in this pre-seventeenth-cen-
tury music, each line was a melodic line, and all the lines were superim-
posed on each other to create a contrapuntal composition (as we will see in
the Palestrina excerpt in the article "Another Metrical Concept,” previousty
mentioned).

A solution to the kevboard player's dilemma came when someone thought of
using the bass part only and writing numbers under or over certain bass notes
to indicate the intervals above those notes. The performer quickly calculated
the intervals above the bass and plaved these notes as a group—as a chord.
As the music evolved, the succession of chords harmonized with the contra-
puntal composition, even though it was in direct contrast to the melodic in-
tent of the composition.

Although a concept of harmony, as opposed to one of counterpoint, was stir-
ring in the sixteenth century, this practice of plaving from a figured bass—of
preparing a solo line and a figured bass line—actually provided composers
with the impetus to write chordally. The first such music in this style was writ-
ten by Lodovico Viadanna, in or about the vear 1396. The style was eagerly
accepted and practiced by most compaosers, and thus harmony soon replaced
counterpoint as the predominant characteristic of music,

The following example is taken from Caccini’s Le Nuove Musiche (The New
Musici, published in 1601, Only the vocal solo line and the bass line with
figuration, called continuo or basso continuo, were written by the composer.
The rest of the notes represent one possible interpretation, called a realiza-
tion, of the figured hass.
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Early figured bass examples, such as that or Caccini, often used numbers
higher than 8 to indicate compound intervals 110 = 8ve + 3rdy. Except for 9
in certain circumstances, these large numbers were soon discarded. The
plaver seeing 6, tor example, could plav the sixth above the bass in anv con-
venient octave.

Composition using figured bass continued throughout the mid-eighteenth
century and included many of the great vocal and instrumental works ot
Bach, Handel, and their contemporaries.

Genuniani (168017621, Sonata for Oboe or Flute or Violin

203
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Whereas kevhoard performers of this period improvised freely over the given
figured bass lines, todav's performers prefer to purchase a copy of the score
with the kevhoard part alveady svritten out. Thus, it one purchases the Han-
del violin sonatas in two different editions, one gets two ditferent keyboard
realizations. There is no reason, however, why any player cannot improvise
or write out a keyboard part for anv figured hass composition.

When looking at original figured bass lines, one notices that the method of
writing for figured bass varied from composer to composer. For example, the
markings =6, 6z, 6+, and & all mean the same thing. Symbols are often missing
when the composer thinks the harmony is obvious, but at times they are pre-
sent when they seem unnecessary. The figured hass symbols shown in exam-
ples in this book are authentic to their historical period, but of necessity their
style cannot be attributed to any one composer.

With the end of the eighteenth century, figured bass, together with improvisa-
tion and casual interpretation of the music score, became a thing of the past.
Composers now wrote exactly what thev wanted plaved. and since that time
it has been considered an artistic necessity for the performer to reproduce as
exactly as possible the composer’s intentions. But the twentieth century has
seen a revival of the improvisatory and casual aspects of music, particularly
in jazz groups and in scores for aleatoric music, which give both periormers
and conductors choices of what to plav and how to play it.




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

By “harmonic progression” we mican the order in which chords follow one another. A
harmony once sounded is. of course. followed by another. but which one should it be?
I there any particular order? Are some progressions fuvored over others? Docs it re-
ally muke any difterence?

Root Movement

Progression of chords. one to another. is always deseribed in terms of root move-
ments—rthat is. the mtervallic distance between the roots of the two successive chords
in question. regardless of the actual bass notes (insersionsy used. Intervallic distances
hetween chord roots can be only three: the fifth. the third, and the second. The fourth.
the sixth. and the seventh are merely mversions of these ta root movement C up to .
a fifth. is the same as a root mosement C down 1o G.a fourth.

Roat moyement dovin by« fifth accounts for a large percentage and often a ma-
jority of the chord progressions in the music of most composers. This is the move-
ment of the authentic cadence (V=T1 which is so effective in establishing a sense of
key. It has been surmised by prany theorists that the basic quality of the downward
fifth fies i its relationship to the first interval (other than the octavey i the overtone
seres: o Afth, the third partial descending 1o the second.

