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Basics I 
pitch on the staff and the keyboard; 

scales; key signatures 


For IIWH\' college-Ie1'el stlldellts, most Chaplers 1 lhrollgh 3 lrill constilute a re­

vien' of basic materials already learnedfro1l1 prel'iolls mllsical experience, Additional 

practice is (lmilable ill the Workbook. l\'here exercises correlate closely lrith the pre­

sentation ill these three chapters, Most of these exercises include a sectioll with 

answers gil'ell, followed by a sectioll It'itholtt amH'ers. 5tudellfs requirillg more exten­

sive (llld rigorous rel'ieH' are referred to eilher of two texts designed to precede Ele­

mentary Harmony. They are Rudiments of Music. lhird editioll (Prentice Hall, 1995), 

and Programmed Rudiments of Music. second edition (Premia Hal!, 1994), both by 

Robert W Ottillall and Frank D. MainollS. 


Let us assume that you have just heard a single musical sound, perhaps a note on the 

piano or on some other instrument, What did you hear? Within this one sound, you 

should be able to distinguish four properties. 


1. 	Pitch: How high or low is the sound? 

2. 	 Duration: How long is the sound held? 

3. 	 Intensity: How loud or soft is the sound? 

4. 	 Timbre: What is the quality of the sound: that is. does it sound like a piano, a 

trumpet. a violin. or what? 


As you can see (or hear). even a single sound is complex: but in listening to 

music, we hear many sounds simultaneously and in rapid succession, For maximum 

comprehension of these combined musical events. we need to know how the pitches 

are grouped. hO\v the durations are related to each other. and how these are combined 

with intensity and timbre to form a musical composition. To accomplish that. we must 

first know the symbols used to represent these four characteristics. how those sym­

bols are placed on paper. and hmv they are interpreted. 


1 



2 Basics I 

Chapters I through 3 cover elementary considerations in the areas of pitch and 
duration. The timbre of a musical sound is a function of acoustics (see Appendix C). 
Terms indicating intensity and tempo can be found in the appendixes of each of the 
Rudiments texts listed at the beginning of this chapter. as well as in general music dic­
tionaries and dictionaries of musical terms. 

For the student of harmony, knowledge of the basics is essential. In regard to 
pitch. the student should be able to do the following with absolute accuracy and with­
out hesitation: 

1. 	 Name both the major and the minor key for any key signature. 

2. 	 State the number of sharps or flats in the signature of a given key and spell 
these accidentals in their correct order on the staff. 

3. 	Spell all the major scales and the three forms of each minor scale, ascending 
and descending. 

Pitch on the Staff 

To indicate pitch on paper, we use a staff (plural staves) consisting of five parallel 
horizontal lines and four intervening spaces. 

FIGURE 1.1 The Staff 

Lines and spaces are named using the letters ABC D E F G. Where on the staff these 
letter names are placed is determined by a clef sign. A clef sign is ordinarily placed at 
the beginning of each staff in a music composition. I See page 37 for the origin of the 
staff and the clefs. 

~ = Treble or G clef (The line that the lower loop encircles is designated as G.) 

,: Bass or F clef (The line between the two dots is designated as F.) 

Once these pitches are established, adjacent lines and spaces use adjacent letter names. 

The C clefs and their staff spellings are presented in Chapter 8. 
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FIGURE 1.2 Staff Spellings 

We can also place notes above or below the staff by using ledger (leger) lines, short 
lines equidistant from each other. 

FIGURE 1.3 Ledger Lines 

erc. , etc. 

D E F GAB C etc' E F GAB C 

The treble and bass clefs can be joined together by a brace to produce a grand 
staff (great st(ifi, piano staff). l\;fiddle C is a special name given to that C occuring be­
tween the staves. 

FIGURE 1.4 The Grand St(iff 

etc.' ABC 

brace fI Middle C 

~~!~~~ ..~~-==i.~~~-~=~===--==== ~~~~~........~~~~~~OJ:J
..•••••••.•.•.••••.•.•.~= ==-===~.•............................•.•.•~=_~~=-~~.~.~~_~.. 

tJ v 

C D E F GAB C D 
o Q 

GAB C D E F GAB C 


Observe that middle C occurs both above the bass staff and below the treble staff. 

Placing it midway between the staves, as in Figure 1 is incorrect. 


FIGURE 1.5 Incorrect Placel11ellf ofA1iddie C 


G A B C D E F 
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The correct placement of middle C allows us to continue the ledger lines down­
ward in the treble clef and upward in the bass clef. The two notes above each letter 
name in Figure 1.6 are identical in pitch. 

FIGURE 1.6 Ledger Lines between Staves 

G 

u-

n 
oG 

oGn 
.~......-­_ ......_-­

A B C D E F 

Pitch on the Keyboard 

Pitch names for the keys on the keyboard are conveniently figured from the pitch C. 
You can easily find any C on the keyboard by finding the white key immediately to 
the left of any group of two black keys. 

FIGURE 1.7 Locatioll of C all the Keyboard 

two two 

mnnrTIrI ' i 
Ic c 

When you sit at the center of the keyboard. middle C is immediately before you. 
The keys to the right are named in alphabetical order ascending to the next C: C D E 
F GAB C. The distance from C to the next C. up or down. is called an octave (from 
the Latin octo, meaning "eight"l. since eight letter names or keys are spanned. The 
same is true for any letter name and its repetition eight letter names away. A up to A, 
for example, is an octave. 

In Figure 1.8, you see that there are eight Cs (the sign 8m means that these 
notes sound an octave higher than written). To the right of each C. the letters of the 
musical alphabet extend to the next C. except, of course. for the last C. In addition, 
there are two extra and B-at the left of the keyboard. How are these suc­
cessive octaves. C to C. differentiated from each other? In a system known as octave 
registers. each C has its own designation and. to the right of any C. each of the other 
letter names calTies the same designation. (There are several systems: the one shown 
here is the most widely used.) 
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FIGURE 1.8 Names of the Keys on the Keyboard (Octave Registers) 

\hddle (' 

oJ I 
i 

======= 

The octave register designations are spoken thus: 

AAA = Sub Contra 

CC = Contra 


C = Great 


c = small 

1c = c-one 

c2 c-two 


c3 =c-three 


c4 =c-four 


c5 c-five 

Intervals: Half Steps and Whole Steps 

An interval is the distance between two pitches, either as heard or as represented by 
two notes on the staff or two keys on the keyboard. The octave described on page 4 is 
an interval. For the present, we will consider only the two intervals used in writing or 
playing a scale: the half step and the whole step. 

A half step consists of two pitches as close together as possible. See Figure 1.9. 
On the keyboard: Look at the white keys on the keyboard (Figure 1.9a), and 

you will see half steps between E and F and between Band C. A half step may also 
occur between any white key and an adjacent black key. 

On the staff: The white-key half steps occur on the staff as shown in Figure 1.9b. 
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FIGURE 1.9 HaltS/cps 

(ti) 

Ihi 
........~ ~, 


.. ~....~.:n -:~.. 
0- --­~ 

C D ErG .\ R C 

A ll'IlOle step is made up of two half steps. 
On the keyboard: Each pair of adjacent \\hite key~. except E-F anel B-C is a 

whole step because there is a black imervening. A \\hole step may also include a 
black key-white-to-black or black-lO-\\hite-pro\ided that only t\\O adjacent half 
steps are involved. 

On the staff: Any adjacent line and space exccpt E-F and B-C conqitute a whole 
step. To create other half ,teps and \\hole steps-for example. a \\holestep above 
E-llse chroJllatic attemtiolll called (lccidel1fats I to raise or lo\\cr the pitch of a 
given note. Listeci here are the aecidentals and hO\\ each alter, a pitch. 

ShOlP (;) Raises the pitch 01 a tone one half step (C: is one hal f step 
higher than C). 

Fha ('I Lowers the pitch of a tone one half step. 

Drmbte sharp (x) Raises the pitch of a tone one whole step. 

Dolthteflat (;v) Lowers the pitch of a tone one whole step. 

Nail/rot (:) Cancels a pre\'iously used accidental. 

Figure 1.10 illuqrate~ hO\\ accidentals are used, To change a \'.hole step to a 
half step. shown ill Figure I.IO({, raise the lower note one half step or lower the upper 
note one half step. Rai:,ing the lower note of the whole "tep G-A produces the half 
step G=-A: lowering the upper note produee~ the half step G-A'. In a similar manner. 
explain the intervals in Figure 1.IOh. 

To change a half step to a whole step. raise the upper note one half step or lower 
the lower note one half step. In Figure I, 10c. raising the upper note of the half step 
E-F produces the ,,\hole step E-F:: lowering the lo\\er note produces the whole step 
E,-F, In a similar manner. explain Figure 1.10d. 

FIGURE 1.10 U\e utAccidentats 
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Major Scales 

A s('(lle i,;; a "eries of eight pitches lIsing eight conseclitive letter name~ extending 
from a given pitch to its octa\e. ascending or de~cencling. The series lIsually consisb 
of \vhole step~ and half steps, and it is the location of the hall' steps \\ithin the scale 
structure that determines the type of seal.; (major. minor. Dorian. Mi\olydian,' and so 
forth). In the l11Jjor scaIc. the half steps are located between ~ and ~ and bel\\een 7 
and R. (The symllol ' means scalc degrce, means s('ole degrees three (ludlolll: 
This de-i£n,ltion of scale degrees \\ill continue throm:hout the text.) 

Wh~n a major scale b~gitls on C. the half qep~ and bel\\een 7-S coincide 
with the half steps E-F and B-C on the keyboard (Figure 1.9a). Consequently. the C 
major scale lIses only the "hite keys on the keyboard. On the "wIT. and 7-S in C 
mjaor also coincide \\ ith E-F and B-C (Figure I.11l. 

FIGURE 1.11 C MojoI' Scule Oil the 

-0. '--0. 

F G \ II c 

When a major scale begins on any other letler name. accidentals are necessary 
to provide the correct arrangement or half ~tep:-, and \\hole :--teps. In a white-h.ey scale 
starting on G. for example, there i~ a half step between (; and and a \\holc step be­" , , ,

tween 7 and S. If F is raised to F=, 7-R bccomes a half step. becomes a \\ hole step. 
and the "cale become- major. 

; " ; ; 
,1 ~ 5 6 7 S I .' -+ :) 6 7 ,R 

G A B C D E F G G A B C D E F: G 
"'vI 

A scale can begin on a note \\ith an accidcntal. Figure 1.120 ,ho\\s the E, major 
scale on the staff. and in I) we see the ~ame scale on the keyboard. 

http:white-h.ey
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FIGURE 1.12 The D Major Scale 

I 
"2 

Scale-Degree Names 

Scale degrees are known by name as well as by number. Instead of saying "first scale 
degree," we can say "tonic scale degree" or "tonic note." 

Scale degree Name Meaning 

I Tonic The tone that identifies the key 

:2 Supertonic The tone a whole step above the tonic 

3 Mediant The tone midway between the tonic and the 
dominant 

4 Subdominant The tone five tones below the tonic 

5 Dominant The tone five tones above the tonic 

6 Submediant The tone halfway between the tonic and 
the subdominant (or five tones below the 
mediant) 

Leading tone The tone that leads to the tonic 

Major Key Signatures 

Music could be written with accidentals throughout the piece. placed as needed. The 
beginning of "Joy to the World," Figure 1.13a, consists of a descending D major scale, 
with sharps on F and C. Instead of putting a sharp before every F and C in the piece, 
we use a key signature. simplifying the problem by placing the accidentals at the be­
ginning as in Figure 1.13b. thus indicating that all F's are F: and all C's are O. 
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FIGURE 1.13 Use ofa Key Signature 

((/ ) 

Joy to the world' the Lord is come, 

Therefore, we say that two sharps in the key signature indicates the key of D major. In 
the same way, a system of fifteen key signatures will name each major key and iden­
tify its tonic note. 

FIGURE 1.14 Major Key Signatures 

MAJOR KEYS 

c F Bb Di> Gi> 

In the bass clef. the accidentals are arranged in the same way. 

FIGCRE 1.15 Key Signatures in the Bass Clef 

After the first sharp or flat, each additional accidental is added in a certain 
pattern. For sharps, it is down four lines and spaces. F-(E)-(D)-C. up five, 
C-(D)-(E)-(F)-G. down four. and so forth: for flats it is up four, down five. up four. 
and so forth. There is one exception: The fifth sharp. A=. breaks the pattern by its 
placement a fourth down from 0#. That avoids placing sharps on ledger lines. 
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Minor Scales 

Like major scales. minor scales show a succession of eight scale steps. They differ 
from major scales in that (a) there are three forms of the minor scale in a given key: 
(b) the placement of half steps differs from that in major scales: and (c) the analysis 
symbols ;6 and ~7 each indicate that the natural tone of the scale has been raised one 
half step. such as G to G: or B, to B. 

1. 	Nafltral (pure) minor scale: The half steps are between 2and 3and between 5 
and 6. The natural minor scale with no accidentals starts on A. 

FIGURE 1.16 Natural Atinor Scale 

1\ 

H 

2. 	 Harmonic minor scole: Raising 7of the natural minor scale one half step (:7) 
supplies a leading tone not present in the natural minor scale. The half steps are 
now between") and .~. 5and 6. and ='7 and 8. Note also that the interval from 6 to 
;7 is a step and a half (called an augmented second). 

FIGURE 1.17 Harlllonic .Hinor Scale 

I~ 

,'. ,., , 

1+ on A 

-G­

A A A A A r !\ /\ 1\ 1\ /'. 

.j 5 (0 :17 H2 :1 -+ 5 6 117 ~ 

3. 	Melodic minor scole: In the ascendin~ form of thi" scale. both 6and 7are 
raised one half step. indicated as :6 aJ~d The half steps are now between 
:2 and .3 and between :7 and 8. and the awkward step and a half is eliminated. 
Descending. the form of the scale is the same as that of the natural minor 
scale. Though 7and 6descending are correCL ,7 and ,6 are commonly used 
to avoid confusion. 
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FIGl'RE 1.18 A1elodic Minor Scale 

(a) on A 

!\ /\ /\ /\ /\ /\/\ /\ /\ 
, 3 -I [.6 5 -I 3 2 1 

(h) on G 

1\ !~\ /\ 

') J .~ 
/\ /\ 

5 ti6 

Any minor scale with the same tonic as a major scale can easily be spelled as 
follows: 

Minor scale To change from major scale 

Melodic minor lower .3 


Harmonic minor lower.3 and6 


Natural minor lower 3. 6. and 7 


FIGURE 1.19 Spelling A1il1or Scales Oil D 

(n) Eb major ([» e, minor, melodic ascending 
/\ 

lower 3 

~~~~irn~(:, f,('j 
A , 

(e) eb minor, harmonic (d) eb minor, natural 
~. 

/\ 

:I 

Three minor scales. G:. D:, and A=. must be spelled by whole steps and half steps, 
since no major scale has a tonic on these pitches. The leading tone in each requires a 
double sharp (x). 
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Scale-Degree Names in Minor 

For 1through 5. scale-degree names are the same in major and minor. These are names 
for 6and 7: 

Scale degree Name 

Lowered 6 (ore6) Submediant 


Raised 6U6) Raised submediant 


Lowered 7(,7) Subtonic 


Raised 7 (;.7) Leading tone 


Minor Key Signatures 

Minor key signatures use the accidentals found in the natural minor scale. Thus, the 
key signature of the e' minor scale shown in Figure 1.19 is six flats. In Figure 1.20, 
note that lowercase letters are used for key names in minor (a minor. h minor. and 
so forth). 

FIGURE 1.20 MillOI' Key Signatures 

MINOR KEYS 

Ktyor a e b f~ c:: g~ dt a~ 

:t:{i­
~-..-"~ 

a d ." 	 bb e, a~
" 

The Circle of Fifths 

You may have observed in Figures 1.14 (major key signatures) and 1.20 (minor key 
signatures) that when you read the key names from left to right..5 of any sharp key is 
1of the next key to the right: for example. 5of G major is 1of D major. and 5of c; 
minor is I of g# minor. 

Similarly, 4of any flat key is I of the next key: for example. 4. of E, major is 1of 
A~ major. and 4. of d minor is 1of g minor. This information is incorporated in a sim­
ple diagram called the circle offiflhs, in which 

reading clockwise: 	 Each tonic is the fifth scale step of the 
preceding tonic. 
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reading counterclockwise: Each tonic is the fourth scale step of the 
preceding tonic. 

FIGURE 1.21 The Circle ofF(fths 

I b C I~ lb a I~ 

2b D 2:: 2" g b 2# 

Major Keys Minor Keys 3b Eb 	 A3:: 3b c , f# 3# 

7#A, E elf 

4b 4# 4~ 4# 


5~ Gb 7b 50 	 e~ 7:' 
6,6b 

The bracketed keys are known as enharmonic keYs. The two pitch names of a 
bracketed pair (for example. Band C,) represent the same pitch and are the same key 
on the keyboard. 

FIGURE 1.22 Enharmonic Keys 

F~.Gp C~.Db
1___ 

•
, 

II, I" '111Q­
l_~.~I~i_j I ~ .... ~.._.-,-~....... J 


~. 

B. Cp 

Relative and Parallel Keys 

Relative Keys The two circles of fifths. major and minor. can be superimposed so 
that C major and A minor coincide (both have no fs or with the other pairs of 
keys with the same key signatures also aligning. These coinciding keys are known as 
relative keys. B~ major and g minor. for example. are relative keys. since both have a 
key signature of two fiats. 
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FIGURE 1.23 Circle (~/ Firths fol' ;'v/oint ({lid MilloI' Ken Together 

C 

D 12:::) 
b!2:::) 

c::: 1-\::: 1 

:\'J I-b 1 
~l:: \7:: J U::: (5::! 
b;. I)) 1 d::: 16:::) ;7 

!O)) 

C::: (/:'1 B ():::I 

D, (.'\:J) F:. !6:'1 C) (/)) 


G? i(", \ 


Parallel Keys T\\o key~ employing the <.,ame tonic tone are knO\\l1 as p(/ral1e1 ken. 
S' major and B' minor are parallel key~. 

Scales and Keys 

With so much emphasis placed on the learning of scales in music lessons. one might 
be led to believe that music is derived from scales. JUq the opposite is true. The scale 
is simply a pattern formed by an arrangement in alphabetical order of the pitches used 
in a composition. An ob\'ioLis example is the Christmas hY11111 "Joy to the World" (Fig­
Lire I. \3). 

The first eight notes of the tune encompass all the pi tch names and are in de­
scending alphabetical order: DC: BAG F: E D. This is the descending form of the D 
major scak. usually stated in the a~cencling alphabetical form: DE F= GAB C: D. In 
most melodies. howe\er. the scale structure is not so obviolls. as in Figure 1.24, 

fIGLRE 1.24 Scu/e.· D E F: C; ABC: D 

"lozan. SO:1ata r"r Pbno. K. 2:-1-1" 

..IL'II._"­.,-_.0­

...;;..---­

. K.: abhrC:\'lill:()1l fllr Klll'ilei. I.ull\\ if: '011 Klich,,1 ill 106~ catalo,l:ued and as,igll~cl numher, 1(\ 

!l.loLarl" \\mk,. "Io/art did nllt llumher hi' c"(lIllP",illOC'. 
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Here i~ the same D ,cede tone~ are pre,ent but in a more random order. NOle that 
the tvlonlrt example neither begins nor elld~ on D. \'v'h). then. is this scale ,1 D :,cale? 
Becau"e all the notes seem 10 gra\ itate [0\\ Clrcl the pitch D. Note the "Irength of 
the first D you hear ,lIlcl notice how th" last note "wants" to continue to D (as it c10es 
in Ih" sonata). A pitch with thi" quality of "wbility and finality is called the fOnic, and 
it functions as the first note or a scale. It is u!:>uaIly found at or near the beginning or a 
compm,ition and more often than not is also the last pilch. Music from which the scale 
i" derin:d is said to be in the key of the tonic note In the preceding two cases. it is in 
the key of D. 

Whether til" scale is major or minor dep"nds on the arrangem"nt of whole and 
half st"ps. The '>cale of the pre\iou<, piece is major. \\hereas the scal" in Figure 1.~5 
IS 111111or. 

FIGURE 1.25 Scale: G A. B' C [) E' F= G 

\;ot all scalc') ar" major or minor. The nole F in the melody of Figure 1.~6 pos­
se\s"" the quality of tonie. bur thi.:, F ;,cale shcl\\" half ~tep') between 3, and ~ and he­
t\\ecn6 and 7. Th" effect is Ihat of major but with a kmered 7. It i., calkd a Mixoly­
dian scale. one of seyeral ~cale" in common tbe in compo:-,ed mu:-,ic before about 1650 
and found in folk music. (See Appendix D.) 

FIGURE 1.26 S((/Ie: F GAB, CD £, F 

England 

A k"y "ignature is nothing more than the accidental.., of the scale placed at tbe 
beginning of a compt);,itioll. It doe" not d"t"rmine the key: it merely reports the acci­
dentab used. alth'lugh for con\enienc" \\e c0111monl) do use the key signature to 
identify the key. A key signature of two flah. for e.\ample. usually indicates B'l1111jor 
or g minor. but in the preceding folk song it indic<ltes F \1i.\oJydian. 

The "Basics Quiz" 

The<;c short examination" are orf"red in Chapter" 1-3. If you "ncounter any difficulty. 
re\'ie\\ the problem thoroughl) before proceeding to 1110re advanced study. 

B\\'\'; ahbrc\ i~llioll Il-'l' Buc/r lkll.,-lcr:cic/r})[\, a l'l1I11pil~lnoll and n~lmbcring uf Badl', \\ork, 
b\ \\(11!g,IIlg Sl'llIlllelkr in 10:'(1. SOIllt:llllle' "S." I (or "SChlllledcr") j, u,c:d ill'lead or B\\\. 
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BASICS QUIZ #1 

In Appendix E: Answers to all questions in this quiz are given. 

1. Name each of these pitches. using octave register symbols. 

.0. 

(2) (3) (4) (5) (6)~(l) 
-o~ 

n I b 
~ 

l -8---u I 
u-­

u 

~ 
~(7) IS) Il)) ( 10) (II) (12) 

0~: 
i 

U 

U 

1==-------.0._ - [ I I 

2. From this keyboard. identify each key name marked with an X, using octave 
register names. The letter name fl is already placed for you. 

3. Identify each pair of pitches as a half step or a whole step. 

(5) (6) 
~j . __ _ JI) 

o I #0 #0 I 

4. Write the second note of these half steps and whole steps. Always use an adja­
cent lctter name. 

a. Half steps 

(2) (3) (..\)0 (5) (6)lO)l! 
----,---~;- ~# -m------l =:;J-: #" 

n •_1 ____ .~_ I #uI 
~ 

up dov.n up down up up 

\ 
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b. Whole steps 

(.!l (3) (-11 

downup dO\\ll up up 

5. Add accidentals to convert these scales to major scales. 

(11 

(3) 

6. Name the major key for each of these signatures. 

(-Ii (5)(II 

7. Add accidentals to convert these scales to minor scales in the form 

(1,) hb minor. melodic 
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8. Name the minor ley for each of these signatures. Place the tonic note on the 
staff. 

9. 	 ="ame the relative and parallel keys of the given keys. Write "none" if there is 
no parallel key. 

Relative Parallel 

(1) D 

(2) E, 

(3) cI 

(4) g= 

(5) b 

(6) A' 

10. Enharmonic keys 

a. 	 The key enharmonic with F= is _~_. 

b. 	 The key enharmonic with D, is ~__. 

c. 	 The key enharmonic with B is ___. 



Basics II 
intervals; chords; 

staff notation 


When you listen to music. you are hearing. as it were. in two directions at once. You 
hear the melody. one note after another in an imaginary horizontal line. and you ori­
ent yourself at any given moment by relating the melody tone you are hearing to the 
one you have already heard. or even to what you expect to hear next. At the same 
time. you are hearing harmony. a vertical composite of several simultaneous sounds. 

Figure 2.1 shows this concept graphically. using the opening of the well-known 
chorale "Now Thank We All Our God." The arrow over the soprano line indicates sin­
gle pitches heard one after the other (melody). which in notation looks horizontal. 
(Where are the three other horizontal lines?) The arrows below the staff point to 
groups of notes heard simultaneously (harmony). which in notation looks vertical. 

FIGURE 2.1 Hori::ontal and Vertical All(lfrsis 

Johann Cruger. ""iun danket aile Gatt" (16-19) 

horizontal (melodic) 

~~~"qeI_;;~~C_=__ .. =._="":;_~;:::).=_~_ ~9~::'=~"~:~~= -,-t=.:...~;;=-="=.="_::J:_l~;?= ==~- ____ =1_ 

I ! 

vertical (hannon ic) 

19 
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Intervals 

Both melody and harmony make constant use of intervals. In melody, the distance 
horizontally between each pair of notes is a melodic interval (Figure 2.2a). In har­
mony, the distance vertically between any two notes is a harmonic interval (Figure 
2.2b). Combining two or more harmonic intervals produces a chord. 

