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| Preface

This fourth edition of Counterpoint retains the overall organization of the third,
which appeared some twelve years ago. The print has been enlarged slightly for
greater ease in reading; a number of “Self-Tests” formerly in the Counterpoint Work-
book have been transferred to the text and reorganized so as to apply to specific chap-
ters; the bibliography has been updated; and some of the Suggested Assignments
have been revised.

The activities connected with this book fall into two broad categories: analysis based
on aural and visual acquaintance with contrapuntal music of the Baroque period
(roughly 1600 to 1750); and writing, first of exercises and then of music involving
forms or techniques characteristic of the period, such as canons, dance-suite move-
ments, inventions, fugues, chorale preludes, and passacaglias. It is assumed that stu-
dents will already have had courses in basic theory, harmony, ear training, and sight
singing,.

In the exercises mentioned above, a modified species approach is employed—
“species” in the sense that basic rhythmic rations are specified at first, “modified” in
that whole-note cantus firmi have been replaced by melodies that are metrically orga-
nized and that often carry strong harmonic implications. Also, some of the more
stringent restrictions of strict counterpoint (especially those derived from sixteenth-
century practice) are waived. Fifth (florid) species is not undertaken as such because
it resembles the free counterpoint that students will write in later assignments. The
C clefs, traditionally employed in earlier counterpoint texts (and even some recent
ones) have not been used here, since most students do not have a real working com-
mand of them and since it seems doubtful that the problem of learning to use them
should be coupled with the process of learning counterpoint.

Given the wide influence of Schenker theory on musical analysis today, the ques-
tion arose as to whether there should be an attempt to incorporate that approach in this
book. After considerable discussion with Schenker specialists and other teachers, it
was decided that that was inadvisable, for several reasons: (1) a wholesale revamping
of the book to include a proper explanation of Schenker theory and the application of
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x Preface

it to the musical examples was obviously unfeasible, and it was felt that the sporadic
inclusion of Schenker concepts might amount to a superficial treatment of the subject
and perhaps prove more confusing than helpful; (2) counterpoint books with a strong
Schenkerian orientation are already available (see the bibliography); (3) unless stu-
dents have had a Schenkerian background in their first two years of theory, it seems
doubtful that they would be ready to absorb Schenker principles in their junior
year—the time when most students take counterpoint. Schools with Schenker
courses generally offer them at the graduate level.

The author is indebted to many persons who have made valuable suggestions in
connection with this book since its first edition appeared in 1959. Among these are
Dr. Donald Grantham, Dr. Patrick McCreless, Mrs. Janet McGaughey, Dr. John
Rothgeb, Dr. William Thomson, the late Dr. Richard Hoppin and the late Dr. Paul
Pisk.

SUGGESTIONS FOR THE USE OF THIS BOOK

Presumably all classes will cover the first six chapters (on basic contrapuntal rela-
tionships) and will do some of the exercises suggested in connection with them.
From that point on there is likely to be some variation in procedure from school to
school, depending on the amount of time allotted to the course, on the emphasis, and
on the backgrounds of the students involved. Following are some possible departures
from a consecutive and complete coverage of the book.

1. After two-voice exercises in the various species have been done, the instructor
may elect to have students use a passacaglia theme from the Workbook (page 36) as a
C.F, against which another voice is to be added, using, in turn, 2:1, 3:1 and 4:1. In
that case, Chapter 19 should be read first. (It is placed relatively late in the book
because actual passacaglias normally involve at least four voices.)

2. Chapter 10 (The Two-Part Invention; Motive Development) may be taken up
before Chapter 7 (Writing of Short Two-Voice Pieces), Chapter 8 (Canon), and Chap-
ter 9 (Invertible Counterpoint) if desired. However, the author’s experience has been
that students often find the short freer-form pieces easier vehicles for their first com-
positional efforts than the invention, with its prescribed features.

3. Chapters 8 and 9 on Canon and on Invertible Counterpoint contain some of the
more esoteric material in the book; the instructor may find it sufficient to go over this
material in class—or have students read the chapters but not attempt to do writing
exercises based on them.

4. The material on the three-part invention (sinfonia) in Chapter 14 may be
bypassed and three-voice fugues studied next. The two genres involve essentially the
same principles, and since musical literature includes many fugues but few three-part
inventions, it would seem more important to move on to a study of fugue if time is
limited. 1n either case, students should read Chapter 13 (Imitation in Three Voices)
first; it is organized as a separate chapter precisely so that it can serve as preparation
for work on the three-part invention, the trio sonata, or the three-voice fugue.

Preface xi

5. Chapter 18, concerning forms based on the chorale, may be studied earlier
(before fugue) if desired. In that case, it is advisable to provide some basic informa-
tion on fugal procedure in order that chorale-based works involving that element will
be understandable.

At the end of each chapter a list of suggested assignments is given. Certain of
these involve exercises contained in Counterpoint Workbook, 4th ed. (Prentice Hall,
1999). In such cases the-appropriate page numbers in the Workbook are cited. It is not
intended that all the suggested assignments be done by any one student or class. Proj-
ects of varying difficulty and scope have been included with a view to meeting the
needs of different teaching situations.

It is strongly recommended that students be given the opportunity to hear (in class
or through recordings on library reserve) as many examples as possible of the forms
they are studying. While pianists and organists are likely to have considerable acquain-
tance with Baroque music (especially J. S. Bach’s inventions and fugues), other stu-
dents often do not. And it is obviously unreasonable to expect a student to imitate a
style that is unfamiliar. Furthermore, performance, in class, of music under study can
do much to stimulate interest.



Chapter 1

Introduction

OBJECTIVES

The chief objective of counterpoint study, in the author’s view, is to awaken or
sharpen in students a feeling for the contrapuntal element that is present to some
degree in virtually all music; to make them sensitive to the forces of opposition and
agreement, tension and relaxation, direction, climax, and the like, that operate when-
ever two or more voices are sounded simultaneously. While a limited understanding
of these elements may be gained through analysis alone, experience has shown that
they come alive and are grasped in a more intimate way through the actual writing of
contrapuntal examples. Furthermore, students (including those who protest that they
have no compositional ability) often discover the special satisfaction that can come
from creating music.

For student composers, the writing aspect is acknowledged to be a valuable part of
their training. Even though the styles of their own compositions will presumably be far
removed from much earlier styles, the technical control gained in working with linear
relationships has been found to carry over into composition using contemporary idioms.
Theory majors, though less likely to be involved in the creative aspect, must know the
subject thoroughly, not only because it is important from an analytical standpoint but
because they may well be called upon to teach it in their future work. For all students,
counterpoint study gives added insight into the workings of the style involved—and
Perhaps an acquaintance with music they might not get to know otherwise.

A question might arise as to whether students in jazz programs and those planning
to work with music for mass media should take counterpoint. Teachers in these areas
who were questioned on this point responded strongly in the affirmative. They stress
the fact that arrangers, in particular, need this training. The late Robert Russell Ben-
Dett, long considered the top arranger for Broadway shows, once commented that
C(’}mterpoint 1s the indispensable element in arranging; if it is missing, the audience’s
Smjoyment of the music will be lessened, even though they will not identify the miss-
Ing feature.



2 Introduction

THE STYLISTIC APPROACH

A further question that counterpoint students might well ask (and should ask) is this:
Why do we go back to the eighteenth century for models to emulate? The most com-
pelling answer would be that the principles of eighteenth-century counterpoint apply
in a broad sense to contrapuntal music—and even much homophonic music—clear
through Brahms’s day. That is, in spite of the many changes and stylistic innovations
in music during the past three hundred years or so, the fundamental approach to
polyphony remained more or less constant until the late nineteenth century. At that
time impressionism, dodecaphony, and other trends brought about major changes in
musical techniques. Thus, in studying “Bach-style” or “Baroque” counterpoint we
are not limiting our interest to music of the eighteenth century; rather, we are concen-
trating on models from that period because they afford the clearest examples of a
contrapuntal approach that underlies the music of nearly three centuries. In line with
this view, a few musical examples by composers of later periods (Mozart, Haydn,
Beethoven, Schumann, Brahms, Franck) are included in the book.

The choice of the eighteenth-century style as the basis for this text does not imply
any lack of regard for the beauties of sixteenth-century counterpoint or any sugges-
tion that one style is more worthwhile than the other as an object of study. An inti-
mate acquaintance with both is part of the background of every well-trained
musician. The author does feel, however, that the eighteenth-century style is best
taught first, simply because it underlies the great body of music that is most familiar
to students. Because the styles of these two periods differ in spirit, technical con-
struction, and (generally) the use of a text, they call for different courses, or at least
separate parts of the same course. An attempt to fuse them into one composite style
will only produce a synthetic result that has no counterpart in actual music. The case
for the stylistic approach is nicely stated by Professor Glen Haydon in his introduc-
tion to Jeppeson's Counterpoint, The Polyphonic Vocal-Style of the Sixteenth Cen-
tury: “More and more, thoughtful musicians have come to realize that one cannot
teach counterpoint ‘in general’ without inviting endless controversy as to what is per-
missible and what is not.” Also, Jeppeson’s book (despite its title) includes an “QOut-
line History of Contrapuntal Theory” that comments at length on “Bach-style”
counterpoint and gives an excellent explanation of the relationship between that and
“Palestrina-style” counterpoint, in terms of musical structure, historical perspective,
and pedagogical approach.

HISTORICAL PERSPECTIVE

Ever since music has utilized independent lines or voices, composers and theorists
have concerned themselves with the principles involved in setting one voice against
another effectively. One of the earliest treatises on the subject—and probably the best
known—is contained in Gradus ad Parnassum (Steps to Parnassus) by Johann
Joseph Fux (1660-1741), which was published in 1725. Actually, the book was
thought of by its author as a composition text, and it included material on intervals,
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scales, fugue, and various stylistic trends of Fux’s day. But the greatest portion was
devoted to basic lessons in counterpoint, and that section is, fortunately, available in a
translation by Alfred Mann entitled The Study of Counterpoint. (Mann has also writ-
ten illuminating articles on Haydn’s and Beethoven’s counterpoint study.) About the
Gradus Ernest Newman says, “Directly or indirectly, it is the foundation of practi-
cally all the methods of teaching counterpoint during the last two hundred years.”
Written originally in Latin and since translated into many languages, it is in the form
of a dialogue between the teacher, Aloysius (intended by Fux to represent Palestrina),
and Josephus, the pupil whoe wishes to learn composition. We know that Mozart used
it as both student and teacher; that Haydn and Albrechtsberger absorbed its contents,
as did their counterpoint pupil, Beethoven; and that most of the outstanding com-
posers of the nineteenth century studied counterpoint according to Fux’s principles,
as passed on by Albrechtsberger and Cherubini, among others.

Unfortunately, the monumental contribution of J. S. Bach and other Baroque mas-
ters was largely ignored by teachers of that era. Thus there existed a curious situation
in which a system of counterpoint instruction widely accepted as the only authentic
one persisted even though it failed to take into account the important contrapuntal
music of a full century earlier.

THE NATURE OF COUNTERPOINT

In the process of explaining the meaning of the term counterpoint to his student Jose-
phus, Fux’s Aloysius says, “It is necessary for you to know that in earlier times,
instead of our modern notes, dots or points were used. Thus, one used to call a com-
position in which point was set against or counter to point, ‘counterpoint’.” As a tech-
nique, this might be defined as the art of combining two or more melodic lines in a
musically satisfying way. Included in this definition is the assumption that each line
is good in itself; and the phrase “a musically satisfying way” implies among other
things that the lines will be independent yet coordinate in feeling.

While eighteenth-century counterpoint puts considerable emphasis on the linear
or horizontal aspect of music, it is also very much concerned with the vertical combi-
nation of tones; that is, the lines heard together must outline clear-cut and strong har-
monic progressions. As Oldroyd puts it in his book The Technique and Spirit of
Fugue, “Counterpoint is the flight of melodic tracery between one harmony and
another.” And R. O. Morris, in his Foundations of Practical Harmony and Counter-
point, sums up the vertical-horizontal relationship neatly: “Harmony and counter-
p:int are not two different things but merely two different ways of regarding the same
thing

“STRICT” VERSUS “FREE” COUNTERPOINT

:Mthough there is not universal agreement as to the exact meaning of these terms,
strict counterpoint” normally refers to an approach essentially like Fux’s: there is a
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cantus firmus (fixed voice) in whole notes, against which another voice is written,
using one of the various “species” (note against note, two notes against the given
note, and so on). The basic exercises are not intended to involve a metrical pulse, and
harmonic implications do not enter in. The emphasis is rather on vertical intervals
and on the motion of the added voice in relation to the cantus firmus; about these
aspects there are rather severe restrictions. Some teachers retain the modal approach,
a la Fux, while others discard it in favor of the “major-minor” system. There may or
may not be an examination of sixteenth-century counterpoint.

As arule, “free counterpoint” is based on eighteenth-century instrumental models
and consequently 1s not concerned with those restrictions that apply specifically to
the sixteenth-century style. It often makes use of exercises in the species—but gener-
ally in a modified way that involves a sense of meter and harmonic implications (as in
this book).

The beginnings of the free-counterpoint concept can be traced back as far as the
writings of Johann Philipp Kirnberger (1721-1783). Although in time that approach
gained adherents (such as Jadassohn, Riemann, and Kurth), actual teaching in that
fashion did not become widespread until the late nineteenth century.

Strict and free counterpoint have long coexisted and will probably continue to do
so—a situation reflecting the divergence of opinion about their respective merits
among theorists. Persuasive arguments in favor of each can be advanced.