In Figure 101 the pattern of rool movement in an excerpt from Mozart is shown
on the third staff. Note that when the roots move a fourth. the progression is fubeled
“5h.” and when a chord is ininversion. the root. rather than the bass note. is shown,

Se¢ Appendin €
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Counting the rool movements {considering the root of the six-four to be F).
we find

by fifth—6
by second—1
by third—1

@ FIGURE 10.1 Rootr Movements

Allegretto grazioso ——— Mazart, Sonata for Plano, K. 333

T TITIII e ‘ ol

Rool:

s

Stho &h 2ad - Sth

The preponderance of yoot movement by ffth m this example 15 typical of tonal
harmony in general though not alwayvs in this same proportion. of course. But it bears
out our carlier statement that “root relationship by fifth . . . is probably the most sig-
nificant clement delineating the character of tonal harmony,”

Harmonic Progression

Having established a svstem of root movements. we still need to know what specific
chords are used and in what progression we would find them.

[f we made an extensive survey of thousands of progressions in tonal music,
probably any chord progression imaginable would show up. But in such asurvey, we
would notice that certain progressions occur over and over again, others less fre-
gquently. and still others rarely. [t is obvious that composers have not chosen to utilize
all chord progressions cqually. We will discover these choices through analysis of
root movements,

Root relationship by fifth has already been considered in the study of the au-
thentic cadence. V-1, in which the root of V descends a filth 1o the root of 1. What
root, then. descends a fifth to the root of V7 1t is, of course. 11, Counting back by de-
scending fifths. we arrive at this succession. any pair of which 18 a commonly used
progression.

FIGURE 10.2 Harmonic Progression by Filths in Major

(V = vt = it = vi— it — Vol
IV vii-
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But you will note that IV and vii® seem to be misplaced. In movement by filths.
v1i° should precede 1. However. vil® usually functions as a dominant. progressing 1o
I. Why? The three tones of the vii~ triad arc the same as the upper three tones of V7
(C:vii> =B DF: V' =G B DF). Becausc of ils urgency to progress to I and because
its spelling is so similar to that of V' many theorists define vii™ as an incomplete V7
with root implicd (V1) In this sense. the implicd root is a fitth above the tonic. How-
ever. IVavii®-iil is usetul in & harmonic sequence (Chapter 17

We have already studied the remaining triad. IVL in its movement to V and to L.
As stated in Chapter 6. the [V=V progression 1s commonly implied in folk melodies.
and this harmonization is common in amateur performance. [t is interesting (o note
that in composed music. the progression 1=V is much more frequent than [V=V.

So we have a cluster preceding [ the arrows indicate these useful progessions.”

TR Y - ] i o Vorvii®
A f V

[V:ito . V. orvin®
IV »vil® virts o]

In a minor ke, ii and IV in the above list will be ii” and iv. But when 6 in cither
triad progresses to 7 in the following triad. it tminor) and IV tmajor) will be used to
avoid the interval of an augmented second.

The progression 1i°=vii~. two successive diminished triads. is not useful.

These two additional common progressions remain:

1. When a triad skips in the direction of tonic tsometimes called efisiony: vi—V.

1i-1V tactually more common than iii—i). and iii-ii, -
2, When a triad moves away from the tonic (sometimes called rerrogression):
Vvl vi-in=1V (vi-iii is uncommon except when followed by IV)

3. A common progression interrupted by o tonie triad: ii=1=V. for example

Harmonic Progressions in Minor Keys

In minor. iv and VII are included in the series of progressions by fifths, Since these
two are minor and major triads respectively. they can progress by perfect fifth. iv to
VI and VII 1o HIL continuing as in Figure 10.3. The entire series can be seenin G
minor in the Havdn example. Figure 10,6

I this text. the designation vii” is used rather than V. beciaose of signilicant ditferences m part-
writing the two chords (page 2245
“For study of the common progression V=it cshown in the clustern, see page 314,

Why i, and not n? See puge 304,
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FIGURE 1013

Note that:

FIGURE 104

o N [ s VT =017 = Vs ]

IV Vi s

VI is built on 7 «C minor: B D F).

vigt s butlt on =7 (Cminer: B D F

The triad on 26 1~ seldom seen (C mimor: A C B,

Huarmonic Pragiession by Fifths in Miror

vappears twice, preceding VI as well ax the dommant

Figure HL4 consolidates all the mnformation about common harmonic progres-
stons and refers to both major and minor Kevs. oxcept as noted. You should use this
table for future reference.