FIGURE 2.2 Melodic and Harmonic [llfelTals 

melodic harmonic 

An interval is described by its quantity and its qllali0: Its quantity is measured 
by the number of letter names encompassed. For example. C up to E is a third be­
cause three letter names (C. D. and E) are encompassed. 0 up to E is also a third, 
since only letter names determine quantity. 

FIGURE 2.3 j\,feaslIrelllent of [Ilferrals 

3 3 5 3 4 5 6 7 8 

c E E B D D 
Third (3rdl Fiflh (5Ih) Octave (8ve) 

Since the distance between two letter names may vary, as in C-E and nu­
merical size is qualified by terms indicating the quality of the interval: pelfect (P), 
major (M), minor (m). diminished (d), and augmented (A). 

Spelling Ascending Intervals1 

Perfect and Major Intervals Any interval above the tonic note will be a perfect or a 
major interval, as shown in the key of C in Figure 2.4. A P5 (perfect fifth) above C. 
for example, is 5, or G, from the C major scale. 

FIGURE 2.4 Perfect and Major [men'als 

M2 M3 P+ P5 M6 M7 P8 

'Descending intervals will be easier to work with once you have studled "Inversion of Intervals." 
page 24. 



M3 

Basics II 21 

Here is another example: Calculate a M6 above E. Call E the tonic of a major 
scale and count up to the sixth scale step, C#. E up to 0 is a M6. 

DRILL #1 (INTERVALS) Place the second note of the interval above the given note. 

P4 .\16 M3 P5 M3 

In Appendix E: Answers to Drill #7 are given. 

The other intervals, minor (m), diminished (d), and augmented (A). can be cal­
culated and identified by comparing them with perfect (P) or major (M) intervals. For 
example, "M" reduced by one half step becomes "m"-as shown in the following chart: 

Reduce by P M m 

one half step d m d 

two half steps - d 

Increase by P M m 

one half step A A M 

two half steps - - A 

Minor Intervals These are one half step smaller than major intervals. The decrease 
is accomplished when the upper note of a major interval is lowered one half step or 
the lower note is raised one half step, lIsing the same letter names. Altering the 

for example. will produce the minor third C-E~ or O-E. Spelling C-D# in­
produces an augmented second (A2), since only two letter names are 

involved. 
Note that the half step and the whole step described in Chapter 1 have the nu­

merical names of m2 and M2, respectively, as seen in Figure 2.5. 

FIGURE 2.5 

m2 M3 m3 M6 m6 M7 m7 

DRILL #2 (INTERVALS) Place the second note of the interval above the given note. 

m2 m6 m3 m7 m6 

In Appendix E: Answers to Drill #2 are given. 

Diminished Intervals These are one half step smaller than minor or perfect inter­
vals; they are accomplished by lowering the upper note or raising the lower note, but 
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({lIwn the S({IIIC lelltT !lalllcs. WhC11 you compute a cl intt'n'al from a M inter­
\'al. hc "lIrc to J't'duce tht' \1 intcrvul by rllO !Wl!sreps (SUllie lerrer !1UIIlCI), M to 111, 

tilt'H In to d, as in Figurt' 2,6", 

FIGLRE 2,6 Dilllinished Imamls 

1\\ (> half 

~<t1n..: kl1cr n~un(' 

o 	 --'K') 

o 0 

<1.+ ,17 \17 1l1' d7 

Augmented Intervals Thcse arc onc half step than perfect or major intt'l'vl1ls. 
{fsing Ihe I({/lle leller /Wllles, If the C to F: in Figure 2.7 were changcd to C' to F. an 
A-J. \\ould al"o be produced, 

FIGCRE 2.7 

-\:' 

-:::;0- •• ----::;0 
G -a 

\6 

DRILL #3 (INTERVALS) Place the sccond note or thc interval above the given note . 

. -0'0 
o o 

\:' 

III E: /\/15\1 cr:-; to [Jril! #3 ar~ en, 

SUIl1t' leiter name~ \vith an accidental are not thc tonic of am .,calc. The,t' 
arc G:, D:. '\:. E:. and B:. (Only one flatted notc. F'. cannot be tonic. It" u"e is not 
common.) To s]icll inlen ah a\1oye the 

1. 	For P. M. and A imcnals. rt'll1ove the:. spell thc intenal. then rai\e both notes 
011t' hal f step ( 2.Xu). 

1. 	For I1l intt'nals. re11101C the:. "pell aM intenal. thcn re.,torc the: Tn tilt' kmer 
note ( 2.'1',11). 

3. 	For d inten uk rt'I1l()\C tilt' :. spell a P or 111 intt'l'\al. then restore the: to the 
lower notc .2.Sc I. 
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FIGURE 2.8 Spelling Jlltet'l'Ci/.1 ohm'!;' Notes That Cannot Be Timic ill a ;itajor Key 

::0 

1,16 \16 \16 In3 \1.' 1113 

u-­

d7 \17 1117 ciS P5 d5 

DRILL #4 (INTERVALS) Place the second note of the interval above the given note. 

P5 p-+ \13 el7 ciS \16 d3 

In E: A/15\\ers to Drill #.J are 

Terminology for Other Intervals 

In addition to the term'> just discussed. the following are also used. 

Ullison (PI) or pelfeet prime (PP): Two identical pitches sounding simulta­
neously (such as a fiute and a clarinet playing the same pitch). 


Diorollic alld chrolllatic half steps: In a diatonic half step. the t\\o'O tones are 

spelled with adjacent letter names. such as C to D,. In a ehromatic half step. the 

t"'o tones are spelled with the same letter name. such as C to C:. The term dia­

tollie refers to those tones as spelled in the scale of a given key. 


Tritone: Refers to each of the enharmonic inter\'als of the augmented fourth and 

the diminished fifth. Each interval includes three whole steps (discussed further 

in Chapter 10). 


Identifying Intervals 

You should now be able to identify almost any interval you may Ilnd in a music score. 
using procedures similar to the preeeding. Here are [\,.0 measures of a melody by 
Chopin. What are the names of the marked inter\'als'? 
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FIGURE 2.9 Intervals in a Score 

Chopin. Mazurka. Op, 67, No, 4 

Work from the lower note of each interval: (1) G# up to C, (2) D# up to A, and 
(3) E up to G. In (1) the given interval is G#-c. Lower G~ to G; the result is G-C, a 
P4. Since a d4 is a half step smaller than a P4, raising G to G# creates a d4. 

FIGURE 2.10 Calculating Intervals from Figure 2.9 

(2) (3) 

?4 P4 d4 ?5 P5 dS ?3 M3 m3 

DRIll. #5 (lNTERVAiS) Name each interval in this melodic line. Note the change of 
key signature. Look for the use of a chromatic half step. 

Debussy, "La mort des amanls" 

In Appendix E: Answers to Orill #5 are given. 

Inversion of Intervals 

By inversion of an interval, we mean that we have moved the lower note up an octave 
or the upper note down an octave. In the process, no pitch names have been changed, 
but the size of the interval is different. In Figure 2.11, each interval is composed of 
the pitches C and G, but the octave displacement changes the P5 (C to G) to a P4 
(G to C). 

FIGURE 2.11 Interval Inversion 

PS P4 
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When inverted, any interval will have a different quantity numerical measurement. 
The quality of a perfect interval when inverted, however, always remains perfect 
(hence the name "perfect"); major and minor intervals reverse their designations (PS 
inverts to P4, but M3 inverts to m6). 

FIGURE 2.12 Table of Inversions 

Quantity (intand si::.e) Quality 

Original I 2 3 4 5 6 7 8 P M m d A 

Inversion 8 7 6 5 4 3 2 1 P m M A d 

I '" unison: 8 '" octave 

You will notice that when any interval is inverted, the sum of the two numbers is al­
ways 9: for example, PS + P4 9. You might have expected 8 because there is an oc­
tave (8) between the lowest and highest notes, but the number is 9 because one note is 
counted twice, as in Figure 2.11 where the G of C-G (PS) and G-C (P4) is counted 
twice. Thus. to find the numerical inversion of an interval. subtract its number from 9: 
The inversion of a third is 9 minus 3-a sixth. 

Figure 2.13 shows inversions of P. M and m intervals only. Other intervals in­
vert in the same way (A2-d7, d4-AS. and so forth). 

FIGURE 2.13 Inversions of Intervals 

m2 M7 M2 m7 m3 Iv16 

M3 m6 P4 P5 P5 P4 m6 M3 

M6 m3 m7 M2 M7 m2 P8 PP 

Spelling Descending Intervals 

The principle of inversion is helpful in spelling descending intervals. 


To spell descending perfect and minor intervals: Example: m6 below E, (Figure 2.14a). 


1. Find the inversion of a m6: 9 minus m6 down =M3 up. 
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2. Spell aM3: M3 above Ep is G. 

3. Place the upper note an octave lower: m6 below E) is G. 

To spell descending major, diminished, and augmented intervals: An extra step (step 2) 
is required for these. Example: ]\;16 below C (Figure 2.14b). 

1. 9 minus M6 down = m3 up. 

2. To find a m3 up. first spell a ]\;13 up. ]\;13 above C is E. 
3. m3 above C is E,. 

4. YI6 below C is ED. 

FIGURE 2.14 Finding the Lower Note ofall Interval 

2. 3. 

tm6 1'',;13 tm6 

3. 4. 

t\n ImJ ",M6 

re) The same procedure with a more difficult interval 
1. 3. 4. 

1'A4 .LdS 

DRILL #6 (INTERVALS) Place the second note of each interval, all descending. on 
the staff. 

m6 P5 m3 

A4 M6 d5 m6 M6 

In Appendix E: Answers to Drill #6 are given. 
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2. Spell a M3: M3 above E, is G. 

3. Place the upper note an octave lower: 016 below E, is G. 

To spell descending major, diminished, and augmellled iutervals: An extra step (step 2) 

is required for these. Example: M6 below C (Figure 2.1417). 

1. 9 minus M6 down = 013 up. 

2. To find a m3 up. first spell a M3 up. M3 above C is E. 

3. m3 above C is 

4. M6 below C is 

FIGURE 2.14 Finding the Lower Note ofan Interval 

2. 3. 

1-1116 ..lm6 

3. 4. 

'-;-'m3 1-M6 

(c) The same procedure with a more difficult interval 
1. 

iA4 ~d5 

DRILL #6 (INTERVALS) Place the second note of each intervaL all descending. on 
the staff. 

P5 m3 d5 

A4 M6 d5 m6 M6 

In Appendix E: Answers to Drill #6 are given. 
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Compound Intervals 

Intervals larger than an octave are knovm as compound intervals. Except when the 
distinction is necessary, a compound interval is usually referred to by the name of 
its simple form; for example. a tenth is a third plus an octave but is often simply called 
a third. 

FIGURE 2.IS Compound Intervals 

2nd 9th 3rd 10th 4th 11th 

5th 12th 6th 13th 7th 14th 15th 

Consonance and Dissonance 

These are subjective terms. Consonance is supposed to mean a "pleasant sound," and 
dissonance is supposed to mean an "unpleasant sound." Theorists have argued about 
which sounds are which as long as there has been music in two or more voices. About 
1300, Franco of Cologne described the M6 and the m6 as dissonances, and M and m 
thirds were at best imperfect consonances. 

By commonly accepted definition, consonances in the Baroque, Classical, and 
Romantic periods (ca. 1600-ca. 1900) are the perfect intervals and their inversions, 
and the major and minor thirds and their inversions (except for one particular use of 
the P4, described in Chapter 9). All other intervals are dissonances, though in our cen­
tury many hardly seem to sound that way. StilL this is a valuable distinction for study 
because it provides reasons for the ways some chord tones are handled as well as an 
explanation of any tones that are not pan of a chord. A chord containing only the "con­
sonant" intervals above its root (see the following section entitled "Chords") is con­
sidered to be a consonant chord. All other vertical structures are termed "dissonant." 

A more liberal interpretation avoids placing intervals or chords in specific cate­
gories. Intervals can be listed linearly, where any given interval is more consonant 
than the one to its right, or more dissonant than the one to its left, but no interval is 
specifically consonant or dissonant. 

More consonant More dissonant 
< ) 
P8 PS P4 M3 m6 m3 M6 M2 m7 m2 M7 tritone 

Music of the twentieth century generally disregards any distinction between 
consonance and dissonance, except perhaps in a relative way as above. 



28 Basics II 

Chords 

A chord is a group of notes sounding simultaneously or in close succession. In our 
study of harmony, we will be particularly interested in those chords built in thirds. 
Such chords arc called terrioll chords, and music based on tertian chords is known as 
terriall harmony. 

When chord members sound simultaneously, a block chord is produced. Chord 
members may also sound in succession, resulting in a broken or arpeggiated chord. In 
addition, a limitless variety of configurations can occur, two of which are shown in 
Figure 2.16c and d. 

FIGURE 2.16 Chord Configurations 

(b) 

block chord broken or arpeggiatecl GBD CEG 

Triads 

The simplest chord is the triad. a three-note group formed by two consecutive thirds. 
The lowest note is called the root, above which are the third and the Pfth. Since both 
major and minor thirds exist. four different combinations are possible. 

1. 	 A major triad consists of a major third and a perfect fifth above the root, or a 
major third and a minor third from the root upv.:ard. 

2. 	A lIlinor triad consists of a minor third and a perfect fifth above the root, or a 
minor third and a major third from the root upward. 

3. 	A dimillished triad consists of a minor third and a diminished fifth above the 
root. or two minor thirds from the root upward. 

4. 	An augmented triad consists of a major third and an augmented fifth above the 
root. or two major thirds from the root upward. 

FIGURE 2.17 Triad l\pes 

Triads in a Key 

Triads can be built above each note of any major or minor scale. When only scale 
tones are used. any note or combination of notes. including triads. is called diatonic. 
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When a tone of a scale is modified by an accidental, it becomes an altered tone, and 
the chord in which it is found is an altered chord, except that #6 and ~7 in minor are 
considered diatonic. 

A triad in a key is identified by the scale-step number of its root and expressed 
by a roman numeraL 

FIGURE 2.18 Triad ldent(fication 

(a) C major 
uu.: 
U 

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

1 2 3 4 5 6 7 8 (1) 

Triad number: I ii iii IV V vi viio I 

(b) A minor. natural form 

<: co v Cl u.: ... coc <: u 
Cl u.: u;. u <: 

/\ 
o 

ii 

/\ 1\ /\ 1\ /\ 1\ 1\ 1\.'"I :1 3 4 5 6 7 8 (1) 

Triad number: ii C III IV v VI VII 

Ie) A minor. melodic fom) 
<: co v= - Cl u.:co 
u;. "* <:

U U= ~ Cl u.: u. <:""' 

1\ /\ 1\ !\ A 1\ A 1\ 

I 3 4 5 6 7 8 (I) 

Triad number: 1lI+ IV V vii a 

The roman numeral not only designates the scale-step location of the root of the triad 
but also indicates triad construction. 

Large numeral = major triad (I in C major = C E G) 


Small numeral =minor triad (ii in C major = D FA) 


Small numeral with small ° diminished triad (viiO in C major B D F) 

Large numeral with + =augmented triad (IlI+ in A minor =C E Cm 
Thus, IV indicates a major triad built on the fourth scale degree, and iv indicates 
a minor triad built on the fourth scale degree. A triad in a key may also be desig­
nated by the name of the scale step on which it is built; for example: I =tonic triad; 
V = dominant triad. 
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Chords Larger Than a Triad 

The presenta.!ion of these chords at this time is meant only for reference. Of the chords 

listed. the VI in major and minor. the ii' in major. and the in minor are included 
for srudy in ElelJleJlfa/'.\' HarmoJly. The remaining chords will be found in Ad\'Qllced 
flo I'll/on.'. 

l~ike triads. these chords are built in thirds. They are named according to the in­
tenal trom the root to the final note in the series of thirds. Fie-ure 2.19 shows all the 
po~sibilitie.s ab~ve C The thirteenth chord is the largest possible diatonic chord. since 
the next llmd hlgher lS the same pitch as the root. 

FIGURE 2.19 Chords Larger Than (I Triad 

11I!1 

ninth chord ele\cllth chord thineenth chord 

Seventh Chords 

Of the chords in Figure ~.19. only the seventh chord is commonly used. The use of 
seventh chords is important because the "dissonant" interval of the seventh provides a 
necessary contrast to the "purity" of the triads. Seventh chords are identified by the 
type of triad plus the quality of the seventh above the root. For example. a major triad 
plus a minor seventh is called a major-minor seventh chord. But shorter names are 
commonly used. Commonly used names. followed by the full name in parentheses. 
are listed in Figure ~.~O. 

FIGURE 2.20 Names ofSel'enth Chords 

Interval 
Triad type (root to 7th) Seventh chord Ilame (Abbr.) Example ill C 

Major m7 Major-minor se\enth chord: (\.1m 7) V GB DF 

Minor m7 Minor seventh chord (m7) Il DFAC 
(Minor-minor se\enth chord) 

Major M7 Major seventh chord (\17) e CEGB 
(Major-major seventh chord) 

Diminished el7 Diminished seventh chord (c7) viic7 B D F Ab 
(Diminished-diminished seventh chord) 

Diminished m7 Half-diminished seventh chord (~7) Yii~7 B D FA 

(Diminished-minor seventh chord) 

Augmented lrare I 

:The major-minor ,eventh chord is often casually called a "dominant ,c"cnth" because it is fre·· 
quently built ori the dllIl1inant of the key or used a::. a ",econdar: dominant. the same chord relationship 
as that between dominant and tonic. hut applied to chords other than the tonic (see Chapter 18). 
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Chords larger Than a Triad 

The presentation of these chords at this time is meant only for reference. Of the chords 
listed, the V7 in major and minor. the ii7 in major. and the in minor are included 
for study in Elemel1wrr HarmollY. The remaining chords will be found in AdJ'(1I1ced 
Harmon\,. 

Like triads. these chords are built in thirds. They are named according to the in­
terval from the root to the final note in the series of thirds. Figure 2.19 shows all the 
possibilities above C. The thirteenth chord is the largest possible diatonic chord, since 
the next third higher is the same pitch as the root. 

FIGURE 2.19 Chords Larger Thall a Triad 

."""nth c'hord ninth chord ck\ .:nth chord thirteenth chord 

Seventh Chords 

Of the chords in Figure 2.19. only the seventh chord is commonly used. The use of 
seventh chords is important because the "dissonant" interval of the seventh provides a 
necessary contrast to the "purity" of the triads. Seventh chords are identified by the 
type of triad plus the quality of the seventh above the root. For example, a major triad 
plus a minor seventh is called a major-minor seventh chord. But shorter names are 
commonly used. Commonly used names. followed by the full name in parentheses, 
are listed in Figure 2.20. 

FIGURE 2.20 Nomes (~fSel'ellfh Chords 

Interval 
Triad type (root to 7th) Seventh chord name (Abbr.) Example ill C 

Major m7 .\lajor-minor seventh chord: (Mm 7) GBDF 

Minor m7 Minor seventh chord (m7) iii D FA C 
(Minor-minor se\t~nth chord) 

Major M7 Major seventh chord (.\17) 
(Major-major seventh chord) 

Diminished d7 Diminished seventh chord (87) B DFA, 
(Diminished~~diminished seventh chord) 

Diminished m7 Half-diminished seventh chord (e7) BDFA 
(Diminished-minor seventh chord) 

Augmented [rare1 

'The maior-minor seventh chord is often .:asualh caLed a "dominant seventh" became it i5 frc~ 
quentl) built or; tile dominant of the key or used as a "secondary domimmt." the same chord rclatiollO'hip 
as that between dominant Dml tonic. but applied to chords other than th" tonic (see Chapter 18). 
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FIGURE 2.21 Diatonic Serelllh Chords 

(0) :l:tajor 

IV \ \i 7 

1[,) \linor 

Other seventh chords in minor caused by the variable sixth and seventh scale 
degrees are used only infrequently and will be discussed \"hen the need arises. 

Inversion of Chords 

Chords, like intervals. ean be inverted, ehanging their intervallic content and the way 
they sound but without changing their spcllings. 

Lowest note im'ersioll 

(Root position) 

3 First 

5 Second 

7 Third (seventh chords only) 

Figure 2.22 shows the inversions of the D major triad and the A dominant seventh 
chord (I and V7) in D major. 

FIGURE 2.22 Chords ill lm'ersion 

Figured Bass 

A symbol indicating the inversion of a chord can be included with its roman numeral. 
Although 'T' for first inversion ... ") .. for second inversion. and so forth. would seem 
logical, we use instead figured bass symbols. These are arabic numbers whieh, in a 
music score. appear below the lowest note to indicate the intervals above it. Thus, if 
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, 


we sed below the note G, we know that above G is a sixth (E) and a fourth (C). The 
complete chord, therefore, is C E G in second inversion. Its complete symbol in 
C major is IX. 