Chapter 2

The Single Melodic Line

MELODIC CONTOUR

Since counterpoint concerns the character of individual lines as well as the principles
involved in combining two or more of them, our first consideration will be the quali-
ties that make for a good melodic line. Among the most important of these are a sense
of direction and a climax point, both of which contribute to a clear-cut and interesting
melodic contour. (Others concern such matters as a pleasing balance between con-
Junct and disjunct motion and between ascending and descending motion.) Because
of the many different possibilities for melodic contour, it is impractical to attempt a
complete cataloguing of them; but certain broad types will be mentioned next.

The most common is the one in which the line ascends to the highest point and
then descends. In Example 1a the high point is about a third of the way through, in 15
slightly beyond the midpoint, and in l¢ closer to the end. Placement of it somewhere
in the second half is the most usual arrangement, since that allows for a sense of
buildup to the high point and sustains interest most effectively.

Example 1a BACH: Passacaglia in C Minor

:
o
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Example 1 GOTTLIEB MUFFAT: Fugue in G Minor, for Organ




6 The Single Melodic Line

Example l¢ BACH: W.T.C.,' Book II, Fugue 8
N 4 # n

The opposite pattern, one that moves downward and then returns to the original
pitch area, is shown in Example 2.

Example 2 BACH: Concerto for Two Violins

. £ o— T [— P —
e SN ——=====
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S i - s e e |
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This shape (Example 2) is seen only rarely, probably because a sense of pitch climax
is difficult to achieve with it. However, the very absence of that element in this pas-
sage contributes to its beautifully serene quality.

If a line first descends, then rises to a point Aigher than that of the beginning, a
clear sense of pitch climax can result (Example 3).

Example 3 HANDEL: Judas Maccabeus (“To Our Great God”)
Allegro —

Lt A WA Y T I/{I — I J 1
o +——V

The type of curve that begins with its lowest point and ends with its highest is seen
in Example 4a, and the reverse of that in 45. Both types are seen relatively infre-
quently.

Example 4a BACH: Duet in F (from Clavier-Ubung, Part I11)

H ] a— -
7 S — S— | S—

1 T ||
T 1 1 i H ] 1 1 )i 1 1 11
) 1 i o  —

This abbreviation is used in examples throughout this book to refer to Bach’s The Well-Tempered
Clavier.

The Single Melodic Line 7

Example 4b BACH: The Art of Fugue, No. 8
g2 £ e be .
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Example 44 illustrates the fact that a certain sense of pitch climax can be achieved by
basic downward motion to a low pitch, the reverse of the more frequent procedure; at
least there is a strong feeling of direction toward the bottom D and a sense of arrival
at a desired destination when it is reached.

A feeling of climax in a melodic line is of course not dependent on pitch alone.
Other factors such as duration, dynamic level, and placement of notes within the
melody enter in. For example, a note which, in terms of pitch, would not command
particular attention may be made more important by means of a longer value (agogic
accent) or a dynamic accent while a relatively high pitch that is passed over quickly
may not have the climactic eftect it would have if sustained. In case a pitch climax is
desired, it is generally best to avoid having the line move to the same high point or the
same low point (whichever is involved) more than once.

Some melodies involve a kind of pivotal pattern, in which the line centers around
a particular note or area (the note D in Example 54, C in 55).

Example 5a BUXTEHUDE: Fugue in G

v )] v vVl
= M M -

1
T

) = =

t 11 t

Example 5b BACH: W.T.C., Book I, Fugue 2
= =

E ! ‘Lj__b } T 1 ;;

Notice, though, that in such cases the intentional nature of the return to the pivotal
note is obvious to the ear. Unless such a clearly planned pattern is apparent, a melody
that keeps doubling back over the same notes will sound pointlessly repetitious. Also
t0 be noted is the fact that melodies of the pivotal variety generally contain, in addi-
tion to the recurring pitches, elements that give a sense of progression and direction.
F_Or instance, in Examples 5a and 5b certain notes (indicated by beamed arrows) form
lines that move by step (step-progressions). This feature will receive further com-
ment in the next section.



8 The Single Melodic Line

RELATIVE IMPORTANCE OF NOTES

In most tonal melodies certain notes are heard as being more important than others.?
This may occur when those notes are: (1) the highest or the lowest in a phrase or a
longer segment; (2) the first and/or the last; (3) longer in value; (4) repeated, either
immediately or later; (5) in a strong metric position; (6) accented dynamically; (7)
harmonic as opposed to nonharmonic; (8) in a step-progression. (Any or all of these
conditions might apply.)

The first seven of these situations are either discussed elsewhere in this book or
are self-evident. But the last may call for some explanation here. A step-progression
is a series of (usually) nonadjacent notes in a melody that form a stepwise succes-
sion; the strong melodic relationship of a second causes those notes to be heard as a
line even though other notes intervene. Some melodies, such as the ones shown in
Examples 56 and 26, contain a single step-progression. Others involve several that
start and stop at different points.® Example 6 shows an instance of the latter type.

Example 6 BACH: Sonata IV for Flute and Harpsichord

@y o ST 1 1

Further illustrations of the same situation can be seen in Examples 5« and 25. Obvi-
ously, the presence of a step-progression helps to give a melodic line a clear sense of
direction. When, as happens rarely, there is a single step-progression that continues
through the whole phrase as in Example 7, it outlines the overall skeletal structure of
the phrase.

2Some systems of theory refer to these as “basic” pitches. That label has been avoided here because
definitive decisions as to what notes are “basic” are sometimes hard to arrive at, given the many factors
involved and the element of subjective judgment that necessarily enters in. Also, there are degrees of
“basicness,” and thus jt seems questionable to speak of any given set of notes as the basic form of a
melody.

Hindemith’s The Craft of Musical Composition includes examples in which as many as six different
step-progressions are operating at once.

The Single Melodic Line 9

Example 7 HANDEL: Messiah

Alle%,vro f —l l i l i

Re- joice, re - joice, re-joice great - ly,

re- joice, O daugh - ter of Zi - on!' _

But since few melodies are so constructed and since many contain several concurrent
step-progressions, it would be a mistake to conclude that skeletal structure can nor-
mally be deduced simply from step-progressions. And of course we must remember
that many fine melodies make no use at all of step-progression.

HARMONIC IMPLICATIONS

Most melodies of the Baroque period suggest a harmonic background to some
degree. In certain cases (e.g., Example 8), complete chord outlines within the melody
make the implied harmonies quite explicit. But note that even in such apparently har-
monic settings, clear linear elements are usually present; two step-progressions have
been indicated in Example 8, and two more in the “inner voices” might have been
shown.

Example 8 BACH: W.T. C,, Book I1, Fugue 15

In other melodies (Examples 9 and 124, for instance), the harmonic implications
are less definite. Sometimes the latter are even capable of being construed in two or
more different ways until they are clearly defined by the presence of another voice.
The three harmonic successions listed below the music in Example 9 illustrate this
point,
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Example 9 BACH: W.T.C., Book I, Fugue 1
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The term “harmonic rhythm” is commonly used to describe the pattern of har-
monic change in music. Although a harmonic basis is likely to be most definite when
two or more lines are involved, harmonic rhythm is apparent even in a single melodic
line that suggests a specific chordal background.

In the style we are considering, the tonality is invariably established at or near the
beginning of a melody. Fugue subjects and invention motives nearly always begin on
either the tonic or the dominant note, occasionally on the leading tone or the super-
tonic as an anacrusis. Tonic harmony occurring at the end of a subject or phrase nor-
mally falls on a strong beat (the first or third in a measure of four beats, the first in a
measure of two or three beats).

THE COMPOUND LINE

The type of line shown in Example 10 (consisting, in effect, of two or more lines
heard alternately) occurs frequently in works for unaccompanied stringed instru-
ments, where a sense of harmonic completeness would be difficult to achieve other-
wise. Such lines obviously involve a compound contour.

Example 10 BACH: Chaconne
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If the three lines implied in this passage were written as such, they would look
approximately like this:

Example 11
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RANGE

As a general rule, melodies of the seventeenth and eighteenth centuries tend to stay
within the range of a 12th, and many are considerably narrower in span. Fugue sub-

jects, In particular, most often confine themselves to a range of an octave; of those in

The Well-Tempered Clavier, only a few involve ranges as large as a 10th, and none
exceed that. Example 12 shows melodies with narrow and wide ranges, respec-
tively—a Sthin @ and an 1 1thin 4.

Example 12a BACH:
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W.T.C., Book 1, Fugue 14

Example 12b C.P.E. BACH: Kurze und leichte Klavierstiicke, No. 15b, Minuetto 11
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OTHER CONSIDERATIONS

So far we have done no more than to touch briefly on some of the many possibilities
in melodic contour and on some factors in melodic construction. We should now
review certain specific points involved in successful melody writing:

L. The fourth, sixth, and seventh scale steps (sometimes called “active steps”),
have particular directional tendencies in relation to the tonic harmony and in certain

other harmonic contexts as well. Example 11 shows the tendencies of the active steps
n C major.

EMmple 13
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The fourth degree, being only a half step above the third, most often moves in that
direction rather than a whole step in the opposite direction. Similarly, the seventh
degree tends to move to the closest scale tone, the tonic a half step above. Although
the half-step relationship does not apply in the case of the sixth scale degree (in
major, that is), the tendency of that note is normally downward to the fifth of the
scale, since the note ubove is itself an active tone.

However, if approached as in Example 144, these same tones may convincingly
move in the direction opposite to that shown above. Sometimes they leap to another
active tone, in which case the tendency of the first note is waived or its resolution is
taken over by another voice. In any case, the manner of resolution derives from the
tendency of the /ast note in a series of active tones (Example 145).

Example 14
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The second scale degree is sometimes considered active as well, but it has less
sense of gravitational pull than the fourth, sixth, or seventh degrees. Its most basic
tendency is down to the tonic note, though it often moves up to the third of the scale
instead.

In minor, the harmonic minor scale (Example 15) is normally the basis for implied
vertical harmonies in this style, in order that the dominant chord will be major, the
subdominant, minor.

Example 15
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In this scale, the tendencies of active steps are the same as those in major, even
though different interval relationships are involved in two cases; that is, the fourth
degree is a whole step above the third and the sixth degree a half step above the fifth.

The melodic minor scale (Example 16) is most often used for melodies, to avoid
the augmented 2nd that would occur between scale steps 6 and 7 if both were not
either raised or left in their “natural minor” form,

Example 16
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As a very general rule, ascending lines employ the ascending form of this scale,
descending lines the descending form. But harmonic background also plays an
important part in the choice of one or the other. There are times when the ascending
form must be used in a descending passage in order to imply the (major) dominant
chord (Example 17a); and the descending form is sometimes seen in an ascending
passage when the (minor) subdominant is to be implied (Example 175).

Example 17a BACH: W.T.C., Book I, Fugue 2

Example 17b BACH: W.T.C., Book I, Fugue 4
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It should be apparent, however, that in the case of the melodic minor scale the normal
tendency of the raised sixth and seventh degrees is upward, that of the lowered sixth
and seventh degrees, downward.

In any case, the awkward and unvocal interval of an augmented 2nd that occurs
between the unaltered sixth scale step and the raised seventh step (A-flat to B-natural
in C minor) is generally avoided in melodic lines. The exceptions are chiefly in pas-
sages that outline a diminished seventh chord (Example 18).

Example 18 BACH: Two-Part Invention No. 13

[
Aug. 2nds Aug. 2nds

Occas1onally the augmented 2nd is intentionally played up as a recurring characteris-
tic feature in a passage, as in Example 19.
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Example 19 BACH: Duct in F (from Clavier-Ubung, Part I11)
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In such cases, the corroboration of the unusual interval through repetition (and
canonic imitation in Example 19) gives it special validity and keeps it from sounding
merely haphazard.

Unlike the augmented 2nd, the melodic interval of a diminished 7th between the
unaltered sixth scale step and the raised seventh step of the octave below is entirely
usable and is found frequently in music of the Baroque and Classical periods (see
Examples 3 and 4 in Chapter 17).

2. Even in a single melodic line certain tones may be heard as nonharmonic to
implied harmonies and should be resolved. Since this point is much more likely to
arise as a problem in connection with two-voice exercises to be done later, further
discussion of it is being reserved for Chapter 4.

3. When two or more leaps are made in the same direction, the ear interprets all
the notes as belonging to the same harmony, assuming that none of them is clearly
nonharmonic. Therefore, consecutive leaps should involve only notes that form a har-
mony acceptable in the style being used. In the idiom we are studying, such succes-
sions as the following are generally ruled out for this reason:

Example 20
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If, however, the last note in each case is heard as being nonharmonic and is then
resolved, most such successions become usable. Reversing the direction of the sec-
ond interval in each succession in Example 20 would make them all acceptable, since
the sense of an implied harmony involving all three notes would then be canceled
out.

4. Even when they fit into the same implied harmony, two large leaps (say of a 6th
or more each) in the same direction should be avoided, since they would tend to take
the line too far in one direction too suddenly, and would bring about a lack of melodic
balance (Examples 21a,b,¢). After a large leap it is usually best to have the melody
turn in the opposite direction (Examples 21d,e).

Example 21
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5. As a very general rule, a leap followed by stepwise motion is preferable to
stepwise motion followed by a leap (Example 22).

Example 22
Good Doubtful Good Poor
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The faster the movement of the notes involved, and the wider the leap, the more
objectionable is this step-leap succession. It tends to crop up most often (in student
counterpoint) with the leap between the last fraction of one beat and the first note of
the next, as in Examples 22b and d. In slower-moving note values the result is slightly
better, though still weak, especially if the leap is over the bar line, as in Example 23a.
The sudden introduction of a leap after stepwise motion seems to call attention to
itself more at that point, possibly because there is normally a harmonic change there.
When the leap is from a strong beat to a weak beat, as in Examples 23b and ¢, the
result is more likely to be acceptable.