Tuble of Conmion Prociessions

L D May progress to any other triad
(23 May interrapl any progression. such as ==V
Muajoi kevs Miror kevs
i PN iy i, -V
] 1
i =V dvi,
i TR AV B R TTER 11 Hi-ii . HH=iv -V
IV IV IV IV TV v S =i v =V vV
N N s
Y VoV v Vet VAT
L T
Vi R T T B A e S i A Y vV Ni-ti V=i VSNV =y
Vi, Vil Vil Vil
Vi V-

Discussed on page 350,

A and IN ommor esed with ascending =60 iy miner usad wirh andeseending L
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ASSIGNMENT 70.1  After suttictent study of Figure 10,4, place an X before those
of the following progressions that appear in the table, Do not refer to the table until
vou are finished.

(hH -V (6} fi=l=1V

(2) IV-vi (7y vV

(3 Vi-iii-V (8} Hi-vi®

H V-vi {9) Vi—ii-V

() J—1it (10) V- tminor)

Other Common Types of Progressions

There are three addinional categories of harmonic progression. In these. the progres-
sion standing alone is infrequently used. but in special situations 1t can be considered
equally deserving of use as any common progression.

L. First inversions in succession. When a bass line moves by step and each note 1s
the third of a chord. any resulting succession of chords is acceptable.

(D) FIGURE 10.5

Mozart, Sonata tor Punoe. K. 279

2. Harmonic sequence. A harmonic sequence s a series of chords. four or more.,
with a regularly recurring pattern of root movements. a series in which any
resulting pair of triads is acceptable. In the most common harmonic sequence.
the roots alternately descend a fifth and ascend a tourth. which, of course. is the
same as the series m Figures 10.2 and 10.3. In Figure 10.6. which shows the
complete series. first inversions and root positions alternate. but this does not
affect root movement.
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SN,

(D) FIGURE 10.6 Hermonic Sequence
Allegro ¢on brio Has du, Sonata in G Major for Prano, Hob, XVi:27

)‘.:

Sé;’%’ <

\\

Ruots:
y: - [~

e
e

A harmonic sequence can display any other pattern of root movements. In
Figure 10.7. roots descend a fourth and ascend a fifth. just the opposite of Fig-
ure 10.6. A major triad built on6 is used here rather than the diatonic vi. The
progressions V—ip and 1=V are a result of the sequence. and otherwise they are
not ordinarily encountered.

FIGURE 10.7

Schuhert. Valses sobies. D, 969

Clyomaric buss fine, When the bass line ascends or descends by a series of half
steps. any resulting chord succession is usually satistactory. Further discussion
and itustration of this type of chord movement will be presented during the
study of altered chords i Advanced Harmony.

1
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The Diminished Triad

The diminished triad consists of two successive minor thirds. Together. these produce
the interval of the diminished fifth (d3). which when inverted becomes an augmented
fourth (Ad).

FIGURE 10.8

(a} ihi

y 3 T Gy
% m{%j dim, sth——+-2

dim. 3th - aug. Hh

Because of the interval of the diminished fifth. the diminished triad is classificd as
one of the dissonant triads. Both the interval of the diminished fifth and its inversion,
the augmented fourth. are known commonly as a tritone. referring to the fact that the
interval is composed of three whole steps (six half steps). The interval under either
name equally divides the octave.

FIGURE 10.9 The Trirone

diminished fifth augmented fourth

Only in the first inversion is there no tricone above the bass note. For this rea-
son, the diminished triad is used almost exclusively in the first inversion. (See the ar-
ticle “The Devil in Music.™ in this chapter.)

FIGURE 10.10 Tritones in the Diminished Triad

As a diatonic triad. the diminished triad is found on the leading tone (vii®) in
both major and minor. and on the supertonic (i) in minor.
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ASSIGNMENT 10.2  Speli these diminished triads by spelling two minor thirds.

(hy _C

(2) B>

3 _E

4 A
5y _E:

{6) A

In Appendix E: Answers to the entire assignment are given.
In the Workbook: Answers to the entire assignment are given.

The Leading-Tone Triad
The leading-tone triad 1s diminished in both major and minor. For example, in either
G major or G minor it is spelled F2 A C. It functions as a dominant triad. since it al-
most invariably progresses to tonic.