FIGURE 2.23 Figured Bass Symbols! 

'1# § H § 
i I' g' JI 

6 6 7 6 4 i or 2 4 5 3 
y716 16 Y6 Y4 Y:\ 

:\ 5 3 2 

When chord members are chromatically altered, alterations are indicated in 
these ways: 

1. A #, ~, or qstanding alone refers to the third above the bass note. 

2. A number preceded by a ~ lowers the note one half step. 

3. A number preceded by a #(such as #6) or found with a slash (such as fb) indi­
cates that the interval above the bass is to be raised one half step. 

FIGURE 2.24 

2. 3. 

I,ll II ~ I'f, §§ tt ~§ #8 
# ~6 Ji or#6 

4 

Performance of music using figured bass was a common practice in the Baroque 
period (ca. 1600-1750). A fuller description of figured bass with examples in music 
score will be found in an article on page 202. In the study of harmony, we will en­
counter frequent use of figured bass as a valuable pedagogical tool. 

DRILL #7 (CHORD IDENTIFICATION) From the following music example: (a) find 
a chord that matches the symbol and place its number in the blank. and (b) find the 
chord that requires the given figured bass symbol and place its number in the blank. 

'A complete figured bass symbol would account for all the notes above the lowest note. The short­
ened symbols in Figure 2.23 are generally used. with the remaining numbers being understood. For triads. 
the complete numbers are (used vertically): root in bass-So 3; first inversion-6. 3; second inversion-6. 
4. For seventh chords: root in bass-7. S. 3: first inversion-6. S. 3: second inversion-6. 4. 3: third in­
version---6. 4. 2. When used under a bass line, any of these numbers may appear as circumstances dictate. 
as discussed in later chapters. 



Basics II 33 

(a) 	 (b) 

M 

m 


Mm7 


97 


M7 

Staff Notation 

For clear and legible notation. certain practices are universally used. To become com­
pletely proficient. make it a habit to carefully observe how music is notated in the 
scores you are studying and practicing. The following list presents the most common 
notational practices. 

L The Single Note. A note is drawn with one, two. or three parts: 

• 
stem 

o 	 head 

An ascending stem is found on the right side of the head: Q 

A descending stem is found on the left side of the head: Q 

2. Notes Oil the Sraff. 

a. 	 When writing notes for a single part (one voice or one instrument) on the 
staff. place descending stems on notes found on the middle line or above and 
ascending stems on notes below the middle line. 
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h. 	 When writing for two parts on a single staff, place ascending stems on notes 
for the upper part and descending stems on notes for the lower part, regard­
less of their location on the staff. 

c. 	 To indicate two parts performing the same pitch on a single staff (unisons), 
use a single note head with both ascending and descending stems. For two 
whole notes in unison, use two overlapping whole notes. 

3. 	Notes Using Ledger Lines or Spaces. Above the staff, do not write ledger lines 
above the highest note. Below the staff, do not write ledger lines below the 
lowest note. 

n 

u :IT 

right wrong 

4. 	 Dotted Notes. When the note head is in a space, the dot is found in the same 
space. When the note is on a line. the dot is usually found in the space above. 
though it is sometimes in the space below. 

5. 	 Vertical Arrangement ofNotes. All notes sounding simultaneously must be 
written so that a line drawn through the note heads will be perpendicular to the 
lines of the staff. 
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1\ Ii 

i~ 
I 

!-F 
! I 

~ 6 ~ '" 
~. n 

I i . 
right wrong right wrong 

right 	 wronj! 

6. 	Horizontal Arrangement ofNotes. Space between notes should be in approxi­
mate proportion to their time values. 

wrong 	 right 

7. 	Placement ofAccidentals. Accidentals are placed directly before the affected 
note and on the same line or space as the note head. 

right wrong 

The effect of an accidental lasts until the following bar line, unless it is cancelled 
by a natural sign or the note is tied into the following measure or measures. 

BASICS QUIZ #2 

1. 	Write the second note of these ascending intervals. 
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M6 m3 AS 

(4) (5) (6) 

d7 M3 PS 

(7) (8) (9) (10) (II) (12) 

M7 rn7 m6 A4 m3 A6 

2. Name the inversion of each interval. 

a. M3 e. M6 

h. P5 f M2 

c. M7 g. d5 

d. A4 h. A2 

3. Write the second note of these descending intervals. 

(3) (5) (6) 

m7 A4 m3 M6 

(8) (9) (10) (II) (12) 

P5 M7 P4 m3 m6 d7 

4. Name each triad: M, m, d, or A. 

(i) (2) (5) (6) 

5. In D major, place the correct roman numeral under each chord. 

(6) 

'. 
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6. In F minor. place the correct roman numeral under each chord. 

(7) (8) 

In Appendix E: Answers to all questions in Basics Quiz #2 are given. 

ARTICLE #1 

Pitch Notation from Earliest Times 

We know that music existed in ancient times from sources such as pictures, 
artifacts, and literary works (Psalm 150 from the Bible, for example). How­
ever, because there was no music notation in those times, we will never know 
exactly how ancient music sounded. 

The earliest known notation is that of pre-Christian Greece, in which letters 
of the alphabet were used to represent pitches. Because very little of this no­
tation survives, we know only a I ittle about the sound of their music, despite 
the fact that the Greeks were prol ific in writing about music. 

The beginnings of our present notation date back to approximately the eighth 
century A.D., when the object of notation was to indicate pitch levels and di­
rections in singing the chants of the church service. This was done with signs, 
called neumes, placed directly over the words of the chant. The result was a 
vague indication of the movement of the melody-helpful, probably, only to 
someone already acquainted with the melody. 

Neumes, circa 8th century 

,.. 
" 

';1> ~ )"". : .,}. : 

It occurred to someone in the tenth century that pitch could be indicated by 
drawing a line indicating a certain pitch (usually F) and placing neumes on, 
above, and below it. Staves with more lines followed, with four- and five-line 
staves appearing in the thirteenth century. By that time, neumes had evolved 
into note shapes more readily recognizable as precursors of our present nota­
tion. Notation was all black until the fifteenth century, when white notation 
appeared with the black to form a system that was used until approximately 
1600 (see "Early Rhythmic Notation!! on page 56). 
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One-line staff, circa 10th century 

I 

Two-line staff, circa 11th centuQ' 

j ••• 

Four-line staff, circa 13th century 

Five-line staff with white notation. 16th century 

Clef signs developed from the need to the pitch names of the lines 
and spaces of the stafi. The iest cl \\ere of letter 
names needed. These over the centlll'ies to the forms used today. 
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Clefs 

or 

From \lu,ic '\ul,ltion: c\ \lailual of \lodcrn PraClicc hy Gur,/ncr Read. Second Edifio!! (J(I/Ilill ~('r/ 

Crescendo. i97Y). /Y6<J h.1' Crescendo Pff/J!r~'hi!l:: Compuny. Re/>rin!cc/ hy jJcrJni:,;sion. 

From 1600 to present celltury, notation has 1I iev,.,' developments. 
ContemporarY comlJosers express new ideas with a variety of notational de-

inc ILId i n g convention<:d notation cI in u nconventioll a I WdYS, 

new notational symbols accompan theil' own vvritten ciirections, 
graph ic representations of the composer vvishes to have producecl. 

The vvide of notational devices, too numerous to be sho\Vn hel'e, will 
be considered in Harmonv: and third edition. Fur­
ther information can also fou in these texts: nalc! Smith Brindle, 
The New Music (London: Oxford University 19751; Kurt Stone, Music 
Notation in the Twentieth Century (~e\v York: \V. \V Norton & Co., Inc.. 
1 ; and Gardner Reael, /v1usic Notation: A Manual Modern Practice 
(Taplinger/Crescendo, 1979i. 
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duration; time signatures 


Note and Rest Values 

Durations of pitch or silence may be indicated by characteristic note shapes and rest 
signs. 

FIGURE 3.1 Notes and Rests' 

Double Whole Note t:l 2 Double Whole Rest ==-= 

Whole Note 0 Whole Rest 

I 

Half Note aI 1/2 Half Rest 


Quarter Note .J 1/4 Quarter Rest 

Eighth Note ~~ 1/8 Eighth Rest '1 

Sixteenth Note tti~ 1/16 Sixteenth Rest :; 

Thirty-second Note ~ 1/32 Thirty-second Rest ?" 
Sixty-fourth Note .~ 1/64 Sixty-fourth Rest j 

'The double whole note and rest are little used in post-sixteenth-century music. In many older or 
foreign editions of music, the quarter rest is written as f (opposite of the eighth rest, ~). 

40 
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These notes do not indicate any specific duration of sound, Rather, their fractional 
names indicate relative durations: Any note value is twice as long as the next smaller 
value (~~ = ,,~ + _~) or half as long as the next higher value ( .. = one half of ,,), 

Placing a dot after a note increases its value by one half-for example, J = Ii); 
o· = (The curved line is a tie; tied notes are performed as a single note value,) 
Although rests may be dotted, it is common practice to use two signs-for example, 
t ~ instead of L When a note is dotted. it is three times longer than the next lower un­
dotted value (J. = .-:Jl ); or an undotted note is one third the length of the next higher 
dotted value (. = one third of ",.), 

DRILL #1 Fill in each blank with the appropriate note value or values, 

Division Division Division 
ofl of4 of3 

(I) ==== (6)JJ .~..• .' 
(2) ~ (7) i• .'" 
(3) (81 IJ • • J0 

0) ~ ===== (9) .,1~... 
(5) J • - ~ J J (101 

Tempo 

How long a sound or a rest is actually held can either be suggested or be specified by 
a tempo (time) marking, Most music before 1750 included no indication at all. It was 
assumed that a musician would understand from the character of the music itself how 
fast or how slow the music should be performed. 

The first tempo indications were Italian words placed at the beginning of a piece, 
words such as presto (very fast), allegro Uoyfuliy), Clndallle (rather slow), and largo 
(very slow), Similar indications in other languages soon followed, As you can see, 
these words indicate tempo only in a general way, 

To indicate a specific duration. a marking such as M.M. ., 60 often appears, 
meaning in this case that a quarter note has a duration of one second. M.M. stands for 
Jlael::;e/'s metronome. a ticking mechanism that Johann Maelzel claimed to have in­
\,ented about 1816. and that can be set at numerous points between 40 and 208 beats per 
minute. Beethoven was the first composer to take advantage of metronome markings. 

Although the metronome provides exact durations. exclusive reliance on it pro­
duces only mechanical results. Its use must be tempered by the performer's insight re­
garding the best artistic expression of the composer's ideas. 
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The Beat 

The beat is a measurement that divides time into units of equal length. commonly 

moving you to tap your foot or your finger \vhile listening to music. To illustrate this 

concept. sing "'Jingle Bells" and tap as indicated in Figure 3.2. In so doing. you are 

dividing time into equal units, or beats, regardless of the staff notation used. 


FIGURE 3.2 Demollstmtioll ofBeats 

'1 ~ \ ~ .. .~ 0• • • •" " " •'" • '" 
lin gle belb. Jin gk hells. Jm all the way 

--.~Tap the beat 

Grouping of Beats 

As you listen for beats. as in Figure 3.2. you will note that they tend to group them­

selves, with one beat assuming more importance than the others. To experience this. 

sing "Jingle Bells" again. You should feel a grouping of two, a strong beat followed 

by a weaker beat (Figure 3.3(/). FollOV\i this by singing "America" (Figure 3.3b). Do 

you feel a three-beat grouping? 


FIGCRE 3.3 Bear Groupings 

(a) Jin-gle bells, Jin-gle bells. 

(b) My coun-try. 'tis of thee. 

Groupings of four, c01111110nly used in 111Llsic composition. ar\.? more difficult to 

illustrate. sillce each grouping tends to sound like two grouping~ of two. although the 

third beat receives somevvhat less emphasis than the first: 1 3 


Varieties of the Beat (Simple and Compound) 

Two varieties of the beat exist: simple heat and compollnd beat. To illustrate the sim­

ple beat. sing "Jingle Bells" (Figure 3.2) once more. Notice that each beat has two di­

visions. easily demonstrated by making two taps instead of one at each beat. Then try 

tapping beats with the right hand while tapping the two simple divisions of each beat 

with the left hand. 


I 
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FIGURE 3.4 Tapping Simple Dil'isions 

way. 

(1'.11,)Beats: 

Beat divisions: 

The compound beat can be illustrated in the same way. Sing "When Johnny 
Comes Marching Home Again" (Figure 3.5). First listen for the beats and tap them. 
They are in groups of two. Then listen for the beat divisions and tap them. This time. 
there are three divisions for each beat. 

FIGURE 3.5 Tapping Compollnd Dil'isions 

When John-nv COilles march -ing home a-gain. Hur rah. _ HUT rall._ He'll 

Beat~: fr.h.; 

Beat divisions: !I,ll.! 

·The first heat of a mea~ure i .... known a di1zcilbcrrL .-\ preceding neJt or part of a heat i ... (111 upbt,tlf. 

In summary. beats tend to group themselves in patterns of t\\'o. three. or four. In 
each pattern. the beat division may be either two or three. 

FIGURE 3.6 Beat Grollpings and Be{/{ Dh'isiolls 

Duple Triple Quadruple 

1 :2 I :2 3 I 2 3 4­

Simple division 
> > > > > > > > 

I 
> 

Compound division 
> > > > > > > > > 

_. '"'1e Signature (Meter Signature) 

4. time signature consists of two numbers. one above the other (for example. Z). at the 
beginning of a composition. It tells us 

1. the number of beats in each grouping: 

2. the di vision of the beat. simple or compound: 

3. the notation to be used. 
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T 

Simple Time Music in which the beat is divisible into two parts is said to be in simple 
time. The numerator (upper number) 2. 3. or 4 indicates the grouping of beats. and the 
denominator (lower number) indicates the simple note value receiving one beat. 

In Figure 3.4. beats are grouped in twos. and the quarter (j-) note is chosen to 
represent one beat. Hence. we can place a time signature of ~ on the staff because 

The time signature appears immediately after the key signature on the staff. 
When notes are placed on the staff. each beat grouping is separated by a bar line (bar). 
The distance between two bar lines is a measure. and a double bar marks the end of a 
composition or the end of a major section of a composition. 

Bar Lines and Measures 

co un try. tl" of thee. S" eet land ofMy 

I• • $i%;. fE-; • • .. 

I 
1 ~I 

2 3 2 3 2 3 /
Bar line Double 

Mea,;ure .\kas-ure Bar line 

In simple time. any simple note value may be chosen to represent the beat­
for example. a half note (~): ~ + ~ =~, or 2 (beats) times ~ =~. Notice in Figure 3.8 
that the pattern below the ~staff is Identical to that in Figure 3.4. This change in nota­
tion does not affect performance. assuming the duration of the beat is the same in 
each case. 

FIGURE 3.8 The Half Note as the Beat 

the \\ay. 

Beah: 0 

Beat di\'i ... ion~: • 

You will observe from Figure 3.9. a table of simple time signatures. that the nu­
merators of simple time signatures are 2. 3. and 4. 

2 = duple simple time (meter) 

3 = triple simple time 

4 =quadruple simple time 

'The horizontal line is used for fractions but not in a time signature. Though they are arithmetical 
terms. "numerator" and "denominator" are convenient to describe members of the time signature. 
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FIGURE 3.9 Simple Time Signatures 

Beat note 2 beats per measure 3 beats per measure 4 beats per measure 
(Duple) (Triple) (Quadruple) 

(I) 12 r t0 

*2 *40 
ci (~) 2 or ¢ 3 

2 2 


*2 *3

.J (1) 40 40 *t or c 

2 *3 *40jJ (~) 8 8 8 

2 3 40,,~ (1\) 16 16 16 

2 40} (:12) 32 ~ 32 

* indicates the most commonly "sed time signatllres 

DRILL #2 Fill in the blanks. using number 1 as a guide. 

Beats per measure Divisiolls per beat 

2ill 40 

312, 40 


===1 

I,~ j 

~ .I .J" " 
-+1 !~ .J J*' " " 

25; 8 

61 J j 

3
16 

Compound Time Music using compound beat values (notes with three divisions) is 
"aid to be in compound time. The numerators 6. 9. and 12 also represent 2. 3, and 4 
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beats per measure. as \\e \\ill see by working out the time signature exactly as we did 
for simple time. 

Fir~t. repeat the tapping exercise in Figure 3.5. Sing the tune and tap the beats. 
Result: beat groupings of two. Next. tap the beat divisions. Result: three divisions for 
each beat. 

~ext. choose a note to represent the beal. Only a clotted note can have three di­
visions. Choosing a commonly used dOlled-note value. the dotted quarter note ( •. J. we 
lind ilS fractional value to be ~. The time signature must be ~ because 

t + ~ ~, or 2 (beats) times ~ = ~. 

Confusion about compound time signatures stems from the fact that the numer­
alor. instead of indicating hO\\ many beah per measure. actually shows the number of 
beat dil';s;olls per measure. and the denominator indicates the I10fe l'a/lIt! (~ltht! beat 
d;l'is;OIl, as shown in Figure 3.1 Ou and on the staff in Figure 3.1 Oh. 

FIGURE 3.10 Compound Till/e Signatllre (~ Tillie) 

(lJi 

6 .' .. 
8 • • •1 •2 • • 

When John 11\ cOllle' march lllg home 

Again. we could have chosen a different note value to repre".:nt the beat~for exam­
ple. a .~.: I'~ + -n; = ~. The pattern below Figure 3, II i~ identical to that in Figure 3.5. 

FIGURE 3.11 Example oj' ~ Time Signature 

\Vhcll .Iohn ·n~ come, Jl],lrch ~ing home 

Bears: ;:: 
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Observe from the table of Compound Time in Figure 3.12 that the 
numeralor~ of signatllre~ arc 6. 9. and 12. representing 2. 3. and .+ beats per measure. 

6 = duple compound lime 


9 triple compound time 


12 quadruple compound time 


FIGURE 3.12 Compollnd Time SignaTure,l 

Beat l10te 2 beats per measllre 

(Duple) 

3 beats per lIIeasure 

(Triple) 

.J beats per mea,l'Ilre 

(Quadruple) 

o· (~) 6 
2 

9 
2 

Q. (i) 6 
~ 

9 
~ 

12 
~ 

.. (g) 6 
8 

9 
8 

12 
8 

\., (l6) 6 
16 

9 
16 

12 
16 

~..' (12) 
6
32 

3 
32 

12 
32 

llldicate" the lllO,[ tOll;mon!: lhl'd time 

DRILL #3 Fill in the blank~, as in Drill #2 (page .+5). 

Beats per measure Divisiolls per beat 

6 
(I) 8 

9 
(2) 8 

(3) o· • • • 
12(..ll 8 

6
(~I 16 

iol ~ "\ ~.. .. .. 
(7) 

o· o· o· • • 
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An example of a better but little used way of writing compound time signatures 
is seen in Figure 3.13, in which the composer has used ~. instead of 2. In the same 
way. the common time signature ~ would be written ~. and i would be written 7. If all 
time signatures. both simple and compound. were written in this manner, interpreta­
tion of any time signature would be much easier. 

FIGURE 3.13 

Hindemith, String Trio, Op. 34 Sl'hr lebhaft 

~h~'_-·._ -""-, ~:-£-=:;:~S~=l3S~~=,~~~~$~~~	..~ ==:"+_1Z 

pp 


2· 	 'd t 6",. mstCJ 0 4 

CopITiglu 1924 hI' B. Schott:, Soehne. A1(1ill~. Copyright ren~ll·£,(/. All Rig/us Reserved. Used by pemlis­
.lion ofEllmpecl/1 Alllericon Music Di.>1riIJlllOrs C0I1JtJFUliol1. sole U.S. and Calladian agent.for B. SchOll's 
Soc/1I1e. M(/il1~. 

Other Interpretations of Time Signatures 

In any time signature the upper number always indicates how many of the note values 
expressed by the lower number witl be found in one measure. Although interpreta­
tions of time signatures such as those just presented are generally useful, there are oc­
casions when a very fast or a very slow tempo requires a different interpretation. 

In a Fast Tempo In music in a fast tempo with a signature of i, there may actually 
be two half-note beats rather than four beats per measure. This is often indicated by a 
metronome marking, such as 0 88 as used by Beethoven in Figure 3.14. 

@ FIGURE 3.14 

When a fast tempo is indicated but no metronome marking is present. any deci­
sion to interpret i or c as two beats in a measure must depend upon a subjective evalu­
ation of the composer's intent. In the case of many well-known works, such interpreta­
tions have become traditional, as can be heard in the final movement of Mendelssohn's 
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Symphony No.4 (Italian). Op. 90 (tempo marking Presto). or in the final movement 
of Tchaikovsky's Symphony NO.4. Op. 64 (tempo marking Allegro confuoco). 

Similarly. a fast tempo with a signature of i or ~ is often performed with 
one beal per measure. In Figure 3.15, each dotted half noIe receives one beat with a 
division of three quarter notes. The aural effect is that of compound time. one beat 
per measure. 

@ FIGURE 3.15 

Allegro vhace (0' =1 heat) 

Why did Beethoven write thi:" example in i, rather than using the duple com­

pound time signature of 2 ~. ? Composers use 2instead of 2(or ~ in­
stead of~) in those fast tempi in which every third division has an equally strong ac­
cent like that in Figure 3.15. in contrast to 2(or ~) in which the first division is stronger 
than the fourth: 

Fast .\Ioderato 

3 • • •4J ' . • 111 
6 
4 • 

> 
t!I • •> • • 

:: 

The same is true of the popular tune "Take Me Out to the Ball Game:' in which 
the composer has used 2instead of a duple compound signature to emphasize the 
strong accent on each third division. 

FIGURE 3.16 

J' = 1 heat 

3 
40 111 111 o· 

Take me our [0 the ball !lame 
'>> > > 

In a Slow Tempo In simple time. the division of the note value indicated in the de­
nominator of the signature may sound as the beat value. In the slow ~ of 3.17. 
the aural effect is that of eight beats per measure. 
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@ FIGURE 3.17 

Moderato t.) =76) 
Silostakovich. Symphony "!O, .5 

@ FIGURE 3.18 

\lozart. S\mpl1ony )\0. 36 (Lill=!. K, -l25 

\~;l:':! L ==- .=::l1I,~.e;a;=:=J=-=e=:.~.~..i:~~_::§;~=~"':==~ )~=J!1 

I~m- ~. 
.' -l 5 6 -l 6 

> > > 

tr 

(.D~ :;~-~.~~~-~-__ ==::?_ \)~¥'__~_.~____.....::-,.n~ .~~~---r= .~.~-~:"'--:::..,. .= 

(~•.... ­ ..~....- ----::......= 

Observe that the numerator 6 in a very s]O\v tempo still represents duple compound 
time because of the stress placed on the first and fourth beat divisions. The numerator 
3 in a very slow tempo also has six beat divisions but represents triple simple time be­
cause the stress is on the fir~t. third. and fifth beat divisions. 