Example 23
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6. There should be some corroboration of musical elements, melodic or rhythmic
or both. Melodic corroboration may be achieved by the actual repetition of an ele-
ment—anything from a small figure to an entire phrase or section. The repctition inay
occur suceessively, as in Example 24, or after intervening matcrial,

Example 24 SCARLATTL: Sonata in B-flat Major (Kirkpatrick No, 441)

Sequence. in which a melodic element recurs on another scale step, 1s much more
frequent than literal repetition in this style, and is an extremely common and impor-
tant device in contrapuntal music of the tonal period. It ix illustrated in Example 23.

Example 25 BACH: Sinfonia No. 3
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The sequence is always conceived with some harmonic objective in mind—either
a progression within # single harmonic arca or a connection of two such arcas. In
addition, most sequences have a lincar function, For instance, in Example 25 note the
step-progressions within the upper voice. (Only the top one is indicated here.) An
interesting point in connection with sequence is that it often justifics the use of some
unusual feature which, if stated only once, might sound improbable and accidental,
The immediate corroboration not only assurcs the ear that the unexpected feature was
intentional, but creates a pattern that gives point and logic to the music. For instance,
in Example 26 the upward leap of'a 7th (D to C) with an unexpectedly long value on
the top note is entirely convincing because of its confirmation in the sequence and
because of the parallel resolutions of active tones (C to B and E to D). The step-lcap
succession in the fiest b segment is also exceptional. Observe that the line rises trom
G to B to D, the notes of the tonic triad.

The Single Melodic Line I7

Example 26 BACH: HW.EC.. Book 1, Fugue 15

T l v v v
) o, P—— e _ — ==
% ﬁ:@ﬁﬁf‘ S e e PR ]
w L ) )
a

[ - i
— —— — — e —— —

a b b M

[}

In Example 27, the repetition of pitches in the lower voice would have sounded
merely eccentric and awkward if it had occurred only once: as part of the pattern
heard here, it is logical and satistying.

Example 27 BACH: H.T.C.,, Bovk 1, Fupue 14

However, there is a limit to what sequence will justify. A feature that is actually
objectionable rather than merely unusual will not beeoine any more acceptable with
restatement. Also, it 1s important to remember that too many consccutive appear-
ances of 4 patlern in a sequence make for @« monotonous and over-obvious eftect, Asa
rule, three may be considered a safe limit.

Sequences of the rhythm alone are also possible, but rhythmic corroboration is
more often achicved merely by mcans of a characteristic pattern, such as that of the
dotted sixtecnth note followed by a thirty-second note in the following:

Examplc 28 BACH: W.T.C, BookIl, Prelude 16

Largo - il

There must not be too many different thythinic patterns nor too widely divergent val-
ues in the melody itself if unity and coherence are to be maintained.

7. Abrupt halts in the rhythmic motion are to be avoided. Where there is a choice
_belwcen motion on a strong beat and motion on a weak beat, the latter arrangement
'S generally preferable, so that there will be a sense of propulsion into the strong

“at, and so that the length of the note and the strength of the beat will be mutually
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supportive. For example, JJJ J . is normally more satisfactory than

. o J J o J . But this principle must not be taken too literally, for exceptions
are frequently brought about by special considerations in the musical pattern. Nor
does it apply when there is another voice that can maintain the rhythmic flow at
points where the first voice pauses.

SUGGESTED ASSIGNMENTS
Page in
Workbook
1. Exercises in error detection. 1

2. Write five melodies (or as many as specified by the
instructor) about four to eight measures in length.
These should demonstrate various types of melodic
contour. Have some melodies in major, some in minor,
and use different meter signatures and tempos.

3. Bring in three examples of step-progression in music
of the Baroque or Classical period. If the instructor so
specifies, the notes involved in the step-progressions
should be indicated with arrows, as in the text.

Chapter 3

Principles of Two-Voice
Counterpoint

If we were to analyze a large body of contrapuntal music of the seventeenth and eigh-
teenth centuries, we would find that certain broad principles prevail in it. These need
to be examined before actual exercises in two-voice writing are undertaken. The most
important are the following:

1. Each line must be good in itself.

2. There must be sufficient independence between the voices in terms of direction
and rhythmic motion.

3. On the other hand, they must have enough in common, stylistically and other-
wise, so that they will fuse into a convincing whole when combined.

4. The lines must imply a good harmonic succession. At any given point, the ear
hears not only the horizontal lines but the vertical results of combining them;
these vertical sounds must represent a satisfactory harmonic progression.

5. In this style, the voices must be primarily consonant with each other, disso-
nance being present, but in smaller quantities than consonance.

Let us go back now and consider each of these points separately, applying them to
the excerpt given in Example 1.

Example 1 BACH: Two-Part Invention No. 11

19



20 Principles of Two-Voice Counterpoint

QUALITY OF INDIVIDUAL LINES

In Example 1 each of the melodic lines is pleasing in itself. Each has a definite sense
of direction, an interesting curve. The upper voice is the better in this respect, since it
ascends to a more clearly defined climax point. Each line maintains a good balance
between stepwise motion and skips. A sequence in each voice at the beginning of the
second measure corroborates the patterns just heard and gives added interest.

INDEPENDENCE BETWEEN THE LINES

Rhythmically, the two voices in Example I exhibit a fair degree of independence. For
the most part, the motion is distributed between them. The only exceptions occur on
the third and fifth beats, where both voices move in sixteenth notes at once—and that
proves to be an agreeable departure from the pattern of differing values.

Another important element in the feeling of independence between the lines here
is the fact that their respective shapes are mostly dissimilar. That is, the rises and falls
in them do not come in the same places—again, with the exception of beats 3 and 5,
where both voices move briefly in parallel 6ths. Because of the contrary motion
employed elsewhere in the passage, the parallel motion here is pleasing by way of
contrast. If it were continued for very long, however, the effect would be that of a sin-
gle voice with a parallel harmony part rather than of two independent voices.

If two voices move in parallel octaves, the ear tends to receive the impression that
a voice has dropped out, and the feeling of real counterpoint is lost. It is for this rea-
son that parallel octaves between voices are ruled out. Of course this principle has
nothing to do with the device of doubling a melody an octave higher or lower
throughout a passage for the sake of added strength or a particular color, a device that
occurs constantly in orchestral, organ, and piano music, for example. In such cases
the octave doubling is not a real voice but merely a reinforcement of a voice already
present.

Parallel unisons are obviously to be avoided as well, since (even more than
octaves) they give the effect of reducing two voices to one.

Example 2 demonstrates parallel octaves (a) and parallel unisons (5).

Example 2
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Parallel Sths are likewise to be avoided, but principally because they imply paral-
lel triads, a device foreign to the style we are using. While this point may therefore
not be entirely appropriate under the heading of independence of voices, it can most
conveniently be discussed here along with other parallelisms. Any two parallel per-
Jfect Sths are poor (Examples 3a and b), as is the succession of diminished 5th to per-
fect 5th (at ¢). In the case of the latter succession, a further objection is that the
dissonant diminished 5th is not resolved. On the other hand, a perfect 5th to a dimin-
ished 5th is possible if the proper resolution follows (d).

Example 3
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These comments on parallelism have involved only counterpoint using note
against note (first species). Other situations will be taken up later as they occur in
connection with various exercises.

As a rule, the unison, 5th, and octave should not be approached by similar motion
in two-voice counterpoint (Examples 44, b, and ¢) because of the emphasis that such
motion gives to the perfect interval. (The effect is even more objectionable if both
voices leap.) However, the approach to the octave shown in d, with the strong root
movement in the lower voice, is good; it is seen frequently in cadences.

Example 4
Weak Good
T -1 T 1
a b

ii = TT I ,‘! ﬁ T | H ! ’r -
ﬁ = H—7r) = H——F “ H—¢ - —H

[ I T [#) 154 1T A= 1T 1l

[ r i 7 r
direct unison direct Sth direct 8ve

In counterpoint involving more than two voices, similar motion to a perfect inter-
val in inner voices or between an inner voice and an outer voice is not uncommon, In

such cases the relationship is less basic and less audible than it would be between
Outer voices.

UNITY

The third point in our list of requirements, the fact that the voices must have enough
In common, is chiefly a matter of stylistic unity. But, in addition, voices must not be
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too divergent from each other in terms of values and rhythmic patterns if they are to
mesh naturally. In Example 1 the use in both voices of the same values (sixteenth
notes, eighth notes, and an occasional quarter note) gives the two a high degree of
rhythmic unity. Such an arrangement is characteristic of much Baroque counterpoint.
So, too, is the maintenance of a steady pulse. The word “motoric” is sometimes
applied to music of this sort, in which the underlying metric/rhythmic pulse is consis-
tently apparent.

A further source of unity in the excerpt shown in Example 1 is corroboration of
melodic elements. The most obvious instance of this is the sequence in both voices at
the beginning of the second measure. But in addition, a small figure that occurs first
on the second beat in the upper voice recurs in slightly altered form on the next beat
in the lower voice and in contrary motion (with the direction of the intervals
reversed) on beats 7 and 8 in the upper part. (The appearances of this figure are
bracketed in Example 5.) And the scale passages, moving first upward and then
downward, contribute to the homogeneity.

Example 5 BACH: Two-Part Invention No. 11
(Contrary Motion)
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HARMONIC IMPLICATIONS

The fourth point in our list dealt with the harmonic background implied in counter-
point.

Example 6 shows, through chord symbols, the harmonies implied in the passage
we have been using for purposes of demonstration. Nonharmonic tones have been
circled.

Example 6 BACH: Two-Part Invention No. 11
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The chromatic alterations here, though analyzable in harmonic terms, are essen-
tially passing sounds; and the i§ near the end is dominant in quality (a point that will
be discussed presently). Thus the basic harmonic rhythm moves in half-note values.
Notice that all the members of each triad are included in one voice or the other, so
that the harmonies are implied especially clearly here.

Choice of Chord Tones

In two-voice counterpoint it is obviously impossible to have all three tones of a triad
sounded simultaneously. Of course they can sometimes be outlined in succession, but
that possibility is not always available. The question then arises: which chord mem-
ber should be omitted? If we experiment, using a C major triad, we find that omitting

the root E deprives the chord of its basic identity, and that the E and G might

now be construed as root and third of an E minor triad. 1t appears, then, that the root
must ordinarily be present. (However, if the C had been heard just previously, there
would be no question about the E and G being heard as third and fifth of a C major

triad.) Without the third E we cannot tell whether the triad is major or minor;
©

its color factor is conspicuously missing. Moreover, as was previously pointed out,
the open 5th is used sparingly in this style, since it tends to impart a certain archaic
quality. We conclude, therefore, that the third of the chord is a highly necessary mem-

ber. If we omit the fifth %, the effect is satisfactory. It might be argued that C

an_d E could be heard as third and fifth of an A minor triad. If the chord or key of A
minor had been heard just previously, that might be true; otherwise the ear would
probably choose the interpretation in which the bottom note is heard as root. In

Elxample 7 no chord fifths are present, yet all the harmonies implied are perfectly
clear.

Example 7

Of course if the fifth scale degree appears in a given melody and the tonic harmony
Seems called for, either the root or the third will have to be omitted, most often the
f00t, as at g in Example 8. And there are cases in which the chord fifth in the bass
With the third in the upper voice is perfectly satisfactory (at ).
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Example 8

Doubling

In two-voice contrapuntal wnting, problems of doubling are obviously not involved
to the extent that they are in four-part writing, And the rules of doubling that apply in
a four-voice texture are often waived for linear reasons in counterpoint. But it might
be well to point out the slight weakness of a doubled third in a prominent position, as
at @ and & in Example 9. At b, the third of the chord happens also to be the leading
tone. A doubling of it is particularly to be avoided, for if the tendencies of both active
1ones are fulfilled directly, parallel octaves will result.

Example 9
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However, if both voices move stepwise and in contrary motion through doublings of
this sort, the result is usually acceptable, especially if the doubled note is not on a
strong beat (Example 10).

Example 10

Also, sequences often justify the use of a doubling that might otherwise be question-
able.
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Choice of Harmonies; Harmonic Successions

[n writing counterpoint, we must not only suggest harmonies clearly but make sure
that the implied harmonic suceessions are good. Progressions that would be avoided
in four-part harmony must be avoided here as well, Example 11 illusirates some of
these.

Example 11
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In Example 11a the succession V IV, generally heard as a reversal of normal har-
monic progression when both chords are in root position, is implied. If IV were sub-
stituted for the IV on the third beat, the progression would be entirely usable.

In b it is the progression ii | (again, with both chords in root position) that is weak.
The ii should either progress o a V before going to I or move to a [§ if a cadence is
involved.

In ¢ the implied vi® chord is approached and left by leap, in the bass, whercas that
chord and the iii® arc usablc only as passing sounds with the bass moving stepwise.
Employed in that way, they do not actually express the degree function of vi or iii but
are what might be called “contrapuntal chords.” If it is argued that the A and C might
be heard as an implied 1V § instead (which is unlikely because of the E preceding),
the progression would still be a poor one, for reasons to be explained shortly.