The leading-tone triad. vii®. has two principal uses:

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

D FIGURE 10.11

Bach, "Schau. hieber Gott. wie meine Feind™ (#3)

The aural effect is similar to the passing six-four. The use of I-viig~I, is much
more {requent 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 out best. But when the soprano ascends. paralie! motion is almost in-
evitable. except for the infrequently used progression shown in Figure 6.14.
Using IV—vii instead of IV-V avoids any real or implied parallels and so is the
usual choice in this circumstance.

) FIGURE 10.12

Bach, "O Well, sieh hier dein Leben™ (#1HE7)

Should the progression be found in a minor key. the major IV triad is neces-
sary to avoid the augumented second interval between -6 and =7.

FIGURE 10.13

5
L avord
]

C minor v ) IAY

In the Table of Common Progressions (Figure 10.4). the progression vii®-V 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” in the bass. When the two chords vii® and
V7 are adjacent. as herc. there is a better explanation. The entire measure. as in analy-
sis ¢, is V7. with all notes sounding. but not simultancously. Thix is simpler than try-
ing to account for every note change with a different chord number. as in . Asa gen-
eral rule. when successive notes can be grouped rogether to make a single chord. that
analysis is usually preferable.

213
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Beethoven. Sonata for Prano. Op. 2, No. |

A 6 [y

The Supertonic Triads

The supertonic triads (1 in major and 1™ in minor) have much in common with the
subdominant triad. Not only do it and 1V (i and iv) have two notes in common, but
also. when i1 and 17 are found in first inversion. which is most of the time. they have
the same bass note us the root of IV, Figure 10,154 and & ditfer by only one note. the

tenor note 11 the first triad.

FIGURE 10.15

In addition. both triads commonly resolve to Voor 1. and consequently both are con-
sidered to be subdominant in function.

Like V as opposed to V7. ii and ii® are used far less frequently than ii” and ii°7.
but the basic principles stated here set the stage for the presentation of the seventh
chords in Chapter 13.
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) FIGURE 10.14

Beethoven. Sonata for Piano, Op. 2. No.

Prestissimo

The Supertonic Triads

The supertonic triads (i1 in major and it™ in minori have much in common with the
subdominant triad. Not only do it and IV (1° and vy have two notes in common. but
also. when 11 and 11 are found in first inversion. which is most of the tme. they have
the same bass note as the root of IV, Figure 10,15« and b dilfer by only one note. the
tenor note in the frst triad.

FIGURE 10.15

In addition. both triads commonly resolve to V or L and consequently both are con-
sidered to be subdeminant in function.

Like V as opposed to V7. ii and ii® are used far less frequently than i and ii®7.
but the basic principles stated here set the stage for the presentation of the seventh
chords m Chapter 13.
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ASSIGNMENT 10.3  Spelling and identifving diminished triads built on the leading
tone or the supertonic. Each answer will be one of these: vii®. ii°. or a key name.

a. s F: A is i majorand ¥ in minor.

b. i 1% in A major and 11 in ______ minor.

C. is in major and i in Gz minor,

d.C b G Is___in__ _majorand ____in_____ minor
e e A C s ____minorand ___in___ major.

k2 is m major and 11° in F> minor.

e E= Gz B isi“in__ minorand ____in_____ major

1. s inbminorand ______in____ major.

In Appendin £ Answers to the entire assignment are given.
In the Workbook: Answers to the entire assignment are given.

Here are typical uses of the supertonic triad.
1. In first inversion. This is the most common use of the supertonic triad. It usu-

ally Teads to V-T or to 1. As a preparation for the dominant. it 1s used much
more frequently than 1V (v

QD) FIGURE 10.16  i*-I,

Mozart. Sonata for Violin and Piano. K. 377

Tempo di Menuelto

R A
s
{ it Iy v I

[
un
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FIGURE 1017 ii,—V

Beethoven. Sonata for Pluno. Op. 10, No. |

Allegro molta

2. With root in bass. The supertonic triad with its root in the bass s useful only in
major kevs. but still much less so than in first inversion, Root position in minor
is rarely used (except in harmonic sequence: see example in Figure 10.6). since
1t is a diminished triad. Figures 10.18 and 10.19 show root position movement
to 1§ and V. respectively. Observe in Figure 10.18 how easily Brahms could
have used a IV triad simply by changing the bass note B to D.