, 

'I {-llf 

(~.. _" ."-:-'~l:':~.~if~~:"- $~' .-- .~~~--y--~~••';' 
) ~~ ~ 5-........-;- __~ .........­

1~;-~, -~ 
-I 

-~-------

In compound time with a very slow tempo. the lower number of the time signa­
ture indicates the note value receiving one beat. 
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FIGURE 3.19 

6 ~ ~ ~ ~ ~ 8 • • ~ • • • • 
:2 3 -I 5 6 


> > 


3 ~ ~ ~ ~ ~ 11 • • • • ~ • • 
:2 3 -I 5 6 


> > > 


Numerators of5 and 7; Other Numerators A numerator of 5 usually indicates sim­
ple time in which each measure includes a group of two beats and a group of three 

beats-for example. i ~ " ~ " " or ~ " " ~ " . A numerator of 7 similarly indi­
cates various groups of two beats and three beats: 3 + :2 + 2. 2 + 2 + 3. or 2 + 3 + 2­

7--~- 7 
for example 8 ~ " " ~ " ~ " or ~ "-" "-" "~"~" . 

The desired grouping can be indicated in several ways: by beaming notes. 
by using phrase marks or accent marks. and by separating the groups with a vertical 
dotted bar line. 

FIGURE 3.20 

(11) Allegro con grazia Tchaiko\sky. S) mphony No.6. Op. 74 

~.-"--_--f9--~-'u . -=. n:um=-==:.'_~~ ------ .. ...~.. i •• Q~•-' I --uf'~'--::'--=-::.::'-...-::'-=f=-~'---;-:__--- ~t:::=:~ 
J 2 3 -I 5 r' 
> > 

(b) Folk Song (Greece) 

~'7~f;-1.---Jt~- ~. ~.!'_~~-. ,:--.":;:::..:~ li~_Ju--:l: ~ 
I :2.1 -I 5 6 7 


> > 


Many other signatures exist. used primarily in twentieth-century music. Some exam-

Ples are 10 8 13 3'12 3-2+2 and 6 2, 
4' 8' 8' 4' 4 " 8 4' 

These examples point out the difficulty the composer often encounters in choos­
ing a time signature that best represents the rhythmic and metric intentions of the 
music. Consequently. it is most important that the performer not rely solely on the 
time signature but make sufficient study of the music to determine the time signa­
ture's intent. 

. See Gardner Read. ,'viI/sic Noturioll (Boston: Allyn & Bacon. 1969). chap. 10. 
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Beaming Notes for Rhythmic Clarity 

Notes employing flags may be grouped together \",ith beams. 

Notes ordinarily should be beamed according to beat units. In the following example, 
~__ indicates a beat unit. 

FIGCRE 3.21 

~ ~ 4 
2 

• .J III ~ not • • fI/ •L-~ 

~2 - I j '1I,4 fI/ ~ ~ • III fI/ nor .' • " • • 
~~J ~........-­'" 
r--r- ----,6 

8 • III J • • fI/ not fI/ • • • • •
~~..... 

~ 

Ig n • ~ • 
­i !

fI/ not fI/ 

g fI/~ --n 
not .J J J 

~•......~ L-• III__ ..._ III • • 
-'~.--

When you place a group of beamed notes on the staff. use a stem direction that 
is correct for the majority of notes in the group. 

• 

In vocal music, beams traditionally are used only when two or more notes are 
found on a single syllable. Recent practice allows beaming when syllables are 
carefully placed below beamed notation (beamed sixteenth notes in measure 2 of Fig­
ure 3.22). The curved line (slur) under "glow-" sho\vs that the two notes are sung on a 
single syllable. 
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FIGURE 3.22 

"Santa Lucia" 

Now • neath the sil ver moon o cean is glow - ing. 

Triplets, Duplets, and Quadruplets 

A triplet is a group of three notes dividing a simple note value into three equal parts 
J ,- 3---, 

(r:n = J; J J J = J ). Since the division is not mathematically accurate, a "3" is 

placed above the beam or the stems of the group. The triplet m in~, for example, 

has the same duration as a J or n .Other examples are .t=:n =n =.~ (three six­

teenths have the same duration as two sixteenth notes) and • ~ ~ J =~ (three quar­
ter notes have the same duration as two quarter notes). 

Similarly, a duplet is a group of two notes dividing a compound note value into 

two equal parts (n = m J.). A quadruplet is a combination of two duplets 

(.-Tn ~._~. or ".). 

FIGURE 3.23 

Chopin. Mazurka, Op. 7, No.4 
(a) Pronto 3 

~l\;71~£TJ 1"1 CJ IGFFW F .p~m · 
3 

2 3 

!b) Folk Song (Texas) 

~S rtg Ilm :ztr I ~. 
2 J 2 

Rhythmic Transcription 

Now that you have studied the derivation of time signatures, it should be obvious that 
any two or more time signatures with identical numerators designate the same meter. 

If, for example, you hear music that you can identify as being in duple com­
pound time, you can assume that the numerator of the time signature is 6, but it would 
be absolutely impossible to tell which of the possible denominators the composer had 
used. It could be any of them, since the denominator affects only the notation to be 
used. The same music with like numerators but with differing denominators will 
sound identical when the tempo of the beat is equal in each. 
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FIGLRE 3.2-1­

•. =1 heat =\1.:\1. 80 

6 '1 '1
8 • 	 • • • • • .. • •" • • • • • • .. • 

1 heal 	 \L\1. 80 

6 
Ii: 	 0 o· 0 C;'-~~O 

= 1 heat = \1.\1. 80 

6 

.) 

~ 	 - - ~ - - '1 \ 
16 .. 	 • • • • • .. • • • • • • • • .. ~. 
DRILL #4 Rt'\\Tile t'ach of lht'se melodies using the time signatures indicated. 

l. 	In ~ and ~ 

England 

2. 	[n ~ and 1~ 

America 

]. In ~~ and ~ 

Teicl11ann. Trio S()l1:Jta 
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BASICS QUIZ #3 

1. Write the single note value equivalent to the given group. Example: " " 
--

iI. f." " " " " " " 
till 0 0" " 

( " " " " " 
d. 11." " " " " " " " 

2. Describe each time signature as shown in the example. 

Descriptioll Beat /lote Divisiolls 

Example: dupleIi " 
2 

" " 
3 
Ii 
6 

l>. 8 

Ii 
c. 2 

9 
8 

12 
Ii 
2 

f. 2 

12 
16 
3 

Ii. 16 

In Appendix F: Ansners to al! in #3 clre 
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ARTICLE #2 

Early Rhythmic Notatio1l 

In the history of the notation of rhythm, the time signature made its appear­
ance at a comparatively late date. One reason for this is that music before the 
seventeenth century did not make use of bar lines, and another is that a note 
value did not come to indicate a specific division (such as,,;:;: ",,) until about 
the same time. 

The earliest notation, as found in the religious chants of the eighth and ninth 
centuries, represented pitch only. How the rhythmic element of this plain­
chant notation was interpreted is still not entirely clear. 

The first measurable rhythmic notation was produced in the thirteenth cen­
tury. In this system, the duration of each note depended upon what note value 
or values followed it. The system, called mensural notation and developed 
by Franco of Cologne about 1280, was used to represent the rhythmic 
modes-a series of six rhythmic patterns, each representing the triple division 
in which the music of the time was composed. 

Observe in the figure that the longa (~ ) equals a quarter note at some times 
and a dotted quarter note at others, depending on the context. The same prin­
ciple holds true for the breve (.). This music needed no time signatures. Its 
symbols were often combined into groups called ligatures; for example, .. , 
:I , and .... Another example can be seen in the article "Pitch Notation from 
Earliest Times," on page 37. 

Mensural notation 

~ • J ~ • • ~ ~ ~ ~. 

!• 1: ~ . ",.~ • ~ ~ 
I 

~ • • ~ • • • J J " 

About 1320, Philippe de Vitry, in his treatise Ars Nova (The New Art), recog­
nized duple rhythm (note values divisible by two) as well as triple rhythm. 
Also at this time, white notation was gradually replacing much of the black 
notation. To indicate division of note values into two or three, a system of 
mensural signatures was devised about 1450. But in this system, the actual 
value of a given note was still determined by its relation to the preceding or 
following note (again, review page 37). 
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Signature Divisions Modern Notation, if i:l =d or,.j. 

, ~ ~ ~ d .J .J, .J .1~ ~ = = 
I 

~ ~ , ~ ~ J. .J • ., .J .1= ~ ~ 

~ ~ , ~ ~ ~ ~ J J J, J }JJ= 
I '""""'" 

~ ~ ~ , ~ ~ ~ ~ J.~•. = J ~.•. , J ••J= 

Of these four signatures, the time signature C still remains, indicating duple 
division at all levels and now used to indicate! meter. Another mensural sig­
nature, C indicated that all notes following it were to be taken twice as fast as 
before. Known as cut time or aI/a breve (the symbol ~ in the preceding table 
is called a breve), it is still used today to indicate ~ meter. The time signatures 
we use today had developed by the early seventeenth century, and they have 
remained virtually unchanged since that time. 

ARTICLE #3 

What Is l11usic Theory? 

A Prelude to the Study of Harmony 

Music is universal. It exists in some form in every part of the world inhabited 
by humans. Its existence for thousands of years is attested to by references to 
music in humankind's earliest writing, pictures, and artifacts. During all this 
time, and in all these places, music has developed in a multitude of ways, 
each expressing the historical era and the local culture of its creators. In our 
own day, the number of ways in which the music of Western culture is ex­
pressed makes an impressive list: symphonic, folk song, military march, rock 
and roll, liturgical mass, and electronic music, to name only a few. 

These diverse forms of musical expression have one characteristic in com­
mon: All use as their raw material the resources of sound-pitch, duration, 
intensity, and timbre. The art of composing music is dependent upon the skill 
of the composer in making choices from the raw materials of sound and in 
organizing those choices in ways that produce a successful composition. 
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The study of music theory is, in the broadest sense, the study of how sound 
has been organized to make music, regardless of geographical location or his­
torical period. Obviously, a complete study of music theory would be one of 
great magnitude. But the task is simplified somewhat by the fact that through­
out music history, ways of organizing musical sound in a given geographical 
area or a given historical period are often similar, making it convenient for the 
scholar or the student to concentrate on one such area or period at a time. 
Our present study will focus on music composed in western Europe and the 
areas under its influence, particularly the Americas, between the approximate 
dates 1600 and 1900, with comparative references to earl ier styles! culminat­
ing in a survey of twentieth-century music. The era chosen encompasses the 
Baroque, Classical, and Romantic periods of music history and includes many 
of the best-known names in present-day concert repertoire, from J. S. Bach 
through such composers as Mozart, Beethoven, and Chopin, and at the end of 
the era, Brahms and Wagner. 

It was during this period that harmony was a predominant characteristic of 
music composition. Harmony, defined broadly, results when two or more 
pitches sound simultaneously or in close succession. In this sense, most music 
of any period could be described as harmonic. But music of the period from 
about 1600 to about 1900 makes almost exclusive use of a system of tonal 
harmony so pervasive that the era is often known as the common practice 
period. Its principal characteristics are 

1. chords built in thirds, such as C E G, called tertian harmony; 

2. 	 two scale systems, major and minor; 

3. 	 a tonal center represented by the tonic tone of a major or minor scale and 
a triad built on that tone, to which all tones and chords gravitate; 

4. 	 a certain predictability in the order of the various chords as they gravitate 
toward the tonic, a process often called functional harmony. 

Before about 1600, music composition was based upon a system of six differ­
ent scales, called modes (see Appendix 0), and upon the concept of counter­
point~the simultaneous sounding of two or more melodic lines, their jux­
taposition dependent upon the interval between any upper voice and the 
lowest sounding voice (see the example in the article on page 198). Counter­
point has been used extensively since 1600 but in addition to harmonic or 
other bases. 

Since about 1900, composers of "serious" music have experimented with 
new ways of musical expression through nontertian and nontonal harmony, 
nontraditional uses of melody and rhythm, and use of new sound resources 
such as synthesizers and computers. Tonal music, however, is still widely 
used in the twentieth century and can commonly be heard in commercial 
music (radio, TV, motion pictures, "elevator music," and so forth) and in 
much educational and popular music. 
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cadences 


Beginning in this chapter, many assignments will be followed by one or two refer­

ences to the locations of their anSH·ers. One of these references. In Appendix E. indi­

cates that answers are given in 1,1i/zole or in part, as indicated. The other, In the Work­

book, indicates that a similar assignment using the same assignment number, such as 

Assignment 4.1, will provide additional practice, with answers. At appropriate places, 

there will be reference to additional assignments with given answers for close(v re­

lated material; these are identified with a reference such as Assignment 4A. Lack of 

reference to an assignment in the Workbook indicates that no answers are given for 

that assignment. 


The Cadence 

We will begin our study of harmony with an excerpt from the music of Bach, the well­

known "Jesu, Joy of Man's Desiring," to illustrate the concept of cadence, a universal 

characteristic of music composition. First, listen to the music in Figure 4.1. 


After you have listened to the music, sing the melody line of Figure 4.1, with or 

without the piano accompaniment. As you arrive at the final note, you should feel sat­

isfied that you have come to a good stopping place and that there is no necessity to 

continue. 


The sensation of arriving at a stopping place indicates the location of a cadence. 

You may have noticed another stopping place at the end of measure 4. But in this 

case, the cadence seems to be only temporary, requiring that the music continue. Po­

etry also exhibits these traits. In this stanza from an American folk ballad, note the 

two temporary pauses and the final stop at the end: 


When the curtains of night 
Are pinned back by the stars, (pause) 
And the beautiful moon sweeps the sky. (pause) 
I'll remember you. love, in my prayers. (final stop)' 

'From Carl Sandburg's The American Songbag (1927). 
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) Je SU, joy of man' s de - sir ing. 

l~'~4~~~-~~~~~~~~5~~~~~~ 

As you read the poem or sing the melody above, the function of the cadence is clear: 
to mark a pause, complete or incomplete, in the poetic or musical thought being ex­
pressed. In this way, cadences make it possible for poetry or music to be a true struc­
ture, rather than just a nonstop flow of words or pitches. 

The Cadence in Relation to Form 

The structure of a piece of music is known as its iO/·m. 2 The terminology of music 
form describes all aspects of musical structure, from the smallest unit of pitch or 
rhythm to the complete composition. In Figure 4,1, a cadence appears at the end of 
each group of four measures, and each marks the end of a "form:' which in this case 
is called a phrase. The two phrases together, one with a temporary cadence and the 
other with a full stop, constitute a form known as a period. as shown in Figure 4.2. 
the melody line from Figure 4.1. 

'Form is presented in more detail in Chapter 7. 
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@ FIGURE4.1 

Bach. Herz und Mund und That und Leben, 
"Jesu, Joy of Man's Desiring," BWV 147 

(~I~~-"~"'~-~~E~~~~~~~~E-!=~~~t~~ 
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FIGURE 4.2 Form in a Melodic Line 

cadence 

L....____...___~._....__.______.__...__, 

phrase 

The final goal of a melodic line is commonly the tonic note of the key, as shown 
in Figure 4.2. The same is true in harmony: The ultimate goal of a series of chords is 
almost invariably the tonic triad. It is this feeling of reaching a goal, the tonic, that es­
tablishes aurally a sense of key in a composition. The pitch name of this tonic tone is 
also the name of the key. In listening to the Bach example (Figure 4.1), we recognize 
the sound of the final melody note and the final bass note as being tonic. By looking 
at the score and seeing that both notes are G, we know that G represents finality and, 
therefore, that the music is in the key of G. 

Harmony at the Cadence (Major Keys) 

In harmony, a cadence is usually found as the last two chords of a formal structure.) 
Most commonly, the chords dominant, Y or y7, and tonic constitute the cadence (re­
view page 27 for roman numeral symbols). Looking at the final cadence of Fig­
ure 4.3, we see that the final two chords, the cadence, make use of the triads Y and I 
(D F~ A and G B D). In Figure 4.1, also in G major, the cadence is y7_I (D F~ A C­
G B D). The two cadences are shown side-by-side for comparison in Figure 4.4 . 

•Cadences in the music of any historical era or geographical location fulfull the same function as 
chose described here. For a few examples of cadences from music of other times and places, see the article 
"The Universality of the Cadence." on page 82 
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@; FIGURE -+.3 

Bach. "\Verde ll1unter. mein G<:l11lik" 
loriginal key. B? 

FIGURE 4.4 Comparison 0/ Cadences 

(,7) Caoell(c of Figure-U 

\:~:' ,:'--=3 \!~r;]11rO'=I===:j=b~rfig~h~I.======I====~ 
I!~ I·---=::-~-~-·a 

-0--­

o F# A GBD BD 


V I 


Both cadences in Figure 4.4 are ca lied aWhemic cadences. a term describing a 
cadence with a root movement from dominant to tonic. The presence or absence of a 
~eventh in the chord is not relevant. It might seem that we should study the easier 
chord. V. before VI. But since VI is used far more frequently than V. we need to con~ 
sider both. 

When a cadence ends on any chord other than the tonic triad. it is called a Iwl/ca­
dellce. Figure -+.5 shows the half cadences. I~V. from the music of Figures --1-.1 ancl4.3. 

-The number is that of the chorale in the collected c:oition-; of chorales of J. S. Bach. ,uch as The 
Se/J(I.Ii;aJl Roell. edited. \\ ith the instrumental and wiTh En-

D. '\:lainous ::md Rubert W. Ottnwil 1 '\e\\ York.: 

fl"0l11 lhc:;e chorale:; \\111 h<: lhed extensiwl~ In thi;; te,t. 
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FIGURE 4.5 Hair Cadences 

In, H'llf cad~IlCe in Figure ..U 	 l/;i Hall' cadence in Figure -L; 

v 

Is there a difference in these half cadences"? Look again at the two half cadences 
in Figure 4.S. Both are I-V. but the root movement in the first is G down to D. a per­
fect fourth. whereas in the other the root movement is up a perfect fifth. but still G to 
D. Here is an example of the ill1'ersio/1 of intervals as discllssed on page 24. Since 
each interval is the inversion of the other. there is no change in the harmonic stnK­
ture. so the two cadences are analyzed identically. 

Root relationship by perfect fifth. as illustrated in cadential harmony, is probably 
the most important element delineating the character of tonal harmony. Chord move­
ments based on roots a fifth apart are more common than others. and the most com­
mon key relationships are based on this intervaL as in the circle of fifths (page I3). 

As a diversion. we wish to point out lhat there is a strong similarity other than 
in cadences belween Figures 4.1 and 4.3. Look at these figures carefully: sing or lis­
ten to both. Can you see or hear the similarity" They use the same melody~' In devis­
ing the melody of "Jesu. Joy of Man's Desiring" from the chorale tune of Figure 4.3. 
\vhat changes did Bach make'? Sing or play the melody of each again and it should 
be obvious. 

Spelling Tonic and Dominant Chords (Major Keys) 

Further study of cadences will be easier if you are sure that you can spell the 1. Y, and 
y7 chords quickly and accurately in any key. Here are tv. 0 ways to do this: 

1. 	For any diatonic chord. the chord number is the same as the scale step upon 
which it is built. From that letter name. spell in thirds by skipping over every 
other note of the scale. In these examples. the letter names skipped are in 
parenrhese s. 

C major: I C (e1) E (f) G C E G 

B major: Y = F: (g:l A: (b) C: F: A: C: 


= F: A:(b)C:(d:)E=F:A:C:E: 


Johann Schop in 16-1-2. Bach's hannoniz:ltion 
. the others are 95. 121. 233. and 36S. 
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2. 	Any major triad, diatonic or altered, can easily be spelled by using the follow­
ing groups. Since there are but seven letter names, there are only seven possible 
triad spellings without accidentals. Three of these are already major, three are 
minor, and one is diminished; the triads can be grouped accordingly. 

Group I Group II Group III 
(majorj (minor) ( diminished) 

C E G D F A B D F 

F A C E G B 

G B D A C E 

i i i 

Group I. Triads in Group I will always be major when each member carries 
no accidental or when each carries the same accidental, as indicated by the 
symbol-

C E G, C# E; Q, C. E. G., 0 E, O. Co!. E[;., Gu, 

Group II. Triads in Group II will be major when the third carries an accidental 
one half step higher than the root and the fifth (- i -). 

A C# E, A# Cx a, A, C 

i i i 

Group III. This single triad on the pitch name B is major when the third and the 
fifth carry an accidental one half step higher than the root (- i i). 

B D# H B~ D. Fl<, B, D F, 

i i i i i i 


This system is especially helpful when spelling a triad from its third or its fifth. For 
example, how would you spell a major triad whose third is F·? 

1. If F· is 3, the basic triad is D FA. 

2. 	D F A is in Group II, - i -, in which the third carries an accidental one half step 
higher than the root or the fifth. 

3. 	The accidental • is a half step higher than the accidental 1; therefore. the root 
and the fifth are D; and A#. The complete triad is D~ F· A~. 

ASSIGNMENT 4.1 (a) Spell major triads when the given name is the root. 

From Group I: F, FI, F,; G. G~. G, 


From Group II: D. D#. Db; a, Eo 
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ARTICLE #4 

The "Difficult" Triad Spellings 

When spelling triads, you may feel that some are too complex to be useful. As 
your knowledge of harmony expands, you will find more and more of these 
triads in the music you study. Here are two examples: (1) n A~ 0, the enhar­
monic of E G: B and used as the triad built on .6 (F~) in the key of Ab major; 
and (2) 01: Fx A#, used as the dominant triad in G; minor. 

EXAMPLE 1 

Schubert, Moment Musical, D. 780, 1\0. 6 
...... 

H 

EXAMPLE 2 

Chopin. Mazurka. Op. 33. No.4 

D# Fx A# 

(b) Spell major triads when the given name is the third. 

m. B. F#. B'. D, 

(c) Spell major triads when the given name is the fifth. 

In Appendix E: Answers to the entire assignment are 
In the Workbook: Do Assignment 4.1 a-(. All5wers are 
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ASSIGNMENT 4.2 Spell the I, the Y, and the y7 in each major key. Start with C major 
and work through the circle of fifths (review page 13) as begun for you below. In y7, 
the seventh is 4. In C major, 4is F. Adding F to G B D produces the y7. G B D F. 

I Y y7 

C: CEG GBD G B D F 

G: GBD D F# A DHAC 

D: D F# A AOE A C~ E G 

In the Workbook: 00 Assignment 4.2. Answers are given. 