In this style, the § chord is usable in four ways; (1) in cadences (1o be dis-
cussed presently); (2) as a passing chord; (3) in chord repetition—ithat is, with the
$ preceded or followed by the same harmony in first inversion or root position; (4) as
an embellishing chord. These uses are illustrated in Example 12,

Example 12
Cadential
1
T 3
,ﬁfrt,(i,,;g”_ o iL_,' ,;_.f —
| ‘ |
ey — :,:th—J
e S —— T




26 Principles of Two-Voice Counterpoint
Passing "
r Chord Repetition
c B d e
@ e e
4 & ! - 1 It | I ¥ 1 =
e = & - f ! o | S
i Tg s
G
- ’ ‘ — F f :
ve 1§ v 1° \ i° I 15
(vii*®)
Embellishing
Ja) f r . e . r S ] ]
o — e ——— + ’ !
‘@jt_‘_i—ia =, oo 1§
. |
. 1 1
— 2
1 s oo

In cadences (Examples 124 and b), the I § most often occurs on a strong beat and has
the quality of a double appoggiatura to the V chord that follows it. Consequently some
systems of theory (particularly those influenced by Schenkerian principles) use the V
symbol alone in analyzing the cadential progression 1§ V. Still others show all three
symbols: \I—ng/ The only instances in which the bass of a § chord is approached by

\Y%

leap are in the cadential progression ii I§ and in chord repetition.

The passing § (c and d) involves stepwise motion in the bottom voice (but not nec-
essarily in the top one). The notes labeled V § in d may be considered as implying a vii™
instead, with an F rather than a G as implied middle voice; in music of the Baroque
period involving figured bass, the symbol at such points is generally § rather than §.

The § used in chord repetition (¢) normally represents an elaboration of the root
position or first inversion triad, rather than a chord in which the bass has functional
significance. Example 22 on page 33 involves such a case.

The § as an embellishing chord (f) might be accounted for on purely linear
grounds—that is, as a double neighbor tone above a stationary bass. Because it is dif-
ficult to imply clearly without at least three voices, it seldom occurs in two-voice
counterpoint. The IV § is the chord most frequently involved in this use.

Since the bottom voice in two-voice counterpoint tends to sound like a real bass,
an implied second inversion triad results whenever the fifth of a triad appears there.
In case this implied § chord cannot be used in one of the ways just discussed, some
other solution should be found—either a different note in the lower voice or (if that
voice is given) a different implied harmony above it. Remember not to jump to or
from the bass of a § chord except in a cadence (ii I1$) or in chord repetition. For
example, both the following are poor:
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Example 13

The chords 1§, 11§, and VI§ (in major or minor) are of little practical use in this
style and should ordinarily not be suggested in contrapuntal writing. Notice that if the
principles given here are adhered to, two § chords on different scale degrees will
never appear in succession.

Harmonic Rhythm

Some comments on harmonic rhythm were given in the preceding chapter. It is
important to distinguish clearly between metric rhythm (the “beat™) and harmonic
rhythm. While the two may involve the same values, in much music they do not. For
instance, in Example 1 the meter signature was 4/4, yet the harmonic rhythm was

J 14 Jd Iy

In basic counterpoint exercises the most frequent patterns of harmonic rhythm are
those shown next. (The quarter note happened to be chosen as the unit here, but any
other value could have been used instead.)

Example 14

Inquadruple meters: 2 J ] ntriple meters: e J
b J f J
cJ  JJ 8 J-
¢ JJJ

When a pattern of frequent harmonic changes has been established and the bass is
fetained from a weak beat to a strong beat (either across the bar line in any meter
or from beat 2 to beat 3 in quadruple meter) the effect is static and poor. The weak-
ness lies in the fact that a change of bass is missing at precisely the point where it is
most needed to provide a sense of motion forward and harmonic pulse. This situation
I8 illustrated in Example 15a. Even when the bass is changed but the harmony
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retained “from weak to strong,” the effect is slightly static, though much less ebjec-
tionable (b).

Examplc 15
a b
| T ww '-‘—;0, =

- I\."*‘—‘—“[V‘S

. . [ . . .
In triple meter the harmonic thythm g . 1s generally avoided because of the

unnatural agogic accent it tends to pive the second beat. However, this is by no means
an invariable rule, and there are numerous exceptions. For example, like many
unusual patterns in music, this one can be made o sound quite acceptable by being
corroborated through repetition.

Cadences

It would be hard to overestimate the importance of cadenees in eighteenth-century
music. They establish key centers, mark the ends of sections within a composition,
and provide the necessary scnse of finality at the close of it

A frequent problem in student counterpoint is the failure to make the final eadence
strong enough and stylistically appropriate. To be convincing in this style, authentic
cadences must imply one of the following harmonie successions:

®IVV I @015V I 1 ($)V 1
(vi) (vi)

Since, as mentioned earlier, the cadential 1§ is essentially a decoration of the V that
follows it, it may or may not be included. When present, it occurs on a strong beat (in
the case of triple meter, on cither the first or sccond beat). Observe that in authentic
cadences the dominant chord 1s always employed in root position,

Example 16 shows a number of final cadences from Bach'’s Two-Part Inventions,
They should be examined carcefully for characteristic features. The excerpt shown in f
contains a deceptive resolution of V (to VI, here) in the second measure, and a pertect
authentic cadence at the end.
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Example 16 Final Cadences from Bach’s Two-Part Inventions
MNo.2
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When eadences oceur in the conrse of a eontrapuntal work, the rhythmic motion
does not stop on the tonie chord, as in the final cadences Just shown. Instcad, at least
one of the voiecs keeps the thythm going (Example 17),

Example 17 Interior Cadences from Bach’s Two-Part Inventions
L —
- —U — a1
. __—_-1,,;_}; T
|
o reuer v _— ier—ep——a
i = -
e =
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Nonharmonic Tones

While nonharmonic tones might logically be considered under the heading of har-
monic implications, a full discussion of the various types is being reserved for the
next chapter in order that that material can be related more directly to the first exer-
cises that actually use nonharmonic tones. They are touched upon in a general way in
the section that follows, on consonance versus dissonance.

CONSONANCE VERSUS DISSONANCE

The fifth point concerns the need for a basically consonant style and obviously
involves the question of the intervals used between voices—that is, the vertical or
“harmonic” intervals. It may be helpful, first of all, to review the matter of where the
various intervals are found within the major scale (Example 18) and to go over some
points of terminology.

Example 18

minor 2nds major 2nds minor 3rds major 3rds
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© [ ® ] & [ ] et N b 18] ~7 1 © [ X = = [ & ] 11
[ 8 ] e O ~ 1N} [ @] 1T 11 e =y [ & ] ~ 1
¢ e U o O
perfect 4ths Aug. 4th  dim. 5th perfect Sths
Vo) o e FeY hod
L7 4 =~ — = ¥ 1T ~ I7 [ & ] 18
[ 8 ) © 1T - H [ % ) ~7 o 1T = (5
[ 8 ] ~7 1T Ly ~F O I [ %] ~ 18] ~ ja i
1T [® ) 7 1T = s A1 ¥ 11
oJ o U O d =3
minor 6ths major 6ths minor 7ths major 7ths

In minor, additional harmonic intervals occur, notably the augmented 2nd (between
the natural sixth scale step and the raised seventh step) and its inversion, the dimin-
ished 7th. These intervals can seldom be used in note-for-note counterpoint because
of the intervals to which they normally resolve, a perfect 4th and a perfect 5th,
respectively.

For purposes of designation, intervals of more than a 10th—and sometimes the
9th and 10th as well—are generally reduced to their simplest terms. For instance, an
11th can be called a 4th, and a 13th can be called a 6th.

An essential interval is one in which both notes belong to the harmony implied. In an
unessential interval at least one of the notes is foreign to the harmony (nonharmonic). It
then resolves to a harmony note or becomes harmonic itself as the other voice moves.
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Example 19 shows essential and unessential intervals in various relationships.
Nonharmonic tones are circled, and numbers applying to unessential intervals are
enclosed in parentheses.

Example 19

@ o ? - ZJ
I T ——"

—_
@) 3 (2 A4 6 (7) 8

-

!
i ;q\'
% | "

L =

V—-" 16 1

As the table that follows will show, essential intervals are mainly consonant, and
they occur most often on the beat. Unessential intervals are more likely to be disso-
nant than consonant and may occur between beats or on the beat with the “real” inter-
val following. The first pattern is the more frequent. This whole subject will be
examined in more detail in Chapter 4.

Inasmuch as the terms consonance and dissonance are purely relative and even
debatable, a chart is given next to show how vertical intervals are traditionally classi-
fied in the idiom we are concerned with, and also to give some idea of their relative
frequency in two-voice counterpoint of the period.

Consonant Dissonant
major 3rd augmented 4th | fairly frequent; usable principally as
minor 3rd diminished 5th§ essential intervals implying V’
major 6th frequent
minor 6th
perfect 8ve
major 2nd infrequent as essential intervals
perfect Sth infrequent  minor 7th
minor 2nd
major 7th very infrequent as essential intervals
perfect 4th

It can be seen from this chart that the most usable intervals are the 3rd, 6th, and
octave. The octave appears less frequently than the other two, and occurs most often
on the tonic note at the beginnings and ends of phrases or sections, sometimes on the
dominant note, and occasionally on other notes.

Probably the reason for the relatively rare use of the perfect Sth is that it has the
bare, incomplete sound of a triad without a third and is a bit stark for this style. When
it is used, the third of the triad very often precedes or follows shortly.
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The “horn 5th” (illustrated in Example 20) involves a particular note-pattern
which arose as a result of instrumental practice and became hallowed by traditional
usage.

Example 20 SCARLATTI: Sonata (Kirkpatrick No. 104)

Allegro

A[ gj] \(#
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This figure was frequently given to the horns in the days when they were valveless
and therefore restricted as to the notes they could play.

Notice that the augmented 4th and the diminished 5th occur, in major, only
between the leading tone and the fourth scale step, both active tones contained within
the dominant seventh harmony. This fact prompted the comments, in the preceding
chart, about their use.

The perfect 4th is a special case. Although relatively consonant acoustically, it is
classed as a dissonance in this style because of its incomplete and “top-heavy” qual-
ity (less acceptable than that of the perfect 5th), and because its characteristic use on
the beat in two-voice Baroque counterpoint is that of an unessential interval resolv-
ing to a 3rd (Example 21).

Example 21 C.P.E. BACH: Kurze und leichte Klavierstiicke, No. 1,Allegro
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Another point against the use of the perfect 4th as an essential interval is that it some-

times suggests § chords at points where they would be stylistically inappropriate.
While the 4th can seldom be employed essentially in note-for-note counterpoint,

in other species of counterpoint it occasionally occurs essentially on a weak beat in a

fast tempo or with a short time value (Example 22).
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Example 22 BACH: Two-Part Inventions

In such cases the essential 4th is acceptable because the implied harmony (for
instance, B-flat major in Example 22a) is felt to be in root position from the time the
root is first heard in the bass. Thus the 4th implies a decoration of the root-position
harmony rather than a true § chord.

If we return now to the opening measures of the Two-Part Invention in G Minor
and analyze the intervals in the light of the material just discussed, we arrive at the
results shown in Example 23.

Example 23 BACH: Two-Part Invention No. 11

3(8) 6(6)6d5(A4)3 8 (7)3* 5 (3)5
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g — e e et

The essential intervals here in Example 23 are, in order of frequency, 3rds, 6ths,
octaves, diminished 5ths, and perfect 5ths. Of these, the first three appear on the beat
or on the second half of a beat, the others between those points. The unessential inter-
vals are 6ths, 4ths, 7ths, octaves, 2nds, and 3rds. There is only one unessential inter-
val on the beat.

=
3

Hin

SUGGESTED ASSIGNMENTS
Page in
Workbook
1. Exercises in error detection (1:1) 2
2. Be prepared to discuss the requisites of good counter-
point.
3

- Be prepared to comment analytically on examples of
two-voice music specified by the instructor, in terms
of the points discussed in this chapter.
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SELF-TEST

How is the interval of a fourth treated in two-voice 18th-century counterpoint?
Why are parallel octaves ruled out in counterpoint?

What is an “unessential” interval?

Give the three harmonic intervals (those between voices) that are most useful
in two-voice Baroque-style counterpoint?

What are the four situations in which a § chord can properly be implied?

How should an implied vi® or i1i® be used in this style?

What is a step-progression?

Why should two successive leaps of a 4th in the same direction (with none of
the notes nonharmonic) be avoided in a Baroque-style melodic line?

b o

=

Chapter 4

Two-Voice Exercises,
1:1,2:1

In counterpoint exercises, one voice is usually given. This is known as the cantus fir-
mus! (fixed voice), and that term is commonly abbreviated to “C.F.” The position of
the C.F. as upper or lower voice (in two-voice exercises) is often specified.

When the C.F. is counterpointed with one note in the added voice against each
note of the C.F., the result is called “first species” Counterpoint. This species can con-
veniently be designated by the ratio 1:1, said as “one against one.” The various
species traditionally used in counterpoint study are as follows:

First species: 1:1

Second species: 2:1 and 3:1

Third species: 4:1 and 6: 1

Fourth species: Syncopated

Fifth species: Florid (a combination of the other four species)

~ Even though the approach used in this book is a great deal freer than that of tradi-

tional species counterpoint, we shall be working exercises involving the first four of
these thythmic ratios in order to explore the possibilities and problems peculiar to
f?ach. The fifth species will not be undertaken as such, since it closely paraliels work
In free counterpoint to be done.

NOTE AGAINST NOTE (1:1)

Most of the rhythmic relationships just mentioned occur frequently in actual music,

but . L . o .
the 1 : 1 ratio is seldom used for long at a time. The reason for this is that it lacks
'T i . .