@ FIGURE 1018 i7"

Brahms. Intermezzo. Op. 118, No. 2

Andante teneramente

=Y
=l
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D) FIGURE 10.19 iV

Beethoven. Senata in C Minor. for Violin and Piano, Op. 30, No. 2
Adagio cantabile

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 26 to prooress to
#7 without i incurring an augmented second. In Figure 10.20q, the alto line is 5 46
=7 8 (Ce Dz E2 Fr) of the F2 melodic minor scale. Note that three analyses are
given,

In (1) is D= a passing tone in the vii® triad?

In (2} i1s Ez a passing tone in the it triad?

In (3) are there two triads, 1i followed by vii®?

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 1i {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. “Wo soll ich fhichen hin™ (#25)

ASSIGNMENT 10.4 Harmonic analvsis. These examples include leading-tone tri-
ads and supertonic triads. Wnite chord numbers below the staft and circle all nonhar-
monic tones. Included with the examples of vii® are the 2 6-27 scale line and the
“vil®=V" (Figure 10.14). Indicate the location of these.

Anon.. "Alle Menschen miissen sterben™
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Handel. Messial

Schumann. Myrten,

Esv  flii - sterts der Him-mel,  ex mumt ey die Hol-le.  our Schwach
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~
©
n

Bach. "Herr Jesu Christ. du hdchstes Gut™ (#2944

‘ ! - %
l 1 - T o ® - * = h 3
Ly i S P a——— i S
e L. 4, -
@ {6} Could Beethoven have used a [V triad instead of 1i?
Andante Beethoven. Scnata for Piano. Op. 14. No. 2
9 - — - N
b}
P
e
pu——— T —

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

Havdn. L' Anima del Filosofo. Hob. XXXVII13
‘ Andante - ’

@ (8)

Mozart. Sonata in D Major for Piano. K. 284

Andante f" z‘/———-\\\ )J?f/.._.._...\
) - T Y IS, TE— .
i T - : b S .
e R e e e
AAAAAAAAAA , =
P : D
e 1 S 7 T s‘}g‘f*&l“’:;""MQ L e

e & ¥§§F §FF — T
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(9 Only two notes of the supertonic are used. What s the complete spelling?

Haydn. Sonata tor Piano, Hob, XVI:2
Menuetto - tr

D (101 The series of first inversions can casily be seen. but it is interrupted in mea-
sure 6. What chord interrupts the series. and what would its spelling have been had
Beethoven continued the series through this measure?

In the cadence. the notes B> and D» imply E» G B> Do, an implied V7. Sounding

simultaneously with an A» implyving tonic. the dominant seventh chord functions as an
appoggiania chord (see page 272).

Becthoven. Sonata for Plano. Op. 2. No. ]

Prestissimo

S

[e2

npre p

Bach, Freuch Suite [ Courante, BWY 814

2

2

1
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Writing the Diminished Triad

Only the use of the first inversion of the diminished triad will be considered at this
time. Root position is used in harmonic sequence (see the 117 in Figure 10.6). Use of
sccond inversion is very rare.

The commen voice distribution for any diminished triad i first inversion is two
thirds. one root and one fifth (bass note doubled). except that when the triad 1s found
with the fifth in the soprano. the [ifth is usually doubled (two [ifths. one root. one
third).

FIGURE 10.21 Roortor Third) in Soprano

Bach, "Zeuch uns nach dir”

-

FIGURE 10.22 Fijih in Seprano

Bach, “Aus memes Herzens Grunde™ #1)

g

The fifth of 1i® is infrequently used in the soprano. The doubled soprano is the
lowered sixth scale degree: resolving both down by step results in octaves. and re-
solving onc upward 1o the leading tone results i an augmented second. Any other
doubling usually is aurally ineffective,

ASSIGNMENT 10.5 Writing diminished triads. Double the third when the root or
the third is in soprano: double the fifth an octave lower when the fifth is in the soprano.



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

G & & 6 [}
s B TR mm T I e o — E,,_: poo— -
7 i — 75 7 : < -
o S - — = = ==
(6 (7 (81 9 tith
Y 4

in Appendin E: Answers to (11151 are given.
I the Workbook: Answers to the entire assignment are given.