Cadences Incorporating Dominant Harmony 

Perfect Authentic (PA) These are the characteristics of the perfect authentic cadence: 

1. 	The progression is V-I or y7_I, each chord with its root in the bass. 

2. 	 In the tonic triad (I), j is found in both soprano and bass. 

3. 	The soprano line is usually or 2-1. 

The cadences of Figure 4.6a are perfect authentic, Y-I, soprano lines 7-1 and 
2-1. The cadences of 4.6b are the same except for the use of y7. Review Figures 4.1 
and 4.3; both show perfect authentic final cadences. 

FIGURE 4.6 Peifect Authentic Cadences 

(\ (\ (\ 1\ (\ (\
(a) 	 7 1 2 1 (17) 9 I I 

,., ,II it i ! 

GI~ r -.? -.? I;.J 	 I r r 
•

j -lSi- . I ~ I I 

V7A: V V 

Imperfect Authentic (lA) These are the characteristics of the imperfect authentic 
cadence: 

1. 	The progression V-I or y7_I deviates in some way from a perfect authentic 
cadence; for example, 

a. 	 The soprano note in the final tonic triad is :3 or 5. 
b. 	 One or both chords are in inversion (review "Inversion of Chords," page 24). 

2. 	The soprano line is usually 5-5, or.5 down to :3 (Figure 4.7). 
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Figure 4.8, the first and last phrases of a chorale, shows two different imperfect 
authentic cadences. 

FIGURE 4.7 Imperfect Authentic Cadences 

/\ /\ /\ /" /\ /\ 

(1/ i ~ :I 1M 5 5 (e i 5 3 (d) (e). 

r. ! J 
.~...... . 'TT....--= 

! 
.~. 

D ?- I 
-=- ... ­

t.! r liD 
jD D .; J Ii 
'-'1<7't 

r "" 
F: V V V V6 V-+ 

3 

@ FIGURE 4.8 

Bach. "Herzlich tut mich verlangen" (#80) 
/\. 1\ 

(a) First phrase. soprano. 2-3 1\ 

:. 

v 

!ll) Last phrase. soprano. /\ /\ 

5 :. 

I 


V 


Half Cadence (He) Any cadence ending on a chord other than the tonic triad is a 
half cadence, the most common being I-V. (Note that this cadence is not called an 
"authentic half" cadence.) T~e ~ager:.c~s ?f fi~ure 4.5 are half cadences. There are 
~everal soprano movements: 1-7. 1-2,3-2,5-5. and by various skips. Figure 4.9 il­
lustrates two half cadences. each closing a two-measure idea. 
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@ FJGURE4.9 

Adagio 1\ 1\ 
7 1\ :V1ozart. The Magic Flute. K. 620 

Tenor I. II 1 2 

. ,o I - sis und 0 - si ns. Wei - che Won -ne! 
Bass 

v v 

ASSIGNMENT 4.3 Describe the cadence in each of these excerpts, naming the key 
and the cadence (PA, JA, HC) and indicating the scale steps of the melodic line. For 
Figure 4.8b, the answer is: Key . Cadence IA; Melody line 

@ (1) 

Poco adagio Haydn. The Seasons. Hob. XXI:3 6 
p 

I 
\ 

.". 

And songs of Joy Thy praise shall tell , 

Key ___ Cadence Melody line 

(2) 

Beethoven. Eqlln/e No.3. for four trombones. WoO 30 7 

r 

J i ~ 

Key ___ Cadence ___ Melody line ___ 

'Hob.: abbreviation for Anthony von Hoboken. who in 1957 catalogued Haydn's works. 

'\\/00: abbreviation for "Work without opus number." 
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Ci) (3)
.c.J 

Beethoven. Sonata for Piano. Op. 26 

Key Cadence Melody line 

(4) 

Etwas geschwind Schubert. Lnchen lind Weinen, D. 777 8 

Key Cadence Melody line ___ 

@ (5) Where is the melody line in this excerpt? Describe the movement of the so­
prano line during the four measures. Which line do you think you should use when 
describing the cadence? (There is no right or wrong answer. In analysis, we will en­
counter many similar situations for which alternative explanations are possible.) 

Schubert, Lachen und Weinen. D. 777 

Key Cadence Melody line ___ 

'D.: abbreviation for Otto Deutsch. who in 1951 catalogued Schubert's works. 
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@ (6) This t2u71iliar son!? b) Enlhills lUis tIf 0 mdody lint's. Describe {be cildenct' 
for each. 

Brahms. \Viegenlied. Op. '+9. No. -+Zart be\\egt 
p 

f.·••~~~·=::x:=::x:~~Q......~~===~~•....•...•I~~~••••~?~~fJ~=; ....=[;l••~5d~------..-------~--..-~ 

-.J .. ~~ ,;~,;== 

evlor gen frlih. \\elln GOlf \\;11. deckt 

\~ I :~===+,=t='i.;~i;=======]f[;: ,~:L_····_.~ 
Ib.l : -. 
Vocal melody: Key 

Piano melody: Key 

.. 
Cadence 

Cadence 

In MflflPI'){lI E: Answers to the entire 

The Cadence in Minor Keys 

Melody line 

.'vleloC\y line 

Authentic cadences and the half cadence in a minor key are similar to those in a major 
The tonic triad is usually minor (i). whereas the dominant triad is usually major 

(V). requiring an accidental to provide a leading tone for the key. In Figure 4.10. V-i 
in A minor is spelled E G: B-A C E. Can you name the two cadences and explain the 
formal ~tructure? 

@ FIGURE 4.10 

Schumann. Albu!1i tlu' Op.611 

\~~ .• *=. ~--~~i! 
\ mf iif 

I . '~-'i~~C~~ 
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Spelling Tonic and Dominant Triads (Minor Keys) 

You ~hOlIld be able to spell quickl} and accuratel) the cadence chords in minor key~. 

1. 	 In the tonic (i) triad. the third is lo\\erec! in relation to the spelling of the major 
triad. Whereas I in C major is C E G. i in C minor is C E' G. \Vhere there is no 
parallel major key. spell a major triad above the tonic tone and then lo\\er the 
third a half step. Example: In G: minor. a major triad abme the tonic is G= B: D=: 
therefore. the tonic minor is G: B D=. 

The tonic triad is also easily spelled by locating I. 3. and ~ in the scale of the 
key. In G: minor. I. 3. and ~ are G:. B. and D:. 

2. 	In all major anliminor keys. Yand are major triads and major-minor "e\­
enth chords. respecri\cly. In minor. the third of the chord is raised in relation 
to the signature to prO\ide a leading tone. 

ASSIGNMENT 4.4 Spell these minor triads \\hen 
o. the root is A. B,. B. C=. F: 

/I. the third is given: G. E'. B,. A'. B 

c. 	 the lifLh is F:. G:. D. B,. A: 

III E: AIlS \ \ cr< 

In tht' INorl,/]ook; Do 

ASSIGNMENT 4.5 Locate. identify. and describe the cadences in each of these ex­
amples. Follow the same proccdure as in As~ignl11enl ..+'3. 

CD' (I) 
~ 

(~(L~ « _::::- '.-,=- .~. ~S- - . ?'L:)I~' -~ ,_-..- ----~-.-- ---G-. 

Ii fBi _. ~ ~ ~- __ - .. ~--:-.'".---­... 
.. __ . 

Key Cadcnce Melody line ___ 
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@ (2) 

Key ___ Cadence ___ Melody line ___ 

@ (3) 

Bach. "Herzliebster Jesu, was hast du verbrochen" (#59) 

Key ___ Cadence ___ Melody line ___ 

In Appendix E: Answers to the entire assignment are given, 

Cadences Incorporating Dissonances 

Music does not consist solely of triads and seventh chords. Tones other than chord 
tones are so frequent that it is necessary to investigate them to understand even sim­
ple music scores. These tones are dissonances (as defined on page 27) that sound si­
multaneously with a chord structure, and are called nonharmonic tones. For the pre­
sent, it will be sufficient to simply recognize the presence of nonharmonic tones. 
Study of their nomenclature and use will follow in Chapters 11 and 12. 
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In the cadence of Figure 4.11, the alto D is not part of the A 0 E triad, nor is the 
G in the tenor. But note that the G is the seventh of A C~ E G. When the seventh is 
found this way, moving down by step from the root, it is called a passing seventh. You 
should be able to find more nonharmonic tones in the triads preceding the cadence of 
this example. 

~D FIGURE 4.11 

Bach. "0 Gott, du frommer Gott'· (#312) 

More complex is the cadence in Figure 4.12a, showing the y7 triad extended for 
two measures, during which there are four nonharmonic tones, as well as one more in 
the tonic triad. In b, the texture is simplified to show the nonharmonic tones more 
clearly. 

Note that the first circled note, F#. is a chromatic nonharmonic tone, meaning 
that the tone is not part of the scale of the key in which it is found (F# is not a member 
of the C major scale). The remaining nonhannonic tones are diatonic. 

~D FIGURE 4.12 

Chopin. Mazurka. Op. 33. No.3 

~i~~~~~~~ 


(~~~~~~ 

GBDF-- -- CEG 
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Other Cadences: The Picardy Third 
and the "Empty Fifth" 

The next two examples show not only nonharmonic tones in the cadence. but also 
two other features found in some minor cadences. especially in music written from 
about 1600 to 1750. 

In the first (Figure 4.13), the final tonic chord in E minor is the major triad E mB. 
This final major triad in a minor key is known as a Pican/Y third (or tierce de Picardie), 
for reasons unknown. Notice that the uppercase roman numeral "I" is used. 

@ FIGURE 4.13 The Picard, Third 

Bach. Cantata No . ..\. "Christ in Todesbanden'" 

The "empty fifth" is shown as the final tonic chord in Figure 4.14. Without a 
third, it is neither major nor minor. We still use ''j'" to identify the structure because it 
was used almost exclusively in minor. Use of both this structure and the Picardy third 
dates from an earlier time when a major triad or an empty fifth was considered more 
consonant and therefore more suitable as a final cadence in a minor key. 

FIGURE 4.14 The "Empty Firth" 

Torellt. Concerto for Violin. Op. 8. NO.8 

Ba,s 

ASSIGNMENT 4.6 Name each cadence (PA. IA. HC) in each excerpt. 
(1 )-(3): Circle only those nonharmonic tones included with the cadence. 
(4 )-(6): Circle all nonharmonic tones in the entire excerpt (each excerpt in­

cludes only tonic and dominant hannony). 
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In any of the above. look for a V7 cadence with the soprano line 4-3. 

foJ
.~ 

(1) 

Adagio 

Handel, Concerto Grosso in B Minor. Op. 6. No. l2 

Key Cadence ______ 

@ (2) 

Key Cadence ______ 

@ (3) 

Andante cantabile Tchaikovsky, Symphony No.5, Op. 64 

Key Cadence ______ 
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@ (4) 

AlegreUo 

Key Cadence ______ 

@ (5) 

Allegretto 

p 

Key ___ Cadence ______ 

(6) 

Key ___ Cadence 

In Appendix E: Answers to (1 )~(3) are given, 

Cadences in a Melodic Line 

Chopin. Mazurka. Op, 50. No, 2 

Mozart. 0011 Giommli, K, 527. ~ 

~.::-. :2:", 

Mendelssohn. 50llgs Withollt Words, Op, 53. No, I 

Cadences for one voice can usually be identified by the scale-step numbers of the mel­
ody at the point of the cadence. Figure 4.15. in B~ major. shows two cadences: 3-2 (D-C) 
implies I (B~ D F)-V A C), whereas the final cadence. (C-B,), implies V-I. 
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FIGURE 4.15 

France 

v 

v 

ASSIGNMENT 4.7 Analyze the final cadence in each example as in Figure 4.15 . 
. -\lso analyze those interior cadences located by the asterisk. 

Anon" 15th Century, Sil1gen wir nus Herzellsgnmd 
(1) ------­

Beethoven, Sonata for Piano, Op. 2. NO.3 

Schumann, Dichterliebe. "Aus allen Marchen," Op. 48 

Mozart. Quartet in D Major. K. 575 __c-----~----~~__ 

'~':Jendix E: Answers to the entire assignment are given. 

Intervals from Major Triads 

-'1apter 2, we learned to compute sizes and spellings of intervals, first by finding 
. '; -:-:ajor and perfect intervals above the tonic note, then by adjusting these by half­
. ,- manipulations to find other intervals. If you have now learned to spell major 
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triads quickly and accurately, it \\ill be e\en easier. in this optional method, to recog­
nize and spell perfect. m,ljoL and minor intenals, especially those difhculL ones wirh 
x's and "s. 

Each major (or minor) triad includes the six consonant intervals, each made up 
of t\\O notes of the triad. In Figure -J..16, 1 t .3 meam root up to third in the triad (nor 
scale-step l1umber~L I l' .i also implies 3 1 1, and ~o forth, 

FIGl'RE -U6 III[C/'1011 ill ({ Jfujof' Triad 

t :5 P:5 
A 

I 
, 

M.i 3 l' 1116" 

5 l' I P4 
, '"I .'\ m.3 :5 l' , 

\16" .' 

Here are sample problems: 

"easy" P5 bel(J\\ D = '; "difficult": \16 helow ex ,) 
P.'\ is:5 1 1 \16 is 3 1 .'\ 
If D is 5, If ex is 3, 

its triad =G B D ih triad =A: Cx E= 

:5 lID 1 G .3 1:5 Cx 1 E: 

ASSIGNMENT 4.8 Spe11ing iW('I'm/l. Following the steps just given, name the sec­
ond note of these intervab: 

(I) m3 above F: (41 1116 abo\'e Gx 

(2) M6 below G (5) \13 be!(m B' 

(3) Pel- abo\'eA' (6) P:5 below G' 

In E: Ans\\'{'I'S to the entire' as~ign!l7e!]t d/,f 


In the 'vVo/'kIJOok: Do -+.8, AilS'" els are given, 


ASSIGNMENT 4.9 Writillg illTcl'm/s, Place the second note of the gj\en interval on 
the staff 

( I J () ) (,1 ) (-II L~ \ 

-t~D-_~ - ~ -- - ---=-:u:r ­
- -

-··f 

==O~ u 
m(H \161 P-iJ \13~ :\13t 

(6, (7) I>'J (ll, ( 10,

t- ~~ -. 

-
_--:~,.::o ~ 


--90~ 


~ -, p' ,
\16"" I1L)v P-I~ ::0--...- 1l16~ 

In E, A/lS\1 ers to the ('ntire are CIl, 

in the thJlkl)()uk: 00 -I. 'i il-b, ,'\11;'\\ e/'.' arc 
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-riads Outlined in Melodies 

Intervals in a melodic line often ol\[line a trincl. The melodie~ of Assignment 4.1 () 

"how more triad intervals than you would normall) expect. but all are of typicalu~age. 


ASSIGNMENT 4.10 Bracket any intenals in the I. i. or V chords and idenrify the 

triad as shown in the example. Be ,>ure to spell the tonic and dominant triads before 


for the intenals. 


~. 

• '.--- '7:l~....... . •• " ..J 


\ 

(I) 

~?l·~:/~ ...~~~~uo-:- o~----. :;';·.;==o;;==:JII.r·-~-=;<9~-~ 
~ 

(4) 

¥;:'~:1.(~~~.§:.~~.~•••"••'......................=-:-::;~.; ­.",:::-.::~",:::,=.~,,-L-;:i,i,ii.~.' .<9 . 

, - . :,wa rd Harmony 

Iii the study of key hoard harmony. you \\ill learn to play chords and chord progres­
,:\)j)~ as they are in each chapter. Playing harmonics. rather than just listen­
:lg to them. will give you a more intimate acquaintance with their "ound" and their 

.. ;:lationships. and will help prepare you for practical application of your harmonic 
,;w\\ledge. 

:\'0 previous keyboard skill is required. You \\ill find your first experience in 
',') board harmony easy if you have accomplished these prerequisite:,: 
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1. 	You know the names of the keys on the keyboard. 

2. 	You have learned to spell quickly and accurately in all keys the chords 
presented in each chapter. 

To begin the keyboard experience, you are asked to play only a single triad. The 
five steps below are illustrated in Figure 4.17 using a D major triad with its third in 
the soprano. Steps 1-4 show you how to find the correct keys before actually playing, 
so that at step 5 the triad will sound without error. With continued practice, you will 
soon be able to play any triad without the first four steps. 

1. 	Spell the triad (D F!: Al. 

2. 	 Place a left-hand finger on the root of the triad (D). Do not play. 

3. 	Place the little finger of the right hand on 3 (F~). Do not play. 

4. 	Find the two nearest notes of the triad below F# (D and A). Do not play. 

S. 	Play all four notes of the triad simultaneously. 

After sufficient practice. use step 5 only. 

FIGURE4.17 PlaYing a Single Ti'iad 

Play 

5. 

ASSIGNMENT 4.11. Playing triads at the keyboard. 
(a) Using the five steps of Figure 4.17, play these triads ("C major-5" means the 

C major triad with its fifth in the soprano): 

C major-5 E major-l 

F major-l D~ major-5 

E'major-3 B major-3 

(b) Play any other triad in any soprano position, as chosen or assigned. 
(c) Play successively a given triad in each of its three soprano positions. illus­

trated on the next page with the A major triad. 

http:FIGURE4.17
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Il) (3) (5) 

~mmary 

A cadence marks the close of a musical idea, temporary or final. 
Cadences using the progression V-lor V-i are called authentic and may be per­

fect or imperfect, depending on their soprano and bass lines. A cadence ending on V 
(or any other chord) is a halfcadence. 

Form in music is detennined by the location and types of cadences. 
Cadences may include triads only. or they may contain additional nonhannonic 

tones. 
In the Baroque era, cadences in a minor key often concluded with either a major 

triad (Picard:; third) or a triad without a third. 
Melody lines often outline triads or seventh chords, especially those chords on 

the dominant and the tonic. 
The relationship of root movement by fifth in the authentic cadence represents 

the most important and frequent root movement in the period of music under study. 
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ARTlCLE#5 

The Universality ofthe Cadence 

The use of cadences is a typical feature of all music, regardless of historical 
period or geographical area. There must always be places in any piece of 
music where the melody or the ensemble reaches a temporary or concluding 
resting point. How this is accomplished varies widely in differing times and 
places, as is demonstrated in the few but diverse examples that follow. 

In contrast to these examples, most of the cadences of the common practice 
period reflect some type of tonic-dominant relationship, with V-I as a final 
cadence used almost exclusively. 

South African Folk Song 

_--_--'c,adence cadence 

¥~-=:;T;~~r~~~ 
Guillaume de Machaut (ca. 130O-ca. 1370), 

La Messe de Notre Dame 

Quo ni am lu so ~ Ius san ~ ctus. tu so ,Ius do ~ mi nus. 

CopYright © 1948 by Boosei' & Hawkes. Inc; Rene\l'ed 1975, Reprinted bi' permission, 
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part-writing 

Purt-writing, the procedure for connecting a series of chords, requires the skill of 
:~inking in two musical directions at once. You might compare it to the art of weav­
ng. in which the finished fabric is the result of combining vertical and horizontal 

:hreads Cwarp" and "woof"). 

FIGURE S.l 

'~oot 

warp 

Looking at the simple hymn in Figure S.2. we see the same type of interaction: 
The music is both a series of triads alld a sounding of four melodic lines (voice 
ines)-soprano, alto. tenor, and bass. Each triad is identified by its spelling. describ­
ng the vertical structure of the hymn. At the same time. the four voice lines describe 

:he music's hori-::olltal structure. The tune in the soprano (highest voice) is obviously 
j melody, but the alto, tenor, and bass lines are also melody lines. If you sing the notes 
,I' the alto line (treble clef with stems downward), you are singing a melodic line. The 
"lme is true of the tenor and bass lines. 

83 
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@ FIGURE 5.2 

FAC CEO 
,/r, ,t. 

FAC ,. 
i 

OBbD F~AC OBbD FAC CEO
1 t t 

chords (venical) 

FAC 
I 

melody lines 
(horizontal) 

Achieving a good melodic line in each voice line l during a succession of chords 
is the goal of part-writing. Part-writing principles describe 

1. how to distribute the various members of the chord among the number of 
voices in the composition (four voices in Figure 5.2, three in Figure 4.9); and 

2. how to move each note in a given voice from chord to chord. 

Placing individual notes of a given chord in one voice part or another at random 
can hardly be expected to produce good voice lines. If we were to rewrite Figure 5.2 
using the same melody, bass line. and chords but filling in the alto and tenor voices at 
random, a version of the hymn such as that in Figure 5.3 might result. 

FIGURE 5.3 

? ji f" I 
• I 

J •• ! I 

FAC FAC CEO FAC GBbD F#AC GBI>D FAC CEG FAC 

As this "arrangement" is played at the piano, try to sing the alto line. It is diffi­
cult because it is a poor melodic line, with numerous skips and with the leading tone 
and the altered tone resolving awkwardly. In Figure 5.4. compare the alto line of the 
arrangement with that of the original, noting how much easier it is to sing the origi­
nal. The same comparison can be made with the two tenor lines. 

'The term mice line commonly refers to a melodic line in either vocal or instrumental music. 
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FIGURE 5.4 

Arrangement 

, 

Original 

: .:'fl\ entional Procedures 

This and succeeding chapters will present procedures for part-writing. There are many 
ways to progress from one chord to the next while achieving the goal of good melodic 
lines. A number of these procedures have been used so consistently by composers that 
they can be considered conventional. But other procedures are also useful, especially 
when they produce more interesting musical results. Conventional procedures will be 
presented first, but study of alternative procedures and the advantages of their use will 
be considered as your writing skill develops. 

In most cases, conventional procedures are introduced by examples in four-part 
chorale style. Students may wonder why such a restriction is employed, especially 
those whose major interest is other than vocal music. Actually, the same basic princi­
ples of harmonic writing exist in both the vocal and the instrumental music of the 
common practice period, but four-part vocal writing provides the easiest introduction 
to harmonic writing. Other applications will be introduced as harmonic studies be­
come more advanced. 

All the conventional procedures presented in this and the following chap­
ters will be found together in Appendix A. You will find this appendix a convenient 
reference point to locate quickly the conventional procedure for any part-writing situ­
ation. We recommend that you take advantage of this compilation to review old pro­
cedures as you are learning new ones. 

i\ "1ting a Single Triad 

For the first part-writing project. we will place on the staff a single triad with its root 
in the bass. Although this is an easy project, it serves to introduce several procedures 
useful in future part-writing activities. 

Our triad will be written in four voices: soprano, alto, tenor, and bass, conform­
ing to the four ranges of the human voice. When the treble and bass staves are used, 
the soprano and alto voices appear on the treble staff, and the tenor and bass voices 
appear on the bass staff, Observe the stem directions: soprano, stem up; alto, stem 
down; tenor. stem up; bass. stem down (Figure 5.5a). When two voices on the same 
5taff are the same note, the note carries both stem up and stem down (Figure 5.5b), or 
if the note is a whole note, the two whole notes are interlocked (Figure 5.5c). 
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F1Gl.'RE :",:" 

('i =:0,' '''pr'1110
1~ 9 ,dt~) 

? oeI~~:~~~: tell"r 

-ha,," ­

HO\\e\el". \\hen the 1\\0 identical pitche~ are the alto and tenor voices. each must 
remain on ih o\\n ~tatl (Figure :".6). 