Whichhe Latin plural is cantus firmi. The ltalian equivalent, canto fermo, is sometimes used instead, in

case the plural is cansi fermi.

35
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rhythmic independence between voices, an important requisite of good counterpoint.
However, it is sometimes employed for a few beats or even a few measures, as in the
following excerpts.

Example 1a SCARLATTI: Sonata in A Minor (Kirkpatrick No. 3)
0 f } y-S—— » =  — 3 ! ——
S =P E S s e e
T T y — - T —
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Example 1b BEETHOVEN: Sonata, Op. 13
Ol .
Py 9{ 7 -j = g bor ‘{ J ;i __..i 3
P
I " | e
b 1{7 T V%’ ]I (&3 { g [ ! Vi Hr gy ‘}
Example 1¢ MOZART: Symphony No. 41, K. 551
p—8 8 8 B i
% #1y = 8— 88— e
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(Violins)
A —
&y = B 78 -
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In order to illustrate the type of exercise to be done first, let us suppose that we

have been given the C.F, shown on the top staff of Example 2 to be used as upper

voice. Below it we are to add another voice in 1: 1 relationship. One possible counter-
point is shown on the lower staff. The vertical intervals are described by numbers
placed between the staves, and implied harmonies have been indicated at the bottom.

Example 2
CFE
F W | " I
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& 2= 5 o = : : =2 !
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8 6 6 3 3 6 6 3 8
6y = |n ‘lg (2] 1= |
—, - P — 1 = i)
SEnSES= i : ] T x i
1 vé ¢ v I e i v I

Two-Voice Exercises, 1:1, 2: 1 37

Only essential intervals are to be used in 1: 1 exercises. Of these, the 6th, the 3rd,
and the octave should appear with greatest frequency. The octave should be employed
chiefly on the tonic note at beginnings and endings; it may also occur on the domi-
nant note or, rarely, on another note (the leading tone excepted) if voice leading
makes its use logical—for example, between a 10th and a 6th, with the voices moving
stepwise in contrary motion. In such cases it is generally in a weak rhythmic position.
The perfect Sth may be used occasionally, preferably surrounded by 3rds or 6ths.

Examples 3, 4, and 5 show faults frequently encountered in student work.

Example 3
CE a b c d e f
g — — }
W [# 5 & T {’ } { ]k’ —— ) @18
T T
8 5 5 3 6 3 4 8 8
2 £ 4o
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In Example 3 the following bad features can be pointed out:

1. Ataand b, the Sth is a questionable choice as interval.

2. At b, there are parallel Sths.

3. Atc, the tendency of the leading tone (G) has been ignored. It should go up to
A-flat, not down to E-flat. Furthermore, the bass of the 1§ chord should not
have been approached by a leap, since the preceding chord is not ii and chord
repetition is not involved.

4. Atd the harmony is carried over from the weak second beat to the strong third
beat. Also, the interval of a 4th is poor.

S. At e, the leading tone has been doubled.

6. At/ there are parallel octaves.

Example 4
} :
) F——>p — 5 = e
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a S g g £ 2 o o
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Here in Example 4 there is too much consecutive use of the same interval, the 6th.
The lines consequently lack independence of curve. As a general rule, an interval
should be used no more than three or four times in succession.
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Example 5

C.F
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In Example 5 the harmonic intervals are satisfactory, but the lower voice keeps
réturning to A-flat, Its curve is uninteresting and lacks any strong sense of direction,

In working the cxercises assighed in the Connterpoint Workbook, in which various
rhythmic ratios are to be used, observe the following directions:

[. The same pitch should not be used twice in succession. This would, in effect,
give the note double value and would alter the intended rhythmic ratio between
the voices,

2. In most cases, the voices should not be niore than two octaves apart. Gaps of
greater distances may occur briefly now and then. For the time being, the
voices should not cross.

d

The bottom voice should be considered a bass-—that is, the cquivalent of the
bottom volce in an actual harmonization. Remember, however, that “bass™
does not necessanly mean “root”; notes in the lower voice will often be the
third of the implicd harmony, occasionally the fifth or the seventh.

(1:1 exercises may be done at this point.)

TWO NOTES AGAINST ONE (2:1)

The excrcises to be done next will involve pulting two notes in the added voice
against ¢ach note of the C.F The excerpts in Example 6 illustrate the 2 ;| relation-
ship, cach with a different basic unit (quarter note, half note, eighth notc).

Example 6a BACH: French Suite No. 2, Menuet
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Example 6b FRESCOBALDI: Canzoni alla Francese, Canzon Prima, detta La
Roverta

Example 6¢ HANDEL: Suite No. 10, Allegro

3 ktad

Nonharmonic Tones?

The chief new feature that will be encountered in 211 exercisey is the possibility of
using nonhanmonic tones and the unessential intervals they create. Consequently, a
brief review of nonharmonic tones here may prove helpful. In Example 7, which
gives short illustrations of the various types, the nonharmonic tones arc circled.
Unfortunately there is considerable divergence of opinion about the classification
and labeling of such notes, and in some cas¢s two or mere names for a particular type
are in commeon usage,

“Sometimes called “nonchord tones"—abbreviation “NCT.” This term is preferred by those who use
the word “harmaony" to mean the harmonic progression in an entire composition and “chord™ to mean the
¥ertical harmonic structure 4t any given point—a valid distinction and one cssential to Schenkerian
thoughy, Nevertheless, “nonharmonic™ has been retained here ay being the term most widely used and
Underston.
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Example 7 Nonharmonic Tones
PASSING TONES

Unaccented Accented Two in succession Double Chromatic
NEIGHBOR TONES (Auxiliaries) CHANGING TONES
Diatonic Chromatic (Cambiata)
o 1 [ . L1

1 JT T T "j 4:_'{

1T O 1T 1T
Upper Lower Upper Lower Characteristic
i Cambiata
APPOGGIATURAS ESCAPE TONES (Echappées)

e =T fF ¢

Characteristic Unaccented
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Abbreviations

App = Appoggiatura
E = Escape tone

S = Suspension

A = Anticipation

P = Passing tone

N = Neighbor tone
Ch = Changing tones
Ped = Pedal point

A passing tone is a nonharmonic tone that moves by whole or half step from one
harmonic tone to another (occasionally to another passing tone which then resolves).
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A neighbor tone (or auxiliary) is a nonharmonic tone a whole step or a half step
above or below a harmonic tone. It is approached from the harmonic tone and returns
to it.

Changing tones, sometimes known (especially in the first form shown in Example
7) as the cambiata figure, are two neighbor tones used in succession. They may or
may not be approached from the harmonic tone of which they are neighbors, but they
always proceed to it. Some recent theory texts refer to them as a “neighbor group.”

An appoggiatura (“leaning tone™) is a nonharmonic tone approached by leap and
resolved stepwise, most often in the direction opposite to the leap. In its characteris-
tic form, it is accented; that is, it occurs either on a strong beat with the resolution fol-
lowing on the next beat, or on the first part of a beat with the resolution taking place
on the second half of that beat. For this reason, some systems of theory employ other
labels when the nonharmonic note in such a pattern is unaccented. Of these labels,
the most logical seems to be “incomplete neighbor tone”—a neighbor tone
approached by leap instead of from the harmonic tone of which it is a neighbor. The
appoggiatura is sometimes written as a small “grace note,” as in Example 8c. In such
cases it is played on the beat, and its value is subtracted from the note that follows.
(The same type of notation is used for the accented passing tone at the beginning of
measure 3 in Example 8¢.)

An escape tone, or échappée, is a nonharmonic tone which, in its most usual form,
is approached from a harmonic tone one scale step below, and which then leaps
downward to a harmonic tone; the latter is not necessarily a member of the harmony
just heard. (This is the pattern seen in Example 84.) Very rarely, the escape tone is
approached from a harmonic tone one scale step above and leaps upward to a har-
monic tone. As can readily be observed, the escape tone reverses the leap-step rela-
tionship involved in the appoggiatura pattern. Like the appoggiatura, it might be
thought of as a form of incomplete neighbor tone, but this time with the stepwise
return to the original harmonic tone missing.

Example 8 illustrates the use in actual music of the nonharmonic tones defined so
far.

Example 8a BACH: Sinfonia No. 12

Bils.

N
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Example 8b VIVALDI: Concerto in F Major for Violin, Strings, and Cembalo*
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*The cembalo (harpsichord) part is not included here. It consists of the same line taken by the cellos

and double basses, plus figured-bass symbols.

Example 8¢ C.PE. BACH: Kurze und leichte Klavierstiicke, No. 15b, Minuetto IT
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Example 8d HAYDN: Sonata in C Major

Il
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The chief point to remember in using these nonharmonic tones is that they must
be resolved stepwise—with the exception of the escape tone, of course. The latter
nearly always appears in the pattern involved in Example 84. A fault frequently
encountered in student counterpoint is that of allowing a note which obviously has
the function of a passing tone to leap rather than “pass” stepwise.

A suspension is a member of one harmony tied over or repeated as a nonharmonic
tone in the next, and normally resolved downward into that harmony. Suspensions
that resolve upward are sometimes called “retardations.”

An anticipation is a nonharmonic tone that occurs just in advance of the harmony
to which it belongs. Its most frequent position is in cadences.

Both suspensions and anticipations will be taken up in some detail a little later on
in connection with syncopated (fourth species) counterpoint.

A pedal point is a sustained or repeated note, usually on the tonic or dominant
pitch, which lasts through two or more harmonies. (Its name stems from its charac-
teristic use in the pedal part of organ music.) Although it is most often seen in the bot-
tom voice, it may occur in any voice. It usually begins and ends as a harmonic note,
but may, between these points, be dissonant to the harmony-—that is, nonharmonic.
In Example 9a the tonic pedal point appears in both the middle and the bottom
voices; one has repeated eighth notes, the other, longer sustained tones. In Example
9b the tonic pedal point is part of an eighth-note figure.

Example 9a HAYDN: Sonata in E-flat Major
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Example 9b BACH: French Suite No. 6, Bourrée
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Placement of Harmonic and Nonharmonic Tones: Vertical Intervals

An example in the preceding chapter illustrated the use of harmonic and nonhar-
monic tones in various relationships. It is shown again here, slightly altered, for pur-
poses of further analysis:

Example 10
a a b c c
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At points marked a (Example 10), there is a harmonic tone on the first half of the
beat and a nonharmonic tone on the second half, With the lower voice, these create an
essential interval followed by an unessential interval.

At b there are harmonic tones on both halves of the beat (two essential intervals).

At the two points marked c there is a nonharmonic tone on the first half of the beat
with the harmonic tone following (an unessential interval followed by an essential
interval).

These are the three chief arrangements of harmonic and nonharmonic tones
(within the beat) usable in 2: 1 counterpoint. The ones shown at ¢ undoubtedly origi-
nated through rhythmic displacement of the tones in relationships such as those seen
at @ and b. In other words, a tone first employed in a light rhythmic position (off the
beat) came to be used on the succeeding beat. This process is illustrated in Example
11, in connection with an unessential perfect 4th at g, an unessential major 7th at b.

Example 11
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Basic Rhythmically
form altered form
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A further possibility, though one seen less frequently, can be illustrated by chang-
ing the second measure of Example 10 slightly:

Example 12
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Here in Example 12, the nonharmonic C in the top voice on the first beat of the sec-
ond measure is now a quarter note, and instead of resolving within the beat it delays
its resolution until the second beat. Thus both vertical intervals within the first beat
are unessential. The principle involved is this: when the harmonic rhythm encom-
passes two beats (whatever the meter signature), the style we are using accommo-
dates an unessential interval on one of these beats with the essential interval on the
other. In such cases the quarter note obviously assumes the role that the eighth note
has in a quarter-note harmonic rhythm,

The intervals of a 2nd, a 7th, and a perfect 4th were avoided in 1:1 exercises
because they are not usable as essential intervals there. It should now be apparent that
in 2: 1 counterpoint they become entirely acceptable for use as unessential intervals.
In that role, they most often occur between beats; but even when placed on the beat
with the essential interval following, they are heard as having only secondary impor-
tance—that is, merely as tones connecting the basic 1: 1 counterpoint.

Very rarely, the major 2nd and the minor 7th may occur as essential intervals in
2:1, providing that the other members of the implied seventh chord precede or follow
closely (Example 13).

Example 13
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Techniques of Writing 2: 1

One way, though not necessarily the best way, of writing 2: 1 counterpoint is to start
with a 1:1 version and convert it by the addition of notes between the beats, in one
voice. Example 14 shows how a 2:1 version might be derived from a 1:1 counter-
point we have used previously. Of course only the top and bottom voices in the exam-
ple are intended to sound in the 2: | version.

Example 14
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Various devices for expanding | : 1 counterpoint to 2: 1 can be seen in operation here.
Probably the easiest and smoothest of these is simply the insertion of a passing tone
between two notes originally a 3rd apart, as at d and e. Sometimes a 4th in the 1:1
version can be filled in with two adjacent passing tones, one of them accented, as at c.
At the beginning and near the end, the original |:1 counterpoint moves by step and
obviously does not allow for the insertion of a passing tone (except a chromatic pass-
ing tone, which would not be particularly appropriate in this style). However, a leap
to a chord tone can be made instead, as at a, b, and /' Care must be taken not to
overuse this latter device. Too much outlining of chords to the exclusion of stepwise
motion becomes tiresome and tends to make the voice sound less like a line than a
succession of harmonic figurations.