Writing to and from the Diminished Triad

1. Dowubled nores. Since the diminished triad is usually found in first inversion.
the main part-writing consideration is the same as that for other triads in inversion:
Approach and resolve the doubled nore vwhenever possible by contrary or oblique
moton.

FIGURE 10.23

2. Unegual fijihs. This term describes a diminished fifth preceded or followed
by a perfect fifth in the same pair of voices. The visual effect is that of parallel fifths.
but since they are unegual in size they are acceptable. except between the two outer
VOICES.

223
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FIGURE 10.24 Unequal Fifihs

(or any diminished triad) usually descends. as does the soprano line of Figure 10.22.
But the fifth in the soprano mav ascend when tfound in & melody line moving in simi-
lar motiony with the bass at the interval of a tenth. as in Figure 1025,

3. viig with the fifiltin the soprano. As a soprano tone. the fifth of the vii® triad

D) FIGURE 10.25

7

Bach. “Varer unser im Himmelreich™ (#4713

With this knowledge of the usual part-writing procedures for diminished triads,
we can now explain why vii® should not be considered an incomplete V', even though
it sounds and functions like a V. The difference is this: In progressing to the tonic.
the seventh of the V7 usually resolves down. whereas in the vii® triad. the fifth tthe
same note as the seventh of V') usually resolves up. allowing the doubled note to re-
solve by contrary motion (Figure 10.26).

FIGURE 10.26 Vi and V7
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Writing the Supertonic Triad

In the commonly used i1 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 I'V {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 studied. Figure 10.27a 1s the basic part-writing of the Beethoven ex-
ample. Figure 10,19,

FIGURE 10.27 Part-Writing the ii Triad

l‘b}
e a5
z < J—
@ & - s @ =i
il 7 e Ll T
z T 4 ) i
1 i S | i v 1

(a) I-ii and 11-V: Contrary motion between upper voices and bass.”

(b) 1i—V: Hold common tone: other voices move stepwise.

ASSIGNMENT 10.6  Part-writing leading-tone and superronic triads. These short
examples illustrate most of the common uses of these triads. Add inner voices and
harmonic analysis.

ta) Leading-tone triads

6 6H 6 A A

-t soprano and bass ascending) and IV-ii will be discussed in Chapter {4,
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o
o
o
w
ar
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-
w

In Appendix E: Answers to (1 and 31 are given,
in the Workbook: Answers to Assignment 10.3a are given.

{h} Supertonic triads

In Appendix E: Answers to 1 2: and <35 are given.
In the Workbook: Do Assignment 10.6h, ¢. Answers are ghven,

ASSIGNMENT 10.7  Parr-writing leading-tone and superionic triads,

h
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ASSIGNMENT 710.8 Add soprano. alto. and tenor voices when bass line only is
given. Make a harmonic analysis.

6 6 6 n 3™ 6 6
3
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(2) See Figure 10.20 for help with 3 6,

&
P a——— il
i S oat 3 - S S ————
— . » =
o d o u— =
Y
& 6 bt z 56
s Ve - e
7'—:1 e T e R —
i
6 6 6 A 4
4 £

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

1. Er major Liig I, viig TIV VI
2. F minor Viig viig tiig Vi
3. B major VI VI, V1
4. A» major LTV viig Tiig 17 VI

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

5. Amajor ITIVvitIviitInIVvi
6. B minor TivViviPiiVVii©ivi
7. D» major VVIIVeirTivit il vl

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 4 can 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

mversion.

Try V-I, or V~I rather than V-1 at places other than the cadence.

oW

. After IV, use viig when the melody ascends.

wn

. Use viig between two positions of the tonic triad.

o,

Use I§at the cadence when possible,
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Keyboard Harmony

ASSIGNMENT 10.11  Play these progressions in any major or niinor key.

I \iif'é 1

6 I \ii"() I i
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() i o

Ms:;‘

ASSIGNMENT 10.12  Play these progressions in any key. Play (31 in major as well,
using ii, instead of ii.

ASSIGNMENT 10.13  Harmonizing a lead sheet melody. The suggestions in Assigi-
ment 10.10 will be just as useful here. Triads marked with a °. such as g°. are dimin-
ished triads. Be sure 1o play these in first inversion. The symbol | indicates a place to
use the tonic six-four.