FIGCRE :".6 

\~ ~ 
I'),· .: 

When pan-\\Titing a single triad. you must take four factors into consideration: 
\oice range. doubling. triad po~iti()n. and distance bet\\een \oices. 

Voice Range Each of the four \oice, ,hould. as a ml",. be \Hilten in the normal 
singing range of that voice. 

F1Gl.TRE ).7 

'~-' ", 
~ .. -~ 

Voices ordinarily should be kept within the ranges outlined by the whole notes in Fig­
ure ).7. Pitches outside these ranges are possible but should be used only sparingl) 
and within the limits of the black notes. 

Doubling Since four notes \\il! be used. one note of the triad must be doubled: that 
is. t\\O voices \\ill hay e to use the same ktter name. either in unison or in an octave 
relationship. A general rule for doubling in most triads is to double that tone ,vhieh is 
stronge.:.;t and most stable in the key. TheSe lones are the scale steps tonic. dominant. and 
..;ubdominant. In tonic and dmninanl triads. the root is ordinarily doubled (Figure S.x). 
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FIGURE 5,8 

C: V 
roots doubled 
at the ocra\'e 

\' 

root of V doubled 

at the unison 


Other doublings are not necessarily wrong, There are circumstances. usually 
melodic. in which doubling the third or the fifth of the triad is desirable, as will be 
shown later. However, doublings should not be chosen haphazardly, If there is no par­
ticular reason to double the third or the fifth in a major triad, doubling the root is 
preferable, 

Triad Position Triads may appear in either of two positions, open or close, In open 
position,' the distance between the soprano and the tenor is an octave or more; in close 
position. the distance between the soprano and the tenor is less than an octave, In ei ­
ther position. any interval may appear bel\"'een tenor and bass. 

FIGURE 5,9 

open close 

Note also that in open position. another note of the triad could be inserted between 
the tenor and the alto or the alto and the soprano, whereas in close position. the three 
upper voices are as close together as possible, 

Distance between Voices The distance between any t\\'o adjacent voices (for exam­
ple. soprano and alto) usually does not exceed an octave, except that an interval larger 
than an octave may appear between the bass and tenor voices (Figure 5,10), 

'The terms upen srmctl/re and close srrllcrure are commonly used synonymously with open posi­
rio/! and close posirioll, 
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FIGURE 5.10 

".II> 

~ 

.) 
~. I I 

~ . ii 

.... 
poor poor good 

Crossed voices should be avoided at present. The tenor should not be placed 
above the alto. the alto above the soprano, and so forth. 

ASSIGNMENT 5.1 Fill in the inner voices of each triad in both close and open posi­
tion, in that order. At present, use two roots, one third, and one fifth. and observe in­
structions for range and distance between voices. Assume each triad to be tonic and 
name the key, indicating M or m. Here is an example: 

Given Solution 

".II> I I
.:;i....... 

~==: J 
I 

. ~.............~~~
.. 

r 
close open 

II I 
, .. .. Jl. -+t 

~ Ii
(I) (2) (3) (4) 

ii 

., •••p==:=j1.. , 

I I I 

Key: __ 

" I 
.. .. I 

~ 

I 
(5) (6) (7) (8) 

===,
" 

I I r:- "" 
I 

Key: __ 

In the Workbook: Do Assignment 5. 7a. Answers are given. 
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,.. :;rnection of Repeated Triads 

~ '-,~- :.ou are writing repeated triads with a change in,the soprano tone, the only de­
. - .' ou must make is whether to write the two triads in the same position or to 

. -"... ;~ position in the second chord . 
.\Llintaining the same position is accomplished by moving the three upper voices 

. -:-.. l.lf motion . 

.;Iose - close open - open 

:,':-:~n the second chord changes position, two voices, the bass and one other, remain 
...:.::onary while the other two voices exchange tones. 

:-::Gl'RE 5.12 

" I ,.. '" 

'" 

T 'I ___J 
'F' 

I 
jose open open - close 

Change of position is usually necessary in three situations: 

1, 	 When an upper voice moves out of its usual range. In Figure 5 .13, the notes are 
too high for the alto and tenor voices. Changing position puts these voices in a 
better range. 
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FIGURE 5.13 


high 


fl (a) ,;11 (171 J 
~ ; 

I ~/ 
I 

J::L J::L 4'r7;' ~1'7 ~1'7 

close open close open 

2. 	When there are large intervals in inner voices (Figure 5.14). Change of position 
produces more desirable small intervals or held notes. 

FIGURE 5.14 

3. 	When the second triad contains no fifth, as in Figure 5.15. Changing from open 
to close position restores the usual distribution of voices. However. we will 
encounter acceptable exceptions later in our studies. 

FIGURE 5.15 

II (a) (17) 

"~ r 
I 

r r 
I 

<; 

.:;) 

In the Workbook: Do Assignment 5A a, c, and d, Answers are given, 
Do 58, Answers are 

ASSIGNMENT 5.2 Writing repeated triads. The first triad of each pair is complete. 
For each, decide whether the position of the first triad needs to be changed or whether 
the same position may be maintained. Place the name of the key below each example. 
In some examples. either way will be satisfactory. 
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1.1) Major 

I ... it L" ' it 

~..... 
- !iii 

I 

~ 
f' I 

(I) j (2) I (4) (5) 

d.t:t I 

._.-
;

I I I I I 

Key: 

(b) Minor 
fl' I ........ a ... ll: I I I 


j 
Ittl I(6) r (8)(7).J

I -... J 
....:4=•• 

I I 

Key: _ 


In Appendix E: Answers to (7 )-(3) are given. 

In the Workbook: Do Assignment 5.2a. Answers are given. 


ASSIGNMENT 5.3 Writing repeated triads. Only the soprano and the bass of the two 
triads are given. Fill in the alto and tenor voices. Name the key of each, indicating 
Morm. 

(3) (4) (5) 

~... 

Key:_ 

.\ riting the Authentic Cadence 

In the various forms of the authentic cadence, the roots of the dominant and tonic 
chords are always separated by the interval of a fifth, or its inversion, the fourth. Be­
cause root movement by fourth is always implied in speaking of root movement by 
fifth, only the term root movement by fifth is necessary to convey both meanings. The 
following procedures are useful in connecting any two triads whose roots in the bass 
are a fifth apart; here they are applied to the writing of the authentic cadence. 

Of the several ways of connecting the dominant and tonic triads, two are so 
commonly used that we will term them conventional. They can be applied in both 
major and minor keys. 
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first Procedure The first procedure is based on the assumption that if any two 
chords have a note (or notes) in common. it is best to carry that tone in the same voice 
into the next chord. G B D and C E G have a common tone, G. Holding G in the same 
voice allows the other two voices to move by step, the smoothest possible movement. 

FIGURE 5.16 

,,9 I 

~..•:-~ 

tJ "" i 

f*r.­

i 

P I 

i 

II 

II 

'" I 

"" .... -'>f" 

Common tone in Common tone in Common tone in 
tenor: soprano soprano: alto alto: tenor and 
and alto move and tenor move soprano move 

stepwise. stepwise. stepwise. 

In a minor key, the third of V is ~7 V = D F: A). To indicate this in a part-
writing exercise, we use a figured bass symbol (review page 31). a~, q, or x below the 
staff, indicating that the third above the bass note is to be raised one half step (Fig­
ure 5. 17a-c). 

The Pi cardy third can be indicated in the same way (Figure 5.17d). 

FIGURE 5.17 

(aJ (b) (e) (d) 

~ # x x 
c: V V b: V V V V V 

Examples of this first procedure from music compositions can be seen in ca­
dences from earlier examples: the perfect authentic cadence in Assignment 4.3 (1), 
page 68; the imperfect authentic cadence in Figure 4.8a, page 67); and the half ca­
dence in Figure 4.3, measure 2, page 62. 

Second Procedure What if the common tone cannot be held? This predicament, as 
illustrated in Figure 5.18a in which 1 is left without a third, calls for another proce­
dure: Move the three upper voices in the same direction (similar motion) to the near­
est tones of the next triad. Note that when the soprano descends, the leading tone also 
descends to make the following triad complete (Figure 5 .18b and d and Figure 5.19). 
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\ v v v 

- -.;'[1 tone held: Upper voices move in 
. - ~ ::1 L similar motion . 

-
- - -. ','RE :;.19 

Martin Luther, "Ein' teste Burg" 
1\ ... ; : 

2 I 

"'---=:=J 
"-""-.:.. 
t- II 

v Ii r ?7 r :5:
i I 

i J 
I 

J It:; c) 

=----Ii 
I I 

~i~/G\MENT 5.4 Writing authentic cadences. Fill in alto and tenor voices, using 
-: -. :- close position as appropriate (some can be written either way). Examples of 

- . - :-~0cedures are included. Use the first procedure unless the soprano line moves 
:-:. or by leap. In the three lines under each example, write the name of the key 
• - ::), and the roman numeral for each triad. 

._-­ !t I ~ .flo .It L 

--­-
t. 

I (4)II (3) 

4t~ 
- ~. 

II 
Ii 

: I I 
\' I 
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In Appendix E: Answers to (1 )-(3J are 
In the 'vVorkbook: Do Assignment S.4d. Answers are given. 

ASSIGNMENT 5.5 Writillg authentic cadences 'with ollly the soprano given. Follow 
these steps: 

1. Identify the key. 

2. Write the scale-step numbers above each soprano line-for example. 2-3. 
3. In the three lines under each example, write the name of the key and the roman 

numeral for each triad. 

4. Write first the bass line, then the inner voices. 

(a) Major keys 
A A 
7 I 

c V 

(/1) Minor keys 

(9) ( 10) 
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Alternative Procedures (1) In a final cadence, the leading tone in V may rise in any 
circumstance, The result is often an incomplete triad, three roots and one third (Fig­
ures 5.20 and 5.2I). 

(2) In any place in a phrase, the third of V may skip by the interval P4 to the 
third of I, or the reverse; the remaining voice is stationary. This skip usually appears 
in the soprano or tenor voice. Each triad includes all notes of the triad. The procedure 
is an effective way to change from open to close position or vice versa (Figure 5.22). 

FIGURE 5.20 

\tif-~~~~~[~~~ 

(~~~m~~~~ 
FIGURE 5.21 

Hymn: Toulon 

\~~~.~~~~~~~~ar~~~.~~3 

I~~~~~~~~~ 

FIGURE 5.22 

Bach. "Ennuntre dich. mein schwacher Geist" (#91 ) 
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ASSIGNMENT 5.6 Writing authentic cadences using the two alternative procedures 
just described. In the examples indicated by an asterisk(*), use the "third-to-third" 
skip as in Figure 5.22. In all others, triple the root in the final tonic triad. Add a pass­
ing seventh in the V triad if you wish. (Review Figure 4.13 and preceding comment.) 

1\... It ! I ... It i I I M It 

...... 
..... 

~ tJ j 

!I (6)(3) (4) (5) 
ii ! 

I !r I 

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

ASSIGNMENT 5.7 Writing the cadence. bass line only given. Your choice of a so­
prano note will determine which part-writing procedure to follow. Demonstrate at 
least one each of these: 

1. The common tone 

2. Similar motion in the three upper voices 

3. The tripled root in I 0) 
4. The "third-to-third" cadence of Figure 5.22 

1\ .. !i: I oI! 

..> 
) (2) (3) (4) 

I I r I 

(6) (7) (8) (9) (10) 

i I r !! 
# 

In the Workbook: Answers to the entire assignment are given. 
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'" "'Tting in Phrase Lengths 

::;~ part-writing procedures for cadences can be used just as effectively in a phrase­

;:ngth series of tonic and dominant triads. Figure 5.23 shows such a phrase; Fig­

_~~ :' .24 shows the solution. 

:::IGCRE 5.23 Extended Part- Writing Problem 

~~rc is how it can be done: 

First triad: Better to start in open position to avoid high tenor note. 

Triads 1-2: Here is the "third-to-third" movement, this time in the soprano. 
Part-writing is the same as in the cadence of Figure 5.22. 

Triads 2-3: Easy common-tone progression. 

Triads 3--4: Close to open. or open to close? The range of the tenor voice is the 
main consideration. 

Triads 4-5: Easy common-tone progression again. 

Triads 5-6: Use any of three different cadences. All are shown in Figure 5.24. 

:::IGCRE 5.24 Solution of Figure 5.23 

altemative cadences -

, 

I~~~q~§~~~-~Q=:~~~ 
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ASSIGNMENT 5.8 Writing extended exercises. Place triad numbers below the staff . 

•1\ I 


tJ 

(l) 
I 

•• 

*What is this interval? 

I 

I 

...........+... .............+...... 

• 

I • r II' I I 

..............­

I 


I 


tJ 

(2) 

" I 

# 

1\ ... lI: I I I 


# # # # 

In Appendix E: The answer to (1) is given. 
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..,armonizing a Melody 

Here are a few melodies, each note of which can be harmonized with a tonic or domi­
nant triad. Any two successive notes will suggest either a repeated triad or one of the 
V-I or I-V progressions. (For example, '7 i anywhere in the melody is harmonized 
the same as the perfect authentic 7 - i cadence.) 

1. Determine the scale-step numbers. In Assignment 5.9 (1), the first two notes 
(C-B) are 1-7 in C, the same as the half cadence harmonized as I-V. 

2. Place the root of the triad in the bass clef exactly below the soprano note. In 
(1) of Assignment 5.9, the first two bass notes are C (for C E G) and G (for 
GBD). 

3. Write triad numbers below the staff. 

4. Fill in the inner voices, just as in previous exercises. 

ASSIGNMENT 5.9 Melody harmonization. 

1\ 1\ 
1 7 

fI I i ~ '" 
I 

! ~) 

fI 1 I [I 

;..., 

I 
i (3) 

i I i 
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1\ I 

..........-~ 

t.I 

(4) 

Keyboard Harmony 

Authentic Cadences You have already played single triads at the keyboard. To play 
a cadence, simply play two triads in succession, the choice of triads and position de­
termined by the type of cadence and the soprano line. For example. playa perfect au­
thentic cadence in 0 major. soprano line '7-1. 

1. Spell the dominant and tonic triads. 

2. Locate '7 of 0 major (0) on the piano; locate lower notes of the V triad (right 
hand, A. left hand, A). Play the triad. 

3. Locate i of 0 major (0) on the piano; locate lower notes of the I triad. Play 
the triad. 

4. Play the V-I progression. 

FIGURE 5.25 

1. Spell 2. Silent Play 3. Silent Play 4. Play 

1\ 
7 

I I 

II t.! Spell V: A C# E 
Spell I: D F# A 

~-
• •• 

I i 

When close position is used in the right hand, part-writing procedures will al­
ways be acceptable, and at the same time the cadence can easily be played. Playing 
two notes in each hand, open position. is also acceptable but is slightly more difficult. 

l 
I ASSIGNMENT 5.10 Playing cadences. In practicing the following cadences, use 

the circle of fifths, starting at any key and progressing around the circle until you ar­
rive at the starting key. In minor keys, consider each I as i and each '7 as f7. 

(a) Play the perfect authentic cadences: 
Major: 	 2, i '7 i 


V-I V-I 
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(b) Play the impprf~ct aut~entlc cad~nc~s: 
Major: 	 2 3 5 5 5 3 


V I V I V -I 


(c) Play the hal~ ca~ences~ 
Major: 	 I 7 I 2 3 2 5 5 


I - V 1- V I V I V 


Harmonizing Melodic Cadences As a first step in learning to harmonize an entire 
melody, we will learn to harmonize melodic cadences with harmonic authentic 
cadences. In Figure 5.26, we see two motives from a folk song with the melodic 
cadences 2-3 and 2-1. These can be harmonized with an imperfect authentic cadence 
and a perfect authentic cadence, respectively. 

FIGURE 5.26 

Vennont 

1\ 1\ 

2 3 	 2 
~ ----------------­-, - ~ 

.... .... .. 1$: 
I 

.. '" 
F: 	 v v 

ASSIGNMENT 5.11 Play these tunes (phrases from chorales and from well-known 
melodies) and supply a harmonic cadence at the point of the melodic cadence, as in 
Figure 5.26. 

Handel, "Joy to the World" 

"Flow Gently. Sweet Afton" 

·'Home. Sweet Home" 
(3) 
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Germany
(-+) 

4rrJ 

Bach. "E, ,tehn vor Golle, Throne" 
(# 166. orginal key. G minor)

('i) 

(6) R. Jones. "What If I Seek for Love" (1601) 

iJ r- .. 0': - "'"===: ....UP .• __ 

~ ;; n(!:::L_i:Li!_~ ••• ~.-. !'.n~_ J .~: n=d 

France 

Bach. "Liebster Immanuel. Herzog der Frommen" 
(#19-+. original key. B minor) 

(8) A A 

7 1 

p - ~ ~t9' • : " 
.. 
.4~r ~ 

Melody Harmonization Using lead Sheet Symbols 

Music literature contains a vast amount of melodic material that can be harmonized 
using only I and V. Before asking you to choose and playa complete harmonization, 
we will ease you into this skill through the use of the lead sheet orfake sheet. This type 
of melodic presentation is found in most of the current series of public-school music 
textbooks. "Fake books" are well known in the popular music field; in these the per­
former improvises upon the given tune and its accompanying letter-name symbols. 

In the simple nursery tune in Figure 5.27. the letter name of the root of each 
chord is used instead of the chord number. (You could have quickly figured out this 
harmonization, but the tune illustrates the point clearly.) 
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RE ;;<3.7 Lead Sheer Symbols 

D G 
~--.~---.--~- - ­

~:t ~_~J.~..~~.~~- ~ .. ~!'__ ~~~~c~~~!'~_ 

- ...~ "-...~ -~..-- - , ~ 

~ 

Or the many possible modes of performing a lead sheet. the following two are 
':~lr'lest and at the same time yield musical results. 

=' J dng an Accompaniment Only When someone else performs the tune. or when 
':Ilg or whistle the tune yourself. use a simple "oolll-pah" style: Play the root in 

~ ~;:I: hand on the strong beat and play the triad in the right hand on the \Aeak beat 
~ :'1C second and third beats in triple meter). 

- ::lRE 5.28 

G D G 

.~\Jter the first triad is played. triads that follow should be connected by u<;ing 
'~e part-writing procedures already learned. Note that in going from measure') to 

;,a~ure 3 (l to V). the common tone was held. 

Pladng Melody and Accompaniment Together Play the given chord on the down­
',',It. three notes in the right hand and one in the left hand. \vith the melody note being 
..c highest note in the chord. Playa chord again (I) after a bar line (measures or 
=, at the point a ne\v chord is required (measure 3). See "Note" on page 105. 

::-IGCRE 5.29 
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Practicing from lead sheets such as this will improve your keyboard facility, and 
careful observation of what you are doing will bring you insights into the reasons for 
harmonic choices and nonharmonic usages. 

ASSIGNMENT 5. 12 Playing a harmonization from a lead sheet. Circled notes are 
nonharmonic tones (review page 72). 

France 

(I) eGG 

¥T£TU+l=Fr~-=tr~=S¥rT-E=~~ 


Poland 
(2) D A DAD 

A DAD 

B~ England 
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:- ~'r a minor triad, "m" is added. Fm =FA, C. 

Fm c Fm Poland 

E ~ E ~ E ~ 

~*~~~;=i~:~ :; 1~=t1i1:fLr~i 


Russia 

F#m F#m 

Ukraine 
Gm D Gm D Gm 

~~·r .r~ f@sC I~'F$! rJFEFf~ 
Gm D Gm D Gm 
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Note: Playing chord progressions in melody harmonization is often taught the 
"easy" way, playing block triads with a minimum of finger movement in the left hand, 
leaving the right hand free to play the melody. This method works well enough in the 
study of tonic, dominant, and subdominant chords but becomes awkward and difficult 
in using the remaining harmonies. In addition. the left-hand sound is inferior and un­
professional: Musical voice leading is impossible. parallel octaves are frequent, and 
the sound of a cluster of notes in the bass range is usually harsh and unpleasant, as in 
this example. 

FIGURE 5.30 

111 

! ! I! i I Ii 
i i! ii 

-11 

! 

Students needing instruction in playing chords only for nonprofessional purposes are 
referred to Rudiments ofMusic. third edition (Prentice Hall, 1995), Chapters 21 and 
23, for a complete presentation of this method. 

Summary 

Part-writing is the art of achieving good melodic lines when connecting a series of 
chords. 

Procedures used consistently by composers are said to be conventional, though 
these do not restrict the use of other ways of connecting chords. 

These factors must be considered when writing a single triad: voice range, dou­
bling. triad position. and distance between voices. 

In close position, the three upper notes of a triad are as close together as possible. 
In open position, there is more than an octave between the soprano and tenor voices. 

When a triad is repeated with a different soprano note, the position of the triad 
may change or remain the same, depending upon the musical context. 

Conventional procedures for connecting the tonic and dominant triads are 
(I) hold the common tone and move the other voices stepwise, and (2) when the com­
mon tone cannot be held, move the three upper voices in similar motion. 

Other procedures to connect these two triads apply in special situations. 
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Jl j,~.l= .IL 
~ ~~~ ~ 

LIpan completion ofChapter 5, either of Chapters 7and 8, or both, may, ifdesired, be 

studied before or concurrently with this chapter. 


:) FIGURE 6.1 

Handel, Messiah, Hallelujah Chorus 

\ ~~~~~E-J=ik~= ...==f.­; _.... ... ..... ~1¥¥=---r-'T-'-f---=:=H 
! Hal-Ie-Iu - jah! Hal-Ie - lu - jah! Hal - Ie - lu - jah! 

I 
IV 

Who with any interest in music at all is not acquainted with this glorious conclusion 

to the Hallelujah Chorus? Most of the work's many "hallelujahs" are set to the pro­

gression I-IV-I, ending with the stately plagal (IV-I) cadence above. 


~lIing the Subdominant Triad 

The subdominant triad has its root on the fourth (subdominant) scale step of the key. 

In a major key, the triad is a major triad. In a minor key, the subdominant triad is usu­

ally minor, but when melodic considerations require the use of the raised sixth scale 

step, it is major. (Use of the major subdominant triad in a minor key will be studied in 

Chapter 10.) 
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FIGURE 6.2 

C: IV C: 1 lV IV 

ASSIGNMENT 6.1 Spell the subdominant triad in each major key. 

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

ASSIGNMENT 6.2 (a) Spell the minor subdominant triad in each minor key. 
(b) Spell the major subdominant triad in each minor key. 