A second, and frequently preferable, approach to the writing of 2:1 counterpoint
is to invent the 2: 1 version directly, without having it grow out of a 1:1 version, in
which case one major possibility is added: we can have the same note on adjacent
beats because other notes will intervene, and the notes on the beat will then not be
repeated in succession. For example, according to the restrictions that apply in 1:1
counterpoint, we could not write the following because of the repetition at a and b:

Example 15
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But in 2: | counterpoint there would be no objection to the following:

Example 16
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In this particular example (16), a lower neighbor tone carries on the eighth-note
motion at @ and b. But these notes between the beats might have been chord tones
rather than nonharmonic tones if we had happened to choose another counterpoint.

Parallelism

In 1:1 counterpoint, parallel octaves and Sths are generally apparent to both the ear
and the eye. But in 2: 1 the presence of intervening notes between the beats makes
the situation more complex as far as the recognition of parallelism is concerned.
There are even certain note patterns that are condemned by some writers on counter-
point on the grounds of parallelism but accepted by others. It would seem, then, that
the only sensible criterion is what was actually practiced by composers of this period
(Bach, in particular), and it is this standard on which the comments in Example 17
are based.

Example 17
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The cases given here in Example 17 can be listed according to the following cate-
gories, which may be of some help in remembering which patterns are usable:
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1. “open” (with intervening notes in one voice, as in @ and e): bad

2. “symmetrical” or “corresponding”
a) with parallelism on strong beats, as in b and /> bad
b) with parallelism on weak beats, as in ¢ and g: possible?

3. “asymetrical” (parallel intervals not at corresponding places in the measure, as
ind and %): good

It is obvious, then, that if there are parallel octaves or Sths in a 1:1 version, the
addition of intervening notes in a 2:1 version will not destroy the feeling of paral-
lelism. Also, it is particularly necessary, in converting 1:1 to 2:1, to be on guard
against parallel octaves that may be formed by the addition of notes (Example 18).

Example 18
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One special case should be mentioned. The consecutive 5ths illustrated in the next
example are not considered objectionable, since the second of the two is unessential.
They may therefore be used freely.

Example 19 SCARLATTI: Sonata (Kirkpatrick No. 377)
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(Diatonic 2: 1 exercises may be done at this point.)

JHowever, this arrangement is not desirable if dissonances occur on the strong beats, as in: %;ﬁ;’ 3
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SUGGESTED ASSIGNMENTS

Page in
Workbook
1. 1:1 exercises, major, diatonic 3,5,6
2. 1: 1 exercises, minor, diatonic 6,7
3. Exercises in error detection (2:1,3:1,4:1) 9
4. 2: 1 exercises, major and minor, diatonic 11,13, 15
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Chapter 5

Chromaticism (Two Voices)

MELODIC VERSUS HARMONIC USAGE

Chromaticism (the raising or lowering of a diatonic scale degree by a half step) may
be entirely a melodic element or it may carry harmonic implications as well; on occa-
sion the two functions are involved at the same time in different voices. In Example 1
the chromatic nonharmonic tones (circled) illustrate the purely melodic function.

Example 1 C.P.E.BACH: Kurze und leichte Klavierstiicke, No. 17, Alla Polacca
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Such a use is clearly a decorative one, since the chromatic notes do not figure in the
harmonic structure but simply ornament a diatonic melody.

In Example 2, on the other hand, most of the chromatically altered notes have har-
monic significance; they are integral parts of the melodic line, in that they contribute
1o its shape and individual character.

Example 2 BACH: W.T.C., Book 1, Fugue 12
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Two excerpts involving a chromatically descending line are given in Example 3.
Although in each case the line serves as the bottom voice at the start, it later appears
as the upper voice; this interchange can be seen in the second measure of b.

Example 3a BACH: Sinfonia No. 9

Example3b ~ BACH: W.T.C., Book 11, Prelude 20
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The works from which the last three examples were taken provide excellent illus-
trations of characteristic Bach treatment of chromaticism and are especially recom-
mended for study. Notice that in subjects and motives, isolated bits of chromaticism
are avoided, if the chromatic element is present at all, it is generally corroborated at
several points.

In many instances, chromatic alterations are not fixed parts of motives or themes
but are inserted at certain points with the purpose of suggesting a particular nondia-
tonic harmony. This device is most often used in connection with “secondary domi-
nants” (or “applied dominants’ or “dominant embellishing chords™). These are triads
or, more often, seventh chords that stand in the relationship of dominant to a chord
other than the tonic. In order that this relationship may be seen clearly in Example 4,
the basic harmonic structure has been given below the music.

Example 4 BACH: French Suite No. 6, Allemande
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In the first measure of Example 4, the D-natural is the seventh of the V7/1V; it had to
be included if a truly dominant effect was to be produced, since an E major triad
would merely have sounded like the tonic chord. The A-sharp in the second measure
is the third of a secondary dominant (V7/V). There, a triad would have been sufficient
to suggest V/V, but the seventh is included as part of a sequence and helps, in any
case, to heighten the dominant effect.

Another basically dominant harmony that often functions as a secondary domi-
nant is the V117 (or incomplete V®) of a diatonic chord. 1f the diatonic chord is minor,
the VII7 of it is a diminished seventh (commonly written vii®?); with a major triad, the
natural form of the VII” is a half-diminished seventh (vii®7), but it is sometimes
altered to the diminished form. Example 5 illustrates the use of both diminished and
half-diminished sevenths as secondary dominants.
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Example 5§ BACH: Two-Part Invention No. 6
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Incidentally, Example 5 contains some interesting and highly unusual departures
from normal patterns of harmonic rhythm; in measures 7 and 8 the effect is almost
that of a hemiola—three measures of 2/8 superimposed on the two measures of 3/8.

In addition to secondary-dominant forms, various other altered harmonies appear
in the style we are studying. A complete catalogue of these is neither appropriate nor
possible here; but it would include the Neapolitan sixth (indicated by “N” in Example
5), which is quite common in music of the Baroque period. On the other hand, aug-
mented sixth chords (Italian, German, and French sixths) appear only rarely in that
music and then almost invariably in textures of three or four voices, most often the
latter. (Obviously, they are difficult to imply with only two voices.) For that reason
they will not be illustrated here.

It must be remembered that chromaticism, however used, invariably has a diatonic
framework.

MODULATION

h} the examples of chromaticism shown so far, the altered chords operated within a
given key. But they may also occur in the process of modulation, the new key being
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established by a cadence. Example 6 shows a common-chord modulation, by far the
most frequent type in this style.

Example 6 BACH: French Suite No. 6, Polonaise
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Common-tone modulation and enharmonic modulation are virtually nonexistent
in Baroque music. Although chromatic progression is frequent enough, actual chro-
matic modulation (with no diatonic harmony in common between the two keys) is
relatively rare. In Bach’s music it occurs chiefly in works or passages of a free nature,
such as fantasias or the recitative sections in the Passions, though there are also some
instances in the chorale harmonizations. Given the contrapuntal forms that students
will be using as models in their writing projects, it is unlikely that they will have
occasion to use chromatic modulation. The same is true of modulation (by whatever
means) to a foreign key. The term “foreign™ is applied to a key whose signature dif-
fers by two or more sharps or flats from that of the original key.

Change of mode (major to minor or vice versa), which in some systems of theory
is considered a modulation and in others simply a “mutation,” is occasionally seen in
the eighteenth-century idiom.!

It is important that the relationship between modulation and form in the Baroque
period be understood. In the dance suite, the characteristic form of individual move-
ments is bipartite, with the first part ending in the dominant or the relative major and
the second part returning to the tonic. Thus modulation figures in both parts and is a
factor in delineating them. In fugues and inventions it is nearly always involved in
episodes, in order that a statement of the subject or motive may appear in a new key.
And in other works of a freer nature (such as preludes) it is valuable in providing a
state of dynamic unicst in the middle portion, an effect that is pleasing as a contrast to
the more-or-less key-centered character of the opening and closing portions. There
are, then, distinct formal and esthetic reasons for modulation, and an awareness of
them will help to clarify this aspect of chromaticism.

IFurther information on all these procedures for effecting modulation can be found in Tonal Harmony,
3rd ed. by Stefan Kostka and Dorothy Payne (New York: Alfred A. Knopf, 1995), Chapters 21 and 22.

Chromaticism (Two Voices) 55

CHROMATIC SPELLING

A few reminders on chromatic spelling may not be amiss here. In an ascending chro-
matic passage the chromatic note is normally spelled as the raised form of the pre-
ceding diatonic note (for example, C, C-sharp, D), in a descending passage as the
lowered form of the preceding diatonic note (D, D-flat, C). The ascending and
descending forms of a chromatic scale in C would therefore be spelled as follows:

Example 7
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Two exceptions can be seen here. The raised sixth scale step may be spelled as the
lowered seventh step instead, when that spelling conforms with the harmonic back-
ground. For the same reason, the raised-fourth spelling is very often substituted for
the lowered-fifth spelling in descending chromatic passages. Notice that we do not
normally raise the third and seventh scale steps in major, since in each case there is an
actual scale tone a half step above that can more properly be used. By the same token,
the first and fourth scale steps are almost never lowered chromatically.

In a chromatic line that reverses direction, the ultimate destination of the chromat-
ically altered note determines how it shall be spelled. This point is illustrated in
Example 8.

Example 8
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CROSS RELATIONS

As a rule, chromatic alteration of a tone is best introduced in the voice that has just
had that tone {Example 9a). Otherwise a cross relation () results. Even when other
flotes intervene between the beats (¢ and d) the effect is poor, and such cross relations
should be avoided. The arrangement at e is not considered a cross relation; it merely
Involves an octave doubling of the tone that is to be chromatically changed.
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Example 9
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However, cross relations that result from the simultaneous use of the ascending and
descending forms of the melodic minor scale are common in this style and are gener-
ally acceptable (Example 10).

Example 10 BACH: Sinfonia No. I
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CONCERNING TWO-VOICE CHROMATIC EXERCISES

Chromatic alterations in melodies given in the Workbook are intended to be parts of
the harmonic structure (as opposed to chromatic nonharmonic tones). A chromatic
note that is a raised pitch will often be found to work best as the third of a secondary
dominant, a lowered note as the seventh. (Both these situations figured in Example
4.) For instance, if we encounter the succession C, C-sharp, D in a given melody in C
major, the C-sharp might be made to sound like the third of a dominant-type chord—
A, C-sharp, E, (G), which is V7ii. To accomplish this, we could have the other voice
take the root, A, or the seventh, G. The latter creates a tritone with the third, and since
that interval normally appears only within dominant-seventh (or vii®) type harmonies
in this style, it suggests the characteristic dominant quality more definitely. Ina 2 : 1
version, we could use the A and G in succession, the latter as a passing seventh. These
possibilities are shown in Example 11.
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Example 11
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Similarly, the note B-flat in a C-major melody will most often be made to suggest the
seventh of a V'/1V (C, E, G, B-flat). The note clearly needed in the other voice for this
purpose is E, the third of the chord (Example 12).

Example 12
(2:1, based on a)
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Although the 1:1 ratio seldom figures in chromatic passages found in actual
music, it is used almost exclusively in the excerpt quoted in Example 13. For that rea-
son, this example provides illustrations of chromatic alteration in a context similar to
that of the most basic exercises to be done. Observe that secondary dominant seventh
chords are consistently implied there, through the use of a tritone formed by the third
and seventh of the chord. (In this case the seventh is in the lower voice each time.)
Concerning the interval of an augmented 6th on the second beat of measure 6: with
only two voices, no one of the augmented sixth chords can be specifically suggested;
but the Jtalian sixth is the most likely to be heard because of the implied IV® (with C
as middle voice) on the preceding beat. This sonority, like those implying secondary

“dominants earlier in the passage, is created by linear movement between notes that

imply diatonic harmonies.
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Example 13 ANON.: Menuet from The Little Notebook for Anna Magdalena Bach
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L. 1: 1 exercises involving chromaticism 15,17
Altered chords other than secondary dominants (for example, the Neapolitan 2. 2: 1 exercises involving chromaticism 17,18

sixth) may of course be implied, providing they are appropriate to the style.

So far we have spoken mainly about the treatment of chromatic notes in a given
melody. But there are many occasions when a diatonic note in the given voice may be
counterpointed with a chromatic note in the other voice—with richer and more inter-
esting results than if a diatonic note had been employed. This arrangement is among
those included in Examples 15 a and b, which show how given melodic lines involv-
ing chromatic alterations might be counterpointed, the firstina 1 : 1 ratio, the second
in2:1.

3. Analyze chromatic passages specified by the instruc-
tor. Circle chromatic nonharmonic tones and indicate
through chord symbols the function of chromatic
tones that are parts of the harmony.



Chapter 6

Two-Voice Exercises
(Concluded)

THREE NOTES AGAINST ONE (3:1)

Example 1 shows excerpts that demonstrate the 3: 1 ratio.

Example 1a BACH: W.T.C., Book II, Fugue 6
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Example 1b BUXTEHUDE: Fugue in C Major (Organ)

Example 1¢ HANDEL: Suite No. 3 in D Minor for Harpsichord, Gigue
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The process of writing 3: | counterpoint is essentially the same as that of writing
the 2: 1 variety. The chief difference, if one is working from a 1:1 basis, is the fact
that with an additional note between beats, the relationship between note patterns and
interval span changes. For example, the interval of a 3rd in a basic | : 1 version can be
filled in with a passing tone to produce the 2 : 1 ratio, but it must be treated some other
way in converting to 3: 1, while the 4th becomes the interval most conveniently filled
in with passing tones.

Example 2 shows various possibilities in converting 1:1 successions to 3: 1, with
the triplet motion in the top voice. The latter involves a different interval span in each
case—a2nding, a3rdin b, and a 4th in c.