England
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France
Fém

D.Coal Fine

Summary

Harmonic progression refers to the order in which chords tollow one another. Con-
sidering the progressions possible. their use ranges from very frequent to rare. Pro-
gressions with their roots descending a fifth are the most common, and a few by other
intcrvals are also common,

A progression not common by itseif may be freely used in a series of first inver-
sions or in a harmonic sequence,

The supertonic triads. ii and 117, usually resolve to the dominant and. therefore.
like IV are considered chords of subdominant function.

The leading-tone triad. vii® in major and minor. “leads™ to the tonic and there-
fore functions as a dominant. Because of its similarity to V7. it is considered by some
to be V7 with its root missing.

vii”? is particularly useful between [and 1. or reverse. and after IV when the
melody ascends.

In part-writing. the third 1s commonly doubled in the i1 117, and vii® wiads. ex-
cept that the fifth of vii® in the soprano is usually doubled. The fifth as the soprano
note of 17 is uncommon.

Part-writing these chords 1 a harmonic suceession requires no procedures not
previously studied.
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ARTICLE #10

The Devil in Music

This uncomplimentary term tfrom the Latin Diabolus in musica) was applied
in medieval times (ca. 1200 to the interva of the tritone. Composers and
writers in music theory found it a difiicult interval to understand or to use. Al-
though it equally divides the octave (see Figure 10.9), in doing so it causes
two different intervals to appear, each made up of the same number of scale
steps (three whole steps). These intervals, the diminished titth and the aug-
mented fourth, lack the stability of the commonly used consonances; the oc-
tave, the fifth, and the thirds and sixths. As a consequence, their use in music
was severely limited until the seventeenth century. Any melodic use was for-
bidden, either as a direct skip (a) or as the outward limit of a series of notes in
one direction (h).

Harmonically, a tritone could appear between any two upper voices in music
written for three or more voices. At that time, the consonance or dissonance
of a vertical structure was determined by the consonance or dissonance ot
each upper note in relation to the lowest sounding note. At the asterisk in the
following example, we find what looks like the first inversion of Gz B D (di-
minished’ triad. In pre-seventeenth-century terms, this sonority consists of a
sixth above the bass (B up to Gz and a third above the bass (B up to D1, Both
intervals are consonant, and therefore the vertical sonority is consonant. The
resulting augmented fourth (D up to Gz was not considered in this process.

Palestrina, Missa. Spone i alivan

Restrictions against the tritone began to disappear in the seventeenth century,
when the tritone emerged as a harmonic interval in its own right, even when
found above the lowest sounding note.




Harmonic Progression; the Leading-Tone Triad and the Supertonic Triad
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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.
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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.
The sound of these simultaneous tritones tends to destroy the feeling of tonal-
ity, especially when they are sounded at length or follow one another in
succession.
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The ambiguity of the tritone in its diminished fifth~augmented fourth rela-
tionship (same sound, different spelling) was often capitalized upon by nine-
teenth-century composers. In the following example, the sustained tritone
C-F#is first part of a D F2 A C chord, then as an implied C-G>, part of the A> C
E> Gb chord. {Since the tritone is tied throughout the passage, it is obvious that
the composer, for performance reasons, has not changed the F2to Go. The in-
terval in parentheses shows the actual harmonic spelling.)
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Harmonic Progression; the Leading-Tone Triad and the Supertonic Triad

Rimsky -Korsakov, Schiclicrazade. Op. 33

Allegro molto
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Twentieth-century music, in its quest for means to avoid the strong sense of
tonic pervading music of previous eras, makes frequent use ot the tritone.
The opening of the following example shows the augmented tourth as the

outer limits of the melody (-G
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The ultimate application or the tritone is the whole-tone scale, new in the
twentieth century. In this seven-note scale, all whole steps, the interval from
any note to its fourth above is a tritone. In the first four measures of Bartok's
whole-tone composition Hagsorok egeszhangokbol, there are four intervals
of the tritone, plus two more when counting the first and last notes of the
four-note scale lines.
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Harmonic Progression: the Leading-Tone Triad and the Supertonic Triad

Bartok. "Hagsorok cgeszhangokbol”

Andante U Whole-tone Scale™. from Mikrokesioes
Andy
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