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

Plagal Cadences 

Like the dominant triad, the subdominant triad can occur during the course of the 
phrase and also as part of a cadentiaI progression. Cadences using the subdominant 
and the tonic triads are known as plagal cadences and may be found in the same forms 
as authentic cadences. The plagal cadences are these: 

Perfect Plagal (PP) The progression IV-lor iv-i in which the subdominant triad has 
its root in the bass and the final tonic triad has its root in both bass and soprano (Fig­
ure 6.3a; see also Figures 6.1 and 6.4). 

Imperfect Plagal (lP) The progression IV-lor iv-i in which the final tonic triad is 
found with its third or its fifth in the soprano. The commonly used soprano lines are 
6-5,4-.3, and 1up to 3(Figure 6.3b-d). 

Half Cadence (H) A little-used cadence, the progression I-IV or i-iv (Figure 6.3e-g; 
see also Figure 6.5). 

If we replace the key signature of F major, one flat, with four flats, Figure 6.3 
displays the same cadences in F minor. 

FIGURE 6.3 Plagal Cadences 

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

1\ 6 5 4 3 J 3 
1\ lUI \ (bi 	 (d)I 	 (c) 

.J r f' [ i i: I I I 

' 12 !/OJ ,s!- i~ ,d ~ d ..i 4 

I f" I f' I f' r" 

F: 	 IV IV IV IV 

perfect plagaJ imperfect plagal 
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1\ 1\ 
4 6 

\~~~~~ 

(~~~~§ 
IV IV IV 


half cadence 


Actually, plagal cadences are infrequent in music composition, usually following 
a V-I progression.' Figure 6.4 shows an extended perfect plagal cadence (soprano 6-5) 
following V-I at the close of a lied (song) by Brahms. 

:::.; FIGURE 6.4 

Brahms. Romanzen aus Mage/one, Op. 33, 
Zart heimlich "Geliebter. wo zaude(' 

IV IV I IV 
~~.....J 

authentic plagaI 

'A pJagaJ cadence to the text "Amen" frequently concludes a hymn tune in the music of many reli­
~ :c,us denominations. 
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The uncommon half cadence may occur at the end of a phrase within the com­
position, as shown in Figure 6,5. You may also recall a similar cadence from the first 
phrase of "Auld Lang Syne" (". , . and never brought to mind?"). 

@ FIGURE 6.5 Ha(f Cadence, I-IV 

Bach. "Was frag ich nach del' Welt" (#291) 

1':\ 

"~ .....••~••=#' 

j 

..:,; 

D: 	 IV 


half cadence 


ASSIGNMENT 6.3 Identifying plagal cadences. For each cadence, name (1) the key 
(major or minor), (2) the cadence (PP, IP, or H), and (3) the scale steps in the soprano. 
For the cadence of Figure 6.1, the answers would be D, pp, i-I 

In Appendix E: Answers to the entire assignment are gi,"en. 
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r IV in Other Progressions 

The subdominant triad may progress freely to or from the tonic or the dominant, with 

:he exception of V-IV, which is infrequently used. When the authentic cadence is pre­

.:eded by JV or the progression IV-V-I or iv-V-i is often known as afull cadence, 

,hown in major in 6.6 and in minor in Figure 6.7. (Do you remember the spe­

,'wI name for the major cadential tonic triad in a minor key?) 


FIGURE 6.6 

Hymn: Toulon (Old l24th) 

,~.~~~~8g~.~~~~~ 

(~~§§~~~-~~~.~••••••••~ 
IV V 

FIGURE 6.7 

CoverHry Carol 

\~~..•.~ 

(~JE~~~~~~ 
tV V 

Any progression involving the subdominant triad can be used within the phrase, 
~b In 6.8. IV-I. 

FIGURE 6.8 

•.....~~~~~~~~~.~~ 

TV r .. 
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The tonic, dominant, and subdominant chords are widely used as the principal 
"guitar chords," especially for strumming along with a simple folk tune or with many 
of the country and western tunes of popular music. 

@ FlGURE6.9 

"Home on the (U,S,A.) 

o give me a home where the buf fa - 10 roam, Where the 

II .. I : : i 

C!J ,,,", i'" 

'.'--~ 
.~--

IV 

~ 
deer and the an te .. lope play _~~~ 

II .... I 

.:::::::.............']",""': 


I 
I 

I 

V 
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ASSIGNMENT 6.4 Harmonic analysis. Analyze these excerpts using roman nu­
meral symbols. Circle all nonharmonic tones. 

Wagner. Dils Rheillgold. Prelude to Scene 2 

Ruhiges Zeitmass 

:D 
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@ 
(4) Adaglomolto Beethoven, Sonata for Piano, Op. 10, No. I 

-. r~..·.··1"~.=¥f=m.~ ­......~.'~.~tj~.teI pi' " " 

M!f*~~J-~~ 
I 

@ (5) Allegro giusto 
Verdi, Attita 

get . ta ta la mia 
Now my fate, as t et

'. _~=-=-~C-~~~~t .-.;r fcJ 

~f4=H4=r~Mg£~~ 
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sor te: Pfon to so no a -d'o gni 
call Leads me lehere mar lial han or 

guer fa: 
wait ftlI; 

\~~~ 


I~_--tt 


" 4ppendix E: The answer to 111 is 

-r~ Subdominant Triad in Melodic Writing 

Intervals from the subdominant triad can be used effectively in melodic writing, 
,::though they are used less frequently than intervals from tonic and dominant triads, 

FIGURE 6.10 

Memel 

A: (IV = DF#A) IV 
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ASSIGNMENT 6.5 Locate and bracket intervals from the subdominant triad in these 
melodies, as in Figure 6.10. 

(I) Gennany 

(3) Gennany 

W ~nn~ 

~¥lA~~~.~·F~~-+=· 8~c=t=*-1~+=~ ~~.. 

:fl~t*~~~JtFYfVrrtr-='FfJ:f-~33
.-.-. ~ . . =EE3~ ~~~ 

Writing the Progression IV-lor iv-i 

Since the roots of the IV and I triads are a fifth (fourth) apart, the part-writing proce­
dures are the same as for V-I. In Figure 6.11, each pair marked a has a common tone; 
the pair marked b has none. Review these part-writing procedures as shown in Fig­
ure 6.3 and in Assignment 6.3. 



?IGURE 6.11 

Andante sostenuto Chopin. Nocturne. Op. 37, No. I 

a 

\~m~m~m~~ 

I~~~~~~~~~ 
Eb: I IV IV I IV I V I V I IV I V (vi) (V 7) I 
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The "third-to-third" skip is not infrequent. ~ote the change of position in each 
:-IV progression when the skip is used: close to open in a and open to close in b. 

:=lGURE 6.12 

Hymn: L'''''''"'W 

\~~~~~~ 

I~§ti~~~ 
IV 

Brahms. "Die Wollust in den Maien" 

1....._: 

I IV 
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ASSIGNMENT 6.6 Write plagal cadences. (1 )-.(7). and progressions using the 
"third-to-third" skip. (8)-( to). identify the cadences as PE IP. or H. Place chord num­
bers below the staff. 

(-I) 15) 

ASSIGNMENT 6.7 Write plagal cadences when 
(({) only the bass line is given. Include two PP cadences and one each of the IP 

cadences shov,'n in Figure 6.3. 
(hi only the soprano Ii ne is given. Be sure that each bass note is the root of a triad. 

~: .. :L.: ~-

! 

(/Ji 
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Writing the Progression IV-V (iv-V) 

When the roots of two triads are a second apart. a~ in IV-V. no cOl11l11on tone is avail­
able. Tn the conventional procedure. each or the three upper voices moves to its nearest 
triad tone in contrary motion to the bass. as in Figure 6.1.3. Also review Figures 6.6 
and 6.7 

FIGURE 6.1.3 

tV \ 1\ \ \ 

Did you notice in the preceding figures that the soprano note of IV (iv) always 
descends"? The soprano may. of course. ascend: but in that case. the chord following is 
almost always vii~. a procedure to be studied in Chapter 10. There is one exception. 
very little used and available only for a IV (major) triad \\'ith its third in the soprano. 
as shown in Figure 6.14. The aura I effect of paralle I fi fths is present. even though ab­
sent in the notation. 

FIGURE 6.14 

TV \' 

~ .lrallel Fifths and Octaves; the Melodic 
! . ..Jgmented Second 

The heading of this section lists three weaknesses in part-\\Titing that students almost 
always find frustrating. Since they can easily occur in the \\Titing of triads with roots 
a second apart. they are first mentioned here. but they can occur in almost any part­
\\Titing problem. These are the three. shown in Figure 6.15: 
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1. Parallel perfect fifths 

2. Parallel octaves 

3. The melodic augmented second 

FIGURE 6.15 

parallel fifths parallel octaves melodic augmented second 

Figure 6.16 shows how easy it is to produce these errors when not using con­
ventional procedures. 

FIGURE 6.16 

2nd 

(Be sure to read Article #6. "The Three Demons of Part-Writing 'in this chapter. In­
cluded is a discussion of why these procedures are objectionable. 

Any attempt to avoid parallel octaves by changing the direction of one of the 
two notes involved does not produce successful results. In Figure 6.17a, an attempt 
was made to avoid an octave by moving the bass down a minor seventh instead of up 
a major second. These are still parallel octaves, but they are called, in seemingly con­
tradictory language. parallel octaves by contrary motion. There are, in our illustra­
tion, two F's going to two G's in the same pair of voices. 

FIGURE 6.17 

,., laJ i (bJ 

p~ : 
8ve 

better 
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But there is an exception, as there usually is in part-writing! At the final cadence 
,~' 3. composition or at the end of one of its major sections, the soprano and bass com­

:llOnly display the octave by contrary motion. 

FIGURE 6.18 

\~W.~~~, 


It~~~g~~~~~ 
;Q FIGURE6.19 

Mozan. Sonata in A Major for Piano. K. 331 

A 

Parallel fifths by contrary motion are likewise to be avoided. 

FIGURE 6.20 

(a) (b) (() 
II .... i .. ... i 

\~········I F'I 

-,~~jL":~d J 
....­(~ 

i I I 
better 

,>;ote, however, that octaves or fifths repeated on the same pitches are not considered 
p;lrallel; the use of these stationary octaves or fifths is acceptable. 

http:FIGURE6.19
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FIGURE 6.21 

The melodic augmented second occurs in a minor key when one voice line pro­
gresses from ~6 to ~7, as in the tenor line of Figure 6.22. Notice also that the move­
ment of the tenor has produced an unwanted doubled leading tone. 

FIGURE 6.22 

I 

Ab - B~ (Aug. 2nd) 

ASSIGNMENT 6.8 The following harmonization is full of these offending practices. 
How many can you find? Compare your answers with the list below. 

1-2 Fifths. tenor and bass 


2-3 Augmented second, soprano 


4-5 Fifths by contrary motion, tenor and bass 


6-7 Fifths, soprano and bass 


7-8 Octaves by contrary motion. alto and bass 
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8-9 Fifths by contrary motion, tenor and bass 

9-10 Octaves by contrary motion, soprano and bass 

10-11 Three! Octaves, fifths, and augmented second 

Use of conventional procedures will usually avoid such errors. This is not to say 
:hat only conventional procedures should be used. With the study of inversions and 
:1onharmonic tones, we will have the opportunity for much more freedom in part­
... riting. But still, it is always best to try the conventional ways first. 

4SSIGNMENT 6.9 Write cadences as found below. Write chord numbers below 
the staff. 

I
•fl I .. I 

• • 

tJ 
( I) (2) 

;:"'i;' 

I 

:::±:= 
I i 

,,~I I I 

, 

(~=g~I~~~ 

tJ 
• 

! I 

I the Workbook: Answers to the entire assignment are given. 

ASSIGNMENT 6.10 Fill in alto and tenor voices using part-writing procedures stud­
;ed thus far. Make harmonic analysis by placing the correct roman numeral below 
~ach bass note. 

I I 

I 

I i 
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\~~... ~~,~•••••~i~i~I~@ 

(~ : 
I 

# # 


fl I I '1 .i I':' 

-.J 

I,L 

.-+= • j 

•••••••••-j-

.. 

~~j, , I··~i • 
I i I 

I':' 

~i=::s.L~=+=.~~L~~.,....~.~~'~ ~=t~·--···t~ 
1(5) , i I 

I 

.J 
I':' 

J
...!jf 
5> 

I 

.......... 
! f9 

\:I 

In Appendix E: The answer to (2) is given. 
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ASSIGNMENT 6.11 Hannonize melodies. supplying the alto. tenor. and bass parts. 
Follow this procedure: 

1. 	 Detennine the key. Do not only check the key signature, but also sing the 

melody through. observing the nature of the cadence to detennine whether the 

melody is major or minor. 


2. 	 Write in the chord numbers for the cadence below the bass staff. 

3. 	Write in chord numbers leading up to the cadence. 

4. 	Write in the bass line, each note being the root of the chosen chord. 

S. 	 Fill in the inner parts. 

\Ielody 1 can be harmonized in both a major key and a minor key. The subdominant 
aiad will not appear in one of these keys. 

i 

II 

fI " --+ I 

----61--. 

: 

t:\ 

\~~~~~ 

I~ 
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(~~~- -~,~~,~-~~=:.' ~ 
)~~=:s=E , ... ~~~_..~ - - ~- E=:::~~:..:"'=~=-­

I')\'t)~~_~~ ~-~--...-. __••~. __•.J 

Keyboard Harmony 

ASSIGNMENT 6.12 Play plagal cadences at the keyboard. Play them in each major 
or minor key. 

Mni[Jr 

Aiillor 

(Ili 

1\ 
I 6.~ 

I 
IV I IV 

" 

\'~~~.==~~-:::~=-=~-IT= 

l'c-----F-..~-,--···-

/\ 

;; 

ASSIGNMENT 6.13 Harmolli;:ing cadences at the piano. Play these melodies. 
When you reach a cadence {marked with a bracket). play an authentic or a plagal ca­
dence as appropriate. 

( I ) 

Germany 

B=~'.~- .-~~==:=':===::-====-:I=ir~~ 
-~-....--­

~------
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France 

(3) 

(4) 

~~}l~•. ------------~=::~;: .--.0tV _ 

I ~_.____ _ 

(5) The half cadence i\-V is included here. 

German) 



i 
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The Progression I-IV-V-I 

ASSIGNMENT 6.14 Play the progression I-IV-v-I and i-iv-V-i at the keyboard in 
each of its three soprano positions. 

(b) (c)

" i I .-..-:.~. ..~.~ 
~--+i 

~ ,-;;. ~4l! "" ! ~ II 

i 
.---;-::=;:-=tl 

IV V 

(a) (b) (c) 

IV V 

Melodic Harmonization 

ASSIGNMENT 6.15 Harmonizing a melody Ivith lead sheet snnbols. The procedure 
is the same as that for I and V triads (review "Melody Harmonization Using Lead 
Sheet Symbols" in Chapter 5, page 102). 

(1) 

France 

C Fe F C G C 

~£~~g~~jlS~IL:df£;Jd~~-=§ 


(2) 

Netherlands 

G C G D G C D 

G D G 
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(3) 

Germany
F e F Bb e 

F e F Bo F e F 

~h~?~rr~-,~~~~.:=.~~~~ 


(-i) Note the progression V-IV 

Bb F B~ 

Germanyo Gm em o 

cadence consists of a progression from the subdominant to the tonic triad. 
The plagal cadence is found in the same forms as the authentic cadence, a)­

",;:h the half cadence is uncommon. 
II! a minor key, the subdominant triad may be iv or IV, depending upon the 

.'r 6. 
\lore common is the use of the progression IV-V. The IV-V-I progression at 

. _ ,,\dence is sometimes called aj/tII cadence. 
In part-\\Titing from IV to V. the three upper voices generally move down in 

~~::ry motion to the ascending bass. An ascending soprano usually requires that IV 
. 'lIoweci by viio. 

Certain part-writing difficulties may appear from this point on: the parallel oc­
the parallel fifth. and the melodic allgmenred second. 
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ARTICLE #6 


The Three Demons ofPart-Writing 

Well, not really demons. But many students, exasperated by their frequent 
and unwanted appearances, are ready to believe in some evil force at work! 

There is nothing inherently wrong with parallel fifths, parallel octaves, and 
melodic augmented seconds. Any sound one can conceive is right if it pleases 
him or her, just as any sound is right for a particular era or a particular geo­
graphical area if it pleases the listeners of that time or place. However, during 
the period in Western music from about A.D. 1000 to A.D. 1900, these three 
sounds have generally not pleased composers or listeners; consequently, they 
have not been characteristic elements in the music of the West. 

Ironically, the earliest known music for more than one voice line-the simul­
taneous sounding of a chant melody and the same melody a perfect fifth 
lower-produced, of course, a series of perfect parallel fifths. 

ca. 850 

Tu Pa - Iris sem - pi - ler - nos es Fi li us 

However, the monotony of this harmonic sound was replaced by the more 
interesting sounds of contrary motion about A.D. 1000, and from that time 
right up to our own, parallel fifths have been almost nonexistent in Western 
musical culture. They can be found occasionally, however, as in this excerpt 
from a Mozart sonata. 

Mozart. Sonata for Piano in F Major. K. 547a 
Allegro 

tr 
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They have also been used to achieve special effects, as in the opening of 
second act of La Boheme, in which they accompany a scene of general 

::onfusion. 

Allegro focoso Puccini, La Boheme 
> > > > ~ > > > 

-...ii:; :>:> :>:> ---== ~ ~ 
.... , 

1m: m~::t~-tt!1iUJW c~=, t ~m ~ m~: ,mm 

l- I..-. ~ --.. ~. 

tff 

3ut in the twentieth century, and probably beginning with the music of Oe­
:)ussy (1862-1918), parallel fifths have regained their respectability after nearly 

thousand years of neglect and are universally acceptable in contemporary 
'T,usic practice (see the following excerpt from a piece by Ravel). 

Ravel. L'enfant et les Sorti/eges
Presto 

1925 Durand SA. Editiol1s A1l1sicales. Editions AR.l.M.A, & Durand SA, Editions Musicales 10il11 
P"blicalion, Used By Permission Of'The Publishel: Sole Agenl U.S,A. Theodore Presser Company, 

Parallel octaves are of two varieties, one acceptable, the other not. An octave 
5 merely the repetition of a given pitch at another level, higher or lower. When 

two notes sound simultaneously, the two sounds represent the same note. 
\Vhen two different voice lines move in octaves, then these octaves represent 
inly one moving sound, and the effect is the loss of one voice line. In the ex­
,Yllple below, the four-voice structure is reduced to three by this parallelism. 

\~~~~~~ 

t~~~~~~~~~~:~~ 
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Parallel octaves are acceptable when they represent a doubling of a single 
voice line, called sonority doubling, as is common in instrumental and key­
board music. In the following example, the octaves in measures 2-4 are 
merely a reinforcement of a single melodic line. Beethoven emphasizes this 
by the single stem on each octave in contrast to measure 1, where tenor and 
bass are differentiated by upward and downward stems. 

The melodic augmented second is a characteristic element in many Near 
Eastern and oriental scales (review the article "Some Varieties of Melodic Ex­
pression," on page 157). The interval is sometimes used in Western music to 
give a flavor of oriental ism. 

This interval also has its place in certain limited passages in Western music. 
These will be discussed later, since they have little relation to the elementary 
concepts now under discussion. . . 



The Melodic Line I 

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

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

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

Form 

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

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

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

Allegro __ --___ (iel'lllam 

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


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

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

England 

\ 

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

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

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

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

Allegro hrillante 

alHcCClklll 

I PA CCldc'llu.: I 

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

:\u. D. 709 

FIGURE 7.) Commsling Peri(Jd 

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

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

\ 

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

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

\ 

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

FIGURE 7.6 

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

-== ----Yi LUlll1cLting I 

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

FIGURE 7.7 Suet·e'.lil'e Phrase's 

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

First llote Fillalnote Example 

strong strong Figure 7.7 (Second pltra~e) 

weak strong Figure 7.1 

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

weak \\'cak Figure 7.3 (first phrase) 

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

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

SUcher. "Aile Jahre wieder" 

phra,c 

qrong 

v 

\' 

Form: Contra;,ring period. 

(1) 

comcquent imperfect 
authentic cadence 

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

(2) 

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

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

(4) 

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

(5) 




(6) 

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

-= 
-=--­- ~:/ ~~ :;--~ 

\ 'r 

" 

" 


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

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

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

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

FIGLRE 7.X Repetition Ilithill rhe Phrase 

Chopin. \ 

-
(aj Lento 

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

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

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

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

.•..- :­

, .!!.~" , ­- ." 

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

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

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

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

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

(,Ii Lento 

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

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

FIGLRE 7.9 Ate/odic /lIl't'rsioll 

SIO\akia 

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

FIGURE 7.10 /vle/odic 

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

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

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

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

FIGURE 7.11 lVlodified Seqllel1Ce 

-.~~=-. 

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

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

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

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


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

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

FIGLRE ;,12 

;, 40' 
I

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

4!J 

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

(I ) 

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

EIliC1aml--------", 

• 



142 The Jle/odic Line I 

Pitch 

Entliand 

(3) 

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

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

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

FIGURE 7.13 

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

FIGLRE 7.14 

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

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

t ---,-------· :::::;;:::;;::'~"~ ----~-- .......~.-'-...'.'.~"""-"'- . ..~~.i!i~F"~----:__.. - .....---=--..~ - ~ ~ ---:::-----.~-..........-. - ..----~ 
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But we will find that lllo~t me lodie" lit: :;,ome\\ here bet\\ een the~e two extreme~. 
u\ing ,1 judiciOlI\ combination of "cale ~teps and larger inten ak The ~tud) of simple 
melodies should include the~e cOlhiderati()ll~: 

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

FIGLRE 7.15 

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

FIGURE 7.16 

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

_ -+ :; -_.__._._--+---­

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

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

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

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

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

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

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

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

Adagio
(~) \Io/an. Ollo\? Quart\?t. K.'7(1 
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The Leading Tone The leading tone, 7. muq be tre;lled \\ith cure. As its name 
implie". it leads to the tonic. When approach.::d by ,tep from helow. the leading tone 
must progress 10 the tonic (Figure 7.1x(/). \Vhen preceded by the tonic note. it 
may progress down hy step. as in a seale (Figure 7.1 xh). or it may return to the tonic 
(Figure .1 XC). When it is part of an arpeggialed triad figure. ih direction is deter­
mined by the direction of the arpeggio (except \\hen il j" found as the f1nal note of the 
arpeggio. in \\hich case it return\ to tonic--Figure 7,1 xd J. 