Example 2
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Similar charts could of course be made for larger intervals and for ascending rather
than descending intervals. Furthermore, other counterpoints in the bottom voice
would have different harmonic implications and would in turn allow for other
melodic patterns in the upper voice. Remember that it is unwise to use too many dif-
ferent patterns in one exercise. This is not to say that the same melodic figure should
be repeated from beginning to end, but rather that a greater sense of unity can be
gained if there is some economy in the use of figures.

Avoid stepwise motion followed by a leap in the same direction (Examples 3a and
b). Repeated notes are still ruled out, even between the last note of one group of three
and the first note of the next group (c). In actual music this last arrangement is sel-
dom used except in a sequential pattern. Also to be avoided is the type of line shown
atd, which turns back over the same notes repeatedly and lacks a sense of direction.
Be sure not to leap from nonharmonic tones that should be resolved stepwise (e).
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FOUR NOTES AGAINST ONE (4:1)

Example 3

The excerpts in Example 6 illustrate the use of the 4:1 relationship in music. Com-
pare ¢ with Example 15 in Chapter 4, page 36, which stated the same theme in 1: |
fashion.

Example 6a MOZART: Piano Senatz, K. 498a

As for parallelism in 3: 1, the principles discussed in the section on 2: | apply. A

good general rule is to avoid parallel octaves or 5ths between any part of a beat and =
the first note of the next beat (Example 4). {
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For purposes of illustration the 1: I counterpoint from Example 2 in Chapter 4 has
been used again in Example 5, as the basis for a satisfactory 3: | version. Here, again, Example 6b BACH: W.T.C., Book 1, Prelude 5
only the top and bottom voices are intended to sound in the 3: 1 version.
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It should perhaps be stressed that the writing of 3: 1 counterpoint (as of 2: | and
4:1) need not be approached from a 1:1 basis. Although that method will usually
provide a secure foundation for the initial exercises, it involves unnecessary limita-
tions and does not always produce the most imaginative and interesting results.

(3:1 exercises may be done at this point.)
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The excerpts in Example 6 give some idea of the number of different melodic pat-
terns possible in 4:1—that is, within the group of four notes. These patterns nearly
always consist of chord tones plus nonharmonic tones. While they sometimes involve
chord tones alone for a beat or two, a continuous use of that device is generally
avoided in counterpoint, since the effect is more that of a succession of broken chords
than of a real line.

By way of further illustration, some of the possibilities in a specific situation are
shown in Example 7: a 1:1 succession is to be converted to 4:1, with the group of
four notes spanning the interval of a perfect 5th in the lower voice.

Example 7

In 4:1 there is a sense of slightly greater weight on the first and third notes of the
group of four. Consequently these are frequently harmonic tones, the second and
fourth notes being nonharmonic. But other arrangements are possible and quite com-
mon. In any case, al] four notes of a group generally center around a single harmony;
that is, the harmonic rhythm in 4:1 normally involves no more than one chord to a
beat. Occasionally the harmony may change once within the beat if necessary, but
attempts to imply more than two harmonies to a beat are generally unmusical and
awkward.
Patterns to be avoided are shown in Example 8.

Example 8

Stepwise motion followed by a leap in the same direction is particularly poor in 4: 1,
especially when it occurs between the last note of one group and the first note of the
next, as in Example 8a. At b a nonharmonic tone which should resolve stepwise leaps
instead. The figures at ¢ and d are ruled out in these exercises because of the repeti-
tion that would destroy the basic ratio. In actual music, however, they would be
acceptable if used in sequential fashion—not merely in isolated instances. At e the
first note of the second group is anticipated by the third sixteenth note of the preced-
ing beat. This is normally an undesirable arrangement because it detracts from the
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freshness and force of the note in question on its second appearance. But, once again,
such relationships are sometimes seen in sequential patterns.

Parallel octaves and 5Sths between part of one beat and the beginning of the next
beat are to be avoided, although those between the second note of a group of four and
the first note of the next group are the feast objectionable and are occasionally seen.
Example 9 illustrates this point with parallel octaves.

Example 9
Poor
b c 14 Doubtful
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An example of satisfactory 4: 1 counterpoint derived from a 1:1 version is illus-
trated in the following elaboration of Example 2 on page 36.

Example 10
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(4:1 exercises may be done at this point.)

SYNCOPATION (FOURTH SPECIES)

foufth species counterpoint involves the sort of rhythmic relationship seen in the fol-
OWIng excerpts.
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Example 11a BACH: Two-Part Invention No. 6
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Example 11b BEETHOVEN: Sonata, Op. 13 (Pathétique)
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Example 11c C.P.E. BACH: Kurze und leichte Klavierstiicke, No, 11, Allegro
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It can easily be seen that this kind of arrangement is simply a 1:1 counterpoint with
one of the voices shifted by half a beat. (In the first measure of ¢, rests—rather than
ties or repeated notes—are employed; the effect to the ear, harmonically speaking, is
roughly the same.) The excerpts in Example 11 are based on the following 1:1 rela-
tionships:

Example 12
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But this is not to say that all 1:1 counterpoint can be converted to good fourth-
species counterpoint by shifting one of the voices; certain of the resulting patterns
are usable, others are not. When the tied or repeated note is a suspension, an anticipa-
tion, or a chord tone, the result is usually successful. These possibilities will be con-
sidered next.

The Suspension

Inasmuch as the suspension is the most frequently used device in syncopated coun-
terpoint, some special consideration of it seems in order here, even though students
will normally have studied it earlier as part of their work in theory.

A suspension, it will be remembered, involves three elements: (1) the note of
preparation, which is part of an essential (and usually consonant) interval; (2) the
suspended note, tied or repeated from the note of preparation and nonharmonic to the
implied harmony; (3) the note of resolution, part of an essential interval. These three
elements are labeled PR, S, and R in Example 13.

Example 13
PR S R
o | L

.In this case (Example 13) the preparatory interval is a 6th. The suspension proper
nvolves a 7th resolving to a 6th and would be referred to as a “7-6 suspension.” Fol-
lowing are other frequently used suspensions:

Example 14

a

Notice that in all except the last one (2-3) the suspension occurs in the upper voice.

Of course these may be used on other scale steps as well.

Sio:;illtlho'ugh suspensior}s nqrmally resolve down'ward, upw'ard resolution is occa-

 the t}’ lpvolved especially in the case of the leading tone, with its tendency to move
onic note above (Example 15).
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Example I5

Such suspensions that resolve upward are sometimes called “retardations.”

Example 15 also illustrates another exceptional situation: the preparatory interval,
an augmented 4th, is not consonant, even though it is essential, since it clearly
implics the V3.

Because the charm of suspensions lies mainly in the dissonant element they create
at the point where the suspended note occurs, those containing a 2nd or a 7th ure
somewhat more effective than the others. The dissonance is of course most acute
when a minor 2nd 1s involved.

Suspensions are often introduced to maintain a rhythmic flow that would not have
been present in a 1; 1 versjon of the same notes.

There arc a few suspensions that should be avoided:

Example 16

The 2] suspension (Example [6a) is awkward because the note of resolution is
heard along with the suspended note in the same octave. (In a 9-8 suspension the two
are in different octaves, and the effect 1s acceptable, though less so when a minor 9th
ts involved.) The suspensions in b and ¢ are ruled out because of the resolution to a
perfect 4th, which is nermally unusablc as an essential interval in two-voice eighteenth-
century counterpoint.

Just as the interval of a perfect 5th occurs infrequently on the beat, suspensions
resolving to a 5th are seen much Iess often than those resolving to a 3rd or a 6th, Of
the two possible patterns, 6-5 and 4--5, only the first (Example 17a) is really usable.
The juxtaposition of the two perfeet intervals in the 4-5 suspension accentuates the
thirdless quality of both and produces a rather bare effect (Example 17h).

Example 17
Passible Poor
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The 7-8 suspension (Example 18) is traditionally avoided in strict counterpoint
pecause of the irregular resolution of the interval of a 7th, with the borrom voice mov-
ing down. However, this prohibition does not seem 1o be entirely supported by the
practice of eighteenth-century composers, some of whom did not hesitate to use the
7-8 suspension. 1t would therefore appear to be acceptable for use in student work.

Example 18

é o 37;;? ]
37 S——— —l
- o

3
|
I

7—8

Suspensions do not always resolve directly; the resolution may be delayed by the
inscriion of one or more notes between the suspended note and the note of resolution
(Example 19).

Example 19 BACH: Two-Part Invention No. 3
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Basic : 49_7,"'9F e
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I P e .
1 ¢ of this last example the suspended note moves upward before resolving down-

wa e ) ) . . ) }
’ rd_ to F. Such cases must not be mistaken for retardations, in which the true resolu-
lion 14 upward.,
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In Examples 20a and b, the note of resolution is heard briefly, ornamented by one
or more neighbor tones, in advance of the point where the real resolution occurs.

Example 20a BACH: W.T.C., Book I, Fugue 17
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Example 20b W.T.C., Book 1, Fugue 8
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Example 11a made use of several suspensions in a row, a device known as a
“chain suspension.” The chain principle is most often applied to a series of suspen-
sions based on parallel 3rds:

Example 21

Chain Suspension Basis

Eighth-note suspensions (the quarter note being the unit) may occur on any beat
(see Example 21). Quarter-note suspensions should occur only on strong beats
(Example 22a), since otherwise the normal stresses of the meter would be contra-
dicted (Example 22b). The preparatory note should be at least as long as the sus-
pended note itself (Example 22¢). Example 224 shows the halting, unsatisfactory
effect that results when the preparatory note is shorter than the suspended note.
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Example 22
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Two further possibilities, those of changing the harmony and of letting voices
move to other chord members as the resolution of a suspension takes place, will be
discussed later in the section on the suspension in three-voice writing. They should
not be employed in our present work.

The Anticipation

Whereas in a suspension a note is retained longer than expected and then resolved, an
anticipation involves sounding a note of the ensuing harmony earlier than expected—
that is, before the point at which that harmony is actually reached. The anticipation is
seen most frequently in cadences, where it has a somewhat ornamental character.
(See, for instance, Examples 16 and 17 on page 29.) But it also appears in other musi-
C.al situations, as illustrated in Example 23 that follows. Unlike suspensions, anticipa-
tions are seldom used in “chain” fashion, as they are in measures 5-8 of this example.
(The 1:1 basis of those measures is given below the music for purposes of analysis.)

Example 23 C.PE.BACH: Kurze und leichte Klavierstiicke, No. 12, Allegro di molto
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It should be noted that anticipations appear considerably less frequently than sus-
pensions—and than most of the other kinds of nonharmonic tones.

The Tied or Repeated Note as Chord Tone

In some cases the note tied or repeated from one beat to the next in fourth-species
counterpoint is part of the harmony on each beat. The same harmony may be
involved on both beats, as in Example 244, or the harmony may change, as in . In the
latter case, the note E in the upper voice is heard first as the third of the tonic chord,
then (on the second beat) as the fifth of the submediant.

Example 24

Unusable Patterns; Alternatives to Them

In writing fourth-species counterpoint from a 1: 1 basis, it frequently happens that an
attempt to shift one of the voices by a half beat results in a note pattern that does not
represent any one of the three devices just discussed. Such patterns are generally
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unusable. An illustration is the bottom voice in Example 25a, which does not involve
a suspensign, an anticipation, or a retained chord tone and consequently does not
make musical sense. In such cases, a shifting of the other voice will usually prove
successful, as in b, where a suspension with proper resolution is created. In ¢ the
notes in the lower voice form a retardation, but one that is unsuccessful for two rea-
sons: (1) retardations are scarcely ever used in the bottom voice; (2) the treatment of
the 7th, with the lower voice moving upward to the resolution, is uncharacteristic.
Once again, the shifting of the other voice produces an entirely satisfactory suspen-
sion.

Example 25
Basis Unusable Good
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Parallelism

In fgurth—species counterpoint, syncopated parallel octaves and 5ths are avoided just
as simultaneous parallel octaves and Sths are in 1 : | counterpoint (Examples 264 and
b). The pattern at ¢ implies parallel 6ths, rather than Sths, and is therefore perfectly
acceptable.

Example 26
Bad Bad Usable
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3:1and4:1 Involving Ties or Repetition of Notes

Thf exa.mpl.es of syncopated counterpoint quoted so far were seen to spring from a
tri lba81s with one of the voices shifted backward or forward by a half beat. Similarly,
Plet thythms may derive froma 2: ] basis, the last note of each beat being tied into
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the first note of the next beat or repeated. Here again, a suspension, anticipation, or
chord tone must be involved if the effect is to be successful. In Example 274, the top
voice has been delayed by a third of a beat, so that suspensions with the bottom voice
are formed. In b, it has been shifted in the other direction (after the first beat); a chord
tone results in one instance, an anticipation in the other.

Example 27

Example 28, which illustrates the use of this pattern in actual music, involves a
slightly different underlying structure and treatment: the 2: 1 basis (b) is itself a syn-
copated pattern involving ties that produce a chain suspension; consequently it may
in turn be reduced to a 1:1 form (c). The triplet rhythm in the original passage
includes an added note between each two of the b version.

Example 28 BACH: W.TI.C., Book I, Prelude 13
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Of course the comments concerning the examples in this section are not meant t0
imply that Bach or the other composers quoted actually began a composition with a
basic version; the music was written directly, but obviously with the underlying
structure in mind. The basic versions given here were included for purposes of ana-
lytical study.
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The use of ties between groups of four (J j j jv,|=,F,V=,|\_, ,ﬁ etc.)

js uncommon in this style, probably because it produces a halting effect at points
where the ties interrupt the motion of the preceding notes. However, repetition of
notes (rather than ties) is occasionally seen in sequential patterns and is somewhat
more effective (Example 29).