FIGURE 7.lx 

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

~ 
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7 _ 

-~~~-ji.;:.~ 

G: 

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

FIGURE 7.19 

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

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

FIGuRE 7.20 

!\ i\ /\ 

a IllInor: ~6 1+7 I 

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

A A A A A 

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

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

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

FIGURE 7.22 

(n) 

illJf=l j • --#-­

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

1 7 () 5 1 7 () 5 

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

FIGURE 7.23 

(10) 

Il,) /\ /\ 

4=F-~cl 
/\ 

6 (lo\\ered) 

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

FIGURE 7.24 

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

• ,.~.. : 0' .-:1; 
/\ 

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

1\ 1\ 1\ 1\ 

6 7 6 5 

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

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

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

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

{~j 

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

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

In E: Ans\\ers to the entire 

rlarmonic Implication 

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

FIGCRE 7.25 

\10zarL Tll( KAl)2Allegro 

- -.---_..---=-_.---­
1. 

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

em; 	 (, 

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

Cb(, CI:lD .-beF? 

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

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

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

1\ 

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

FlGURE 7.2S 

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

FIGURE 7.29 

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

FTGLRE 7.30 

.~.~. ;;-fL ~.­-@}8-··-·"\
It! iii' 

\7F: \ ! 
I 

1\ I 
,\' 1\' I) 

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

FIGl:RE 7.~ 1 

,iI)" n hI ,kip 

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


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

FIGURE 7.33 

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

GBD CiBD DH.\ GBD 
I I \ 

c, \ 	 \ \ 

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

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

2. 	 Place the chord spellings heltm the staff. 

3. 	Circle the nonharmonic tones. 

Upon completion. play the melody with its harmonization. 

Exampie 

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

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

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

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

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

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

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

Melodic Composition 

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

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

1. the scale line is used throughout: 

2. the harmony implied is I and V only: 

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

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

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

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

(I) End with a perfect cadence. 

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

ChOOSt~ a cadence. 

• 

(5) Use sequence. 

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


(6) Usc :-.equence. 

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

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

Summary 

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

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

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

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

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

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

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

Some Varieties of IHelodic Expressioll 

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

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

hantli 

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

ing for scale or 

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

-&~,- • • • ~ • 
t.! 

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

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

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

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

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

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

Lebanon 

~J 
Jti=' 

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

En12LlIld 

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

~ 

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

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

ot rneciie\c1i IllOtib (,111 Iy" iOLlI~c1 i Chaoter 1CJ or the c1Ut'iOl''s ,\jlhle If)! 
ed. , P"entice Ha' 1996,. 
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Schol?nberg. Serenade. Op. ::'-+ 
10 

d~r Rach' an hir 

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

am hal'monic implication, 

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



C Clefs; 
Transposing Instruments 

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

@ FIGlRE 8.1 

160 

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

.----;::,.. 

S-~.- ~ .~-:~. --­
,i • ~ 

-------­

p 

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

.~----=-~~--~ -~\~­
- ~.­

p -­

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

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

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

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

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

FIGlRE R.2 

\Iiddle C "llddle CAlto clef TellOI' clef 

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

e l u " b I ell 1'1 d 

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

FIGURE 8.3 

(Il! VIOla. alto clef 

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

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

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

FIGURE 8.5 

French yiolin clef Soprano cler 

Sllb·b~h' del' 

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

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

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

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

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

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

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

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

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

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

L" 1 1-+) 

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

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

(:OJ 

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

([iJ (i) 1.2) 

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

~----

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

(6) 171 

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

1101 

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

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

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

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

-, 

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

Viola 

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

Violin 

/n E: The viola line in !lJ is 

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

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

Observe: 

1. 	 Brace connecting the staves in open score. 

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

Write these cadences in the same manner: 

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

V I I V 

(2.) 0 minor 7 
V 

(6) F: minor 5 
V 

5 

(3) E major 7 
V 

1 
I 

0) 0, major 5 
V 

.3 
I 

(4) F minor 2 
V 

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

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

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

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

FlGCRE g,7 

__ •. :JI~ --­

~'ansposing Instruments 

.'~-~~--

Fllltc, K, 620 

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

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

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

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



- - - -
tJ ~ 

(/1 i Horn In p, 

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

- "­ -. - -. -, - -. -~ - .. 
tJ 

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

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

_.dd \'Ill, I 

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

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

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

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

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

FIGL.:RE g.R 

(,U BJ CI.IIHlcl 

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

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

II) Bb Clarinet I]: HOrIlmF 

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

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

G l~·'. Cit 

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

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

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

!.­ - ---­ .­
-~ -­

... ~-.-.~~..­.. ' .~- .~ 

! --­ ---­, _. -
._­ -~. -

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

, 

Cello 
IL 

_ .. --JI' 

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

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

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

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

bassoon. and the trombone. 

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

often indicated by ~ . 
'( 

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



The Triad in Inversion 

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

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


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

FIGURE 9.1 

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

The Triad in First Inversion 

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

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

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

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

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

where he places the third in the bass. 


169 
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@ FIGURE 9.2 

D: 

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

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

@ FIGURE 9.3 

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

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

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

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

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

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

CD FIGl'RE 9.5 
../ 

6 6 (; 

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

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

CD 
~ 

FIGURE 9,6 

"lu7an. Sonata in D "lajor tur Pian", K. 311 



, 

In summary. inversions can crtCate 1110r..: musical interest by 

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

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

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

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

(@) FIGURE 9.7 

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

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

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

:(0) FIGllRE 9.8 
~ 

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

- ii: _ til 

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

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

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

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

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

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

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

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

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

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

FIGLRE l),l) 

(,J}&: 
\ I!J 

~ 
• -• , 

-
, 

f"1 

~ .. -• , 

-
, 

I,·' 

~ 
• -ii , 

-
• 

l'~l~ • ~ . .-.. 
~ 

, 6_ I 
~ 

II., ..,. , .. 
~ 

L .., ·11.. II. 

h I' ~ 
-f 

1\, t{, \ 1\
h 

\ 

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

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

FIGl!RE 9.10 

H~Il1Il; \1cntlchsohll 

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

F: 

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

FIGl!RE 9.11 

H;'Il1Ii: St. \Ianin's 

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

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

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

:~ /~••--..~---.-- _._-J ~- ---,-­

\ 

..._--------. .. , --./':J' ~ 

@ FIGURE 9.13 

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

_______._...JII...-..... 

..i-.·~··~~JT' 6' - ­
I .---........-.-. 


\ I 

~--- ~.. -

'I P 

IlF('~'J-?.~ 
Bb: 

.L' . 

r~"=,[~.L~~__ . ...... _ 
! 

.:.~.±:=-~ 

The Passing Six-Four This six-four is found betwecn a triad in root position and its 
first inversion. or the reverse. and differs from the utheh in that there is no re~olution 
of the perfect fourth. Rather. the root of the si \.-four "ollority (G in Figure 9. 1-'l) func­
tions as a chord tone sllstaincd from thc pre\ ious chord. the remaining tones acting as 
non harmonic tones. 
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FIGLRE LJ.I-J. 

\~ : • 

c9- 7'.. .•. 
0_- ,::;I:> : I. 

• • • 

\, I() I(l 
I 

/c,

(CD) FIGL'RE 9.1.:' 
~ 

.\Ikgro molto 
.# • L 

-'.' • • ==!(.l:~,;,,:) • ._......_ • ,:7- 4 _­

tL._· --"( 
#-.• . • 

h: \ 
h 
-+ 

The Illo~r cOlllmonl) u,eLi ,i\-I'ollr~ ,Ire II) [he l-V~-L or re\'t~r,e, 
(21 the 1\'.-1 i to he studied ill Ch,lrrer 1.'. and! 3) OCc<l,jl)na1Iy the i\-i" \,;. 
shown ill Figure LJ.16. '\ote the lad. uf a G III the lir,l i" all(1\\ ing the two B \ to func­
tion as l1onharmonic tOlle~ in the i\ triad. 

Ailellro 

~~l i 
/~..... 
----­dci nell 

.----------­.1 • - - .' ." • 
'\ 

-" -'­

I • •. '_1.­
,.- 1..: -T~."'_-___._·......ItI ."i-~. :-.:~Jt- .. 
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You are not likely to sec any other \ ariel) of a passing six-four. although there 
is always a possibility, such as this unusual passing \'i ','from a Bach chorale. 

FIGURE 9.17 

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

-
.-~--=-~~~- ~-­

• • 
I ... ___ .­ -

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

1\c: "j \ \~ 
2 

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

@ (1) 

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

.~ '{kd?"':'~",-.· ~~. · • 
-I • 

"1 

(2) 

Allegretto 

\'iola 
---.-- .----, . .­

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

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

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

\'iolil 

Cello 

p 

@ (7) 

Verdi. Reqlliem 
_\Jlegm 1110110 

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

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

Writing a Triad in First Inversion 

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

FIGURE 9.18 

I in soprano J lfl soprano ') lf1 ;opm110 

double I doubk ,'I uoubk 5 

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

FIGURE 9.19 

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

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

solution 

• (I) 

6 6 6 
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In Appendix E: Answers to 17 
In the vVorkbook: Answer, to the entire 

and 16i-17} are 

Writing to or from a Triad in First Inversion 

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

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

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

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

FIGURE 9.20 

obliql:e ,imilar 

6 

G: \, 
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FIGURE 9.21 

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

J!2 (9­

6 (, (, 

C I \­
6 

c;: 1 \ 6 C \­
(; 

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

FIGURE 9.22 

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

Ib:~~c~ ~j. 
6 

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

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

FIGURE 9.23 

\~~~~ 

I~12?",._',;____---J 12 

6 
Beller ran"" l1kHil)!1 ~ll{llL 

j~ 
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The 111o-;t eflicicnt procedure for part-writing to or from a triad in first inversion 
is a,; follows (Figure 9.2-+ I: 

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

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

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

FIGL;RE 9.2-+ 

"rep .-; 

\~ 0 

.12. 

1.LI~-;; 

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

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

?;~ 
:'lj 

iio -----­

.. ~---

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

6 

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



, 

184 The Triad ill lllrersioll 

Writing Successive Triads in First Inversion 

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

FIGURE 9.25 

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

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

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

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

FIGURE 9.26 

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

rool .'ithclouhlcd nt>t~: "rd 

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

., ., 


6 6 6 

6 6 	 6 h 6 
(I 6 

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

In the fVorkbook: Ansli'ers to the entire are 


Writing a Triad in Second Inversion 

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

Doubling The fifth (bass note) is ordinarily doubled, 

Approach and Resolution 

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

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

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

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

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

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

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

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

6 
.+ ~ 

6 6 5 
-l , 

6 i1 
-l 

(1 (1 

.+ 

(F~~:;ti!-=-~_ ~ ~ ~~~-- -_­

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

-l .+ 

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

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

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

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

FIGURE 9.2S 

o-----~ 

\~-s 

.\1 

d5 

FIGl'RE 9.29 

I~ g .'--'~-""- ~ 

~e-

\ 

-'\-t d5 
Pnu! Belte'r 

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

Poor Better Poor Beller 

change po,ltion 

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

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

FIGCRE 9.31 

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

!ill ....... 

\~-;,-1"~ · 
I'<?e_,,~.,.·-

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

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

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

monic anal,sj" 

til II 

~:.Il____'I=~~ 0 

-:; 

h (1 

(:&;J 
II 

tII­r @.i 0 

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

til 

o..=~: 
~?T" 

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

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

11 f, 
.!.! .! 

(Revic\\ 9,26.) 

1':'\ r:'\ 

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

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

x 6 6 6 

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

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

(, (, (, 

, ,
III 

"" 6 :i 
-l :i 
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.• 

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

-"lC::~._......~- .. _. _ ....~_-.....- _ 

-:-...... 

Altematire methods of soluti01l 

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

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

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

Eb ,j.,ltu Scl\ 

Melody Harmonization 

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

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

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

3. Silllilor morioll to each other 

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

FIGURE 9.33 

Ii/) 

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

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

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

rnoti,)11 

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

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

FIGURE 9,J4 

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

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

C S o S: 3rds or 6ths 

Emmp/e: 	 Figure 9.34 _1_ _1­

Figure 9.5 

Figure 9.7 

Figure 9.11 

Figure 9.17 

In E. Anslle'rs to the' entire are 

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

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

\~OC ~--"'... ~~~~~~~~==1-.-+-',... ­

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

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

----~ 

I - - -­~ 
I 
I 

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

Keyboard Harmony 

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

FIGURE 9.35 

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

i31 • (4) 

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

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

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


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

(I) 

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

\ \ 

\~et! 


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

(3) 

\ \e, 

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

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

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

1\ 
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Summary 

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

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

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

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

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

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

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

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

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

ARTICLE #8 

The Theory of Inversion 

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

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

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

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

in the ninth cen­
than the original melody 

OrganUlll. 1{50 

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

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

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

I I th cenltJr\ -

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

then ,vith independence rhvthm, 

ca. 1:00 

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

\ 

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

follmved by the ition Illore and more melodic lines, 

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

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

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

- ~I.Y 

~ 

12­ ~ <9-'­ .- fl. 

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

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

Dc i ' ra elU 

Dc ta ri ... au 

~ 

ti" 

1"1..'-", 

rc"." 

res. 

125() 

~Hl 

'I.Y 

-,I." 

-0' 

Dc 

: contrapuntcll 

"". -

0' 0 

lL>., III 

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

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

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

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

Di\ ]"iOll." of a String 

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

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

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

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

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

c E G 

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

h I() 

o ____ 
.0--­

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

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

Hymn: St. Anne 

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

~rh ~lh :'irh 5th 
prhl 

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

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

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

Figured Bass 

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

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

and part-writing, 

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

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

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

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

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

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

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

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


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


Composition using figu bLISS continueci thlo III nth 

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

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

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

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

cannot be to any olle composer. 

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

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

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



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

By "harmonic 

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

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

ally make an) dillercllcc') 


Root Movement 

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

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

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

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

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

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

" i 

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

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

@ FIGURE 10.1 

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

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

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

• Q 

Ii 

h h h 
-+ 

111--­ .. 
~lh .'iLl 211~~ 'til 

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

Harmonic Progression 

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

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

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

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

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

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

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

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

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

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

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


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

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

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

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


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

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

IV: to ii. V. or vii: 

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

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


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

These two additional common progrcs~ions remain: 


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

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

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

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


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

Harmonic Progressions in Minor Keys 

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

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

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

minor in the Haydn e\ample. Figure 10.6 


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

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


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

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

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

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

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

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

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

FIGLRE 10,..). 7ith!( 

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

II 

III 

1\ 

\ 

\ i 

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

\{0/(lI' 

il-Y ii-\iL 
!) 

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

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

\-1. \-\ i 

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

11­
() 

1I 

III 
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\\ 

ii-\. ii·\ 'r, 

\-i. \\1 

\ \'1 

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

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

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

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

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

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

Other Common Types of Progressions 

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

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

@ FIGURE 10.5 

:>: •- -.- • ........_-­

• .,"* 	 ;, 
G: 116 111 1\ 1(, \ 

-I 

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

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

L ... 

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

:-====: .-==: ­-


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

FIGLRE 10,7 

Sc!ulvrt. 
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II 

\1 1\ 
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3. 	 Ch/'ol!/ilric /Juss line, \Vhen the bass line ascench or descends by a series of half 
;.tep', any resulting chord ;..ucc6sion is Lhllally "atisJ'actory, Further discussion 
and illustration of this type of chord lllOWl11ent \\ill he pre-.;ented during the 
"tml\ of altered chord, ill Ac/i'lI/lced Hunnoll\. -	 . 
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The Diminished Triad 

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

FIGURE 10,8 

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

FIGURE 10.9 The Triume 

• 
diminished fifth 

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

FIGURE 10,10 Trironcs in rhe Diminished Triad 

BDF: 	 6 

J 


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

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

(I) 

(2) 	 ~ 


F:~ 


(4) 

(5) 

(6) 	 A, 

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

The Leading-Tone Triad 

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

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

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

@ FIGURE 10.11 

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

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

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

@ FIGURE 10.12 

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

•... 
l\ yii h j 

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

FIGURE 10.13 

.. ~ .....- .-...­ .. ~-.- ... 

C minor 1\ 

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

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

FIGL'RE In.ls 

\~"~ .,..­ 31L-­
{i l ! 

• 
~-=-.J/l 

-..,. 

(~~ .... -­ I: 
.. 
~-~. 

, II. 

-:",'-C;~•..._~_ J 
... 

--. 
C: 1\ \. iih 

\ 

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

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

Prestissimo 

" 
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~-~.~~.-
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I\, \ ii \ 
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The Supertonic Triads 

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

FIGliRE 10.15 

\~"~ 
/,: : 

c: [\ 

J: 
.. .. 

"A 

.1/11 
. --1/11 

• 
\ 

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

~ 

,,­

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

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

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

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

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

de in major anc! 111 mlI1or. 

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

f IS 111 major and iio in F: minor. 

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

fr. is ii2 in b minor and in major. 

Here are typical uses of the supertonic triad. 

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

@: FlGL'RE 10.16 

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

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

).!I:~:fr 0 

( :f+~ ' .. 

\~'-. II 

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

Ilh '6 \ 

-l 
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FIGURE 10.17 iir,-I' 

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

\ 

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

@ FIGCRE 10.18 

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

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

Ab. ii 	 v 
-+ 

p 

)~ .~ 

II 

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

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

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

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


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

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

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

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

@ (1) 

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

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

@ (3) 

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

Ziemlich langsam 

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

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

Schumanl1. 	 Op. 25. "Riitsei"' 

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

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

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

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

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

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

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

@ (8) 



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

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

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

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

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

I~",';t S 

.~. 

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

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

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

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

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

... _c 
----­

; . 
r 

---­. 
••--:f!:711 

\ 

(@j (11) 

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

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

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

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

FIGURE 10.21 ROOf ((II' Third) ill Soprano 

BJch. "Zeuch lin, nach elir" 

\t~--~~ 
·. 

. JL.­I=2~;:-=t";~- ;~ ~:= 
\]\ \ 

FIGURE 10.22 Flffh ill Soprano 

\ 6 

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

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

~ 
}-­-----G& 

(1 (, 6 

~ ~, <::! 

(~ !9­

(.Jv~... 
rt) 

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

(, 

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

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


Writing to and from the Diminished Triad 

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

FIGURE 10.23 

til) 

(:i=:-~~:~' ­
f~-~~ .c.~. 

19~-~" 
(, 

C I cii \
b 

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

c \Ii (I: 

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

~ID FIGURE 10.25 

IIi 

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

FIGURE 10.26 

\ i \ ii h 
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Writing the Supertonic Triad 

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

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

FIGURE 10.27 Port- Writillg the ii Triad 

11 \ v 

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

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

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

(a) Leading-tone triads 

I-ii ;,oprano Jnd bas, ascending I and IV-it will be discussed ill Chapler lei. 
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/n Appendix E: AI1S\\er.' to ( /; 
In the \ Vorkhuok: An5\ \ ers to 

(hi Supertonic triad;, 

\¥'~-=~-~ .. 
• (I, 12, 

(:iF~-i=I .. --, -Q'-~ :~::¥';=~.~~·=7_.· 

(.i=;7 ~ _ .,~_. 
) ~.':~~ .===:;;# 

/;n:=_ ~.~---.--= -=~ . ~T-- ~.. .­

fll E: Ans\\ers to J I dnd Ii. en. 

(1 
.l 

In the \Vorkbook: Do IO.lii!, Ans\\el.' die en 

o 

'.0::::::::' 

ASSIGNMENT 10.7 Pwr-Hririllg leading·rone and slIp(,lTIlIlic rriad" 

(1) 

\~,'I' .~~ .•~~_ .-~.~"~"~"--"-~~~-- ~ 
)~7~""(f:::E""_~=!*"I~·___.... 

............... 
_ ..._~'..~-~'; .. -:J._ ...~__ 

() 

.j 
6 (1 (1 



__ 
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(E::1~ 
) L~ 

)~:::;:~3>_(~ Lr !L:::b 

(3) 

\~~.==-_~c.-,.~ ~~~=~ 

I.~~~~=-~~~-~~~~~= ~ 
h 6 

(4) See Figure lO.~S for help. 

6 

==~~=-==;":==:;:z=iIE~t==~=T 

6 6 (, # 
-I­

6 6 6 6 
.j 

ASSIGNMENT 10.8 Add ';oprano. alto. and tenor voices when bass line only is 
given. Make a harmonic analysis. 

(1) 

-3r~.: 

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

6 6 

6 6 

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

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

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

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

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

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

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

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

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

Melody Harmonization 

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

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

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

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

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

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

6. 	Use 11at the cadence when possible. 

I 
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-~ 

Keyboard Harmony 

ASSIGNMENT 10.11 Play these progressions in llny major or minor key. 
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\~-.-...­.. ---~' ~~g~~:~I~= 

I~·.~~.-··~Q.----........ 
1\' 1\ \ii (, 1\' 

(f) 

\~'~FT.:;,t_!cc 

/-'r.-:-----.-- .._...-&--­

i\ 

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

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

Franc'\? 

i!f-l~"~=- " ,B;~.~~'::!~'~ . F:~'(~;;.:i~m {j 

F:ngland 

• 
F: BI~l 

'. 
JL ......._- " 


D,C 

Summary 

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

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

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

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

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

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

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

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

The Devil ill ll111Sic 

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

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

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

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

\ 

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

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

in a!iurn 

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

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

:\-1 
d5 

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

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

/~, 

GBoUE B~C~EGC#EGBb 

The ambiguity of the tritone in its diminished fifth~augmented fourth rela­
tionship (same sound, different spelli \vas often capitalized upon by nine­
teenth-century composers. In the following example, the sustained tritone 
C~FlI is first part of a 0 F:: A C chord, then as an implied C~G?f part of the A? C 
E, 0 chord. (Since the tritone is tied throughout the passage, it is obvious that 
the composer, for performance reasons, has not changed the F:: to G •. The in­
terval in parentheses shows the actual harmonic spell 
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Rim,J-.> -Knr"lJ-.(l\,~llzl'iIl'r,D/[fc, Op, 35 

(:~t~m'""'-~::::_=:--~-S;:=-~~:=-::--~--:===:=-_::::?j:===----::::::~~
1 CI. ------------­( Bn.! 

(~:t~.. ~'~ f~7: • :....:.---=.•..,;..;Il.=.;:-=--~- ~~_. 

.~_-a---~ --~~~-­
.a "-------­I TpL _ 

. '. ~-.. .: :--rlI1.................................................... '11 ~ 
"""--­ -=. """--­ . 

';UIl...'.-~ • .....JL=" .JIL}". "]11" .,,:....:.="'IJT"" 
~ ---)-. .m~". 9. 

"I 

Twentieth-century 
tonic pervacli 
The opening 
outer limits of the 

\/olto moderato 

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

the d fourth as the 

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

o o 
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bartl)", "H~I!!'l'ru" t'o't"Lhal1!!okbol" 
I "Whtllc-tlll1c St-al""I, frnlll Alikft'k",'I!I1'< 

-
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