Example 29 BACH: W.T.C., Book 1, Fugue 6
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(Exercises in fourth-species counterpoint and on the suspension specifically may
be done at this point.)

FIFTH SPECIES

Even though exercises in fifth (florid) species are not assigned in connection with this
book, it may not be amiss to include a few comments on that species along with an
example or two of it. Concerning it, Aloysius (the teacher in Fux’s treatise) says, “As
a garden is full of flowers, so this species of counterpoint should be full of excel-
len.ces of all kinds, a plastic melodic line, liveliness of movement, and beauty and
variety of form. Just as we use all the other common species of arithmetic—counting,
addition, multiplication and subtraction—in division, so this species is nothing but a
Tecapitulation and combination of all the preceding ones. There is nothing new that
need be explained, except that one should take the utmost care to write a singable,
{T;‘eiiodic line—a concern I beg you.always to keep in mind.”' He then offers the fol-
Stitu?g example for the benfaﬁt of h1§ s.tudent, Josephus. (Treble clefs have been sub-
ed here for the C clefs in the original.)

1
a nioh{inn Joseph Fux, The Study of Counterpoint, from Gradus ad Parnassum, ed. and trans. Alfred
With the collaboration of John Edmunds (New York: W. W. Norton & Co., Inc., 1965).
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Example 30 FUX: Example of Fifth-Species Counterpoint, C.F. in Lower Voice
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In later chapters of his treatise, Fux takes up the writing of florid counterpoint in
three voices and in four voices.

Example 31 shows an excerpt from actual music that conforms in a general way to
the character of fifth species. In this case, four voices are involved, the three upper
ones entering one at a time in imitative fashion.

Example 31 BACH: Goldberg Variations, Var. 22
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RHYTHMIC ACTIVITY DIVIDED BETWEEN THE VOICES

In all the exercises done so far, except those in 1 : 1, one of the voices carried the bur-
den of rhythmic activity while the other moved in longer values. It is possible, how-
ever, to convert a 1:1 version to 2:1, 3:1, or 4:1 with the rhythmic activity
distributed between the two voices as desired. Example 32 demonstrates this process.

Example 32
1:1 basis

The rhythmic motion may be carried through to the last strong beat as in version b, or
simply stopped in both voices at the beginning of the last measure, as in the other ver-
sions. Though the motion alternates between the voices, the alternation must not
occur with mathematical regularity or the effect will be stilted and monotonous.
Notice that at times both voices move at once. Ordinarily a cessation of motion in
both voices at the same time gives a static and undesirable effect. This is particularly
true on weak beats of the measure but an occasional brief'slackening of the motion is

3 3

quite acceptable—for example J .b rather than or | ﬁ rather than

While the thythms .~ and T are highly usable, the opposites of these,

J‘) J and f]., are uncharacteristic of the style and should be avoided. The same is

generally true of JW , though it is sometimes used in a sequential pattern at a mod-
frate tempo, with another voice filling in the rhythmic pulse on the third sixteenth.
(See Example 9, page 151, for instance.) The pattern m , with the quarter note as the
unit, has a tendency to sound a bit stiff and square-cut if preceded by notes of longer

value—for example, J  J o ] or o . o - On the other hand, the rhythms

J J Jd 4 and Jod j J are entirely usable. In any case, a tie from the
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last note of this figure into the next beat is usually effective: j ]\,J j j o O

eI R e R s R RO

It is normally weak to tie a note to another note of longer value. Thus, patterns

such as .j j jVJ and J ] ﬂvm are to be avoided.

Rests of short duration may sometimes be employed, principally at the beginnings
of exercises.

SUGGESTED ASSIGNMENTS
Page in
Workbook
1. 3:1 exercises 19-22
2. 4:1 exercises 23,25,26
3. Comprehensive exercise (1:1,2:1,3:1,4:1) 27
4. Exercises in converting 1:1 counterpoint to other 29, 30
rhythms (motion distributed between voices)
5. Exercises in fourth-species counterpoint 31,33,34
6. Exercises on suspensions 31,33,34
7. Reduction of a fourth-species composition to its basic 35
form; harmonic analysis
8. Read Chapter 19. Write three counterpoints to one of 36

the passacaglia themes on page 36 of the Workbook, in
2:1,3:1 and 4: | ratios, respectively

SELF-TEST

Cite two ways in which suspensions create interest.

What is the descriptive term applied to fourth-species counterpoint?

Which type of modulation is seen most often in 18th-century style?

A chromatically lowered note most often functions as what chord member of
what implied harmony?

What is the literal meaning of appoggiatura?

Give the name sometimes used for a suspension that resolves upward.

7. Using interval numbers, cite two suspensions that should be avoided.

B

o »

Chapter 7

Writing of Short
Two-Voice Pieces

FORM

A possible first step in applying what has been learned about counterpoint so far is
the writing of very short two-voice pieces. These may be free in form—in the manner
of the preludes in The Well-Tempered Clavier, for instance, though not nearly so
long—or they may be periodic in construction. Since imitative techniques such as
those found in canons, inventions, and fugues have not yet been studied, these should
probably be avoided at this stage. If periodic form is to be used, the movements of
dance suites or small separate pieces of that type such as the one given in Example 1
are suggested as general models.

The little minuet in Example 1 is in the binary form characteristic of the pieces in
dance suites. The first part, an eight-measure period, stays in the tonic key for four
measures and then moves to the relative major, F, where it cadences. The second part,
finother eight-measure period, reverses this process by going from F back to the orig-
inal D minor.

In terms of melodic content, the piece could be diagrammed as follows:

A B
P 1 s
a erllod b } c Pu{lod d
l Phrase i !

Phrase Phrase Phrase

In S.Pite of the fact that there is very little melodic repetition here, unity is achieved by

Yan'ous means: the use of the same rhythm at the beginning of each part, general sim-

arity of values throughout, and certain subtle melodic and harmonic ties between

the first and second halves. Because of the brevity of the piece, literal repetition of

eleme.nts for purposes of corroboration and unity is not as necessary as it would have
©en in a longer work.

79
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Example 1 ANON.: Menuet*
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*This and other pieces in this chapter that are marked with an asterisk are from the Notenbiichlein fir
Anna Magdalena Bach (The Liule Notebook for Anna Magdalena Bach). This is a collection of some forty
short and easy pieces, some bearing J. S. Bach’s signature, two by other known composers (Couperin and
Georg Bshm), and the majority unsigned. Certain of the latter may be by Bach, On the other hand, a good
many are in the lighter “gallant” style markedly different from his. The origina! notebook, as presented by
Bach to his second wife, apparently contained only copies of two of his partitas; the other pieces wer¢
added over a period of years by Anna Magdalena Bach and others. The original copy is described as being
covered with green paper over a hard base, with pressed-in gold rims, two locks, and a red silk ribbon. On
the cover were three large gilded letters: A M B, with the date, 1725, below.
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The march in Example 2 is likewise bipartite in structure. But this time, the first
art ends in the dominant key. The general principle demonstrated in this example
and the preceding one is that movements of dance suites (or similarly constructed
pieces) in major modulate to the dominant by the end of the first part, while those in
minor normally modulate to the relative major.

Example 2 (unlike Example 1) contains much repetition, both within phrases and
on a broader scale. The second part begins with a dominant restatement of the open-
ing material, a very frequent arrangement in suite movements; the overall plan might
be described as A A’. Notice that each of the parts is extended by one measure (in
which the lower voice appears to be imitating a drum beat), so that a nine-measure
phrase results each time.

Example 2 ANON.: Marche*
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The four “standard” movements in Baroque suites are the allemande, courante,
sarabande, and gigue. Others often added are the prelude, minuet, gavotte, polonaise,
passepied, bourrée, musette and rigaudon. Whereas the allemande, courante, and
bourrée in particular lend themselves to use as models for present purposes, some of
the others do not. For example, the sarabande and the gavotte tend to be more homo-
phonic than truly contrapuntal, while the gigue normally involves fugal imitation at
the start and contrary motion (inversion) in the second portion. In any case, the main
objective here is not the accurate imitation of dance forms but rather the writing of
convincing two-voice music in Barogue style, though necessarily on a small scale for
the present. Example 3 gives excerpts from suite movements.

Example 3a BACH: Suite in E Minor (B.W.V. No. 996), Bourrée
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Example 3b BACH: French Suite No. 2, Courante
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Example 3¢ BACH: French Suite No. 2, Air
o

Example 3d ANON.: Musette*
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Example 3e ANON.: Polonaise*
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REDUCING OR INCREASING THE NUMBER OF VOICES

In Examples 34 and e there are portions in which both voices take the same line in
Octaves. These passages do not represent accidental “parallel octaves” but rather a
reduction of the texture from two voices to one, with both voices taking that line for
the sake of greater sonority. This device is most often introduced in the interests of
varying the texture. In three- and four-voice counterpoint, too, the temporary drop-
PIng out of one voice is used regularly for that purpose; but there the situation is a bit
dlfferent, in that two or three voices remain to preserve the contrapuntal effect. Such
Vanations in texture can be effective in setting off one section or melodic segment
from another, as is the case in the examples above.
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Whilc this point is being discussed, it scems worthwhile 10 quote the passage
shown in Example 4, even though its source is in most ways a far cry from the type of
small piece that forms the chief basis for this chapter. Significantly, it comes from the
only hva-voice fugue in The Hell-fempered Clavier (The beginning of the fugue is
given on page 240.)

Example 4 BACH: W.I.C., Book 1, Fupue 10
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The sudden convergence into octaves (measure 5) is especially eftective here because
of the high degree of independence between the two voices up to that point, Similarly,
the use of sixteenth notes in both volees 1s satistying because the voices have taken
an alternating rhythmic pattern in the preceding measures, About this passage and
others like it, Ernst Toch makes this apt comment:

By slackening the tension of “counterpoint” for a short while these arraigned bars ren-
der the ensuing resumption of the chase more effective. The unexpected cessation of the
intrigue becomes an infripue in iwsedt], like the feinting retreat of a fencer. The passage
takes the cftect of counterpownt instde of counterpoint; opposing the opposition, contra-
dicting the contradiction. .. . At the bottam of this feature lies the principle that any
quality is apt to weaken and to lose its effect aller a while; and the best preventive for
that is an offsetting and reanimating intermission.!

VErnst Toch, The Shaping Forces in Music (New York: Criterion Music Corp.. 1958), p. 138,

While such “intermissions™ very seldom enmiploy octaves as in Example 4, they
often involve two voices moving in parallel motion at other intervals and in the same
thythm for a few beats, as in measurces 5 and 6 of Example 5.

Example 5 BACH: Twao-Part Invention No. 8
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Here again, what might otherwise amount to a contrapuntal weakness is pleasing and
“right” because of the context.

In the small picces to be written in connection with this chapter, students may
accasionally reduce the texture to one voice doubled at the octave if they feel there is
a2 compelling esthetic reason for doing so. Such passages must be long enough to
establish the fact that the octaves are an intentional doubling and not simply a bricf
and unintentional lapse from melodic independence. Also, they should begin at
points that coincide with a musical segiment, not in the midst of a segment. It is
important, though, that this device not be used as an easy way of avoiding contrapun-
tal solutions.

Example 3¢ and Example 6 (the latter the first half of a minuet) involve unother
feature that may occasionally be used by students in their own writing of short pieces
it scems indicated: the inclusion of extra notes in addition 10 the two basic voices.
Such notes are added not out of mere whim but for one or more of the following rea-
S0ns: (1) 1o define the harmony clearly at points where the two volees cannot do that;
(_2) 1o provide greater weight and fullness at cadence points; (3) to allow a mclodic
line to divide momentanly into two voices so that one of these may complete a
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motivic or thematic pattern while the other takes a nceded pote. As a general rule,
tiowever, the student should not find it necessary to add notes. 1n any case, two basic
lines representing good counterpoint should be present.

Example 7 C.P.E. BACH: Kurze und Icichte Kiavierstiicke, No. 1, Allepro

Example 6 ANON.: Menuet*

e Example 8 gives additional short picces and excerpts that may serve as models for
== student writing projeets,

VARIED REPETITION

In the excerpt shown in Example 7 (the first half of the piece), there is a modulation
to the dominant toward the end of the first cight measures. But instead of calling for
the usual repeat of these measures at that point, the composer proceeds with an inter-
estingly varied version of them, The second half of the picce uses the same general
plan—with a return to the tonic, of course. Students may wish to try their hand at this
device of varied repetition. One phrase  -which need not medulate to the dominant,
however—tollowed by a varied version of it should be sufficient as a first assignment.
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|

Sonata III for Piano, from the six “Essay” Sonatas

C.P.E. Bach:

Andante lusingando

Example 8a
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Example 8d PURCELL: Air
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It might be well to point out that most contrapuntal forms use neither the period con-
struction nor the part-forms seen in the examples in this chapter. Fugues, inventions,
canons, and most chorale forms are constructed on a motivic basis and proceed contin-
uously, without the complete stops at cadence points and the “double-bar” effect that
characterize the part-forms. True, they generally involve broad sections marked by
cadential patterns; but at cadence points the motion persists in one or more voices.
Consequently the total effect is very different from that of Baroque dance-suite forms.

SUGGESTED ASSIGNMENTS
Page in
Workbook
1. Analyze the dance-suite movement in the Workbook. 37

2. Analyze a movement or movements from a Baroque
dance suite, as specified by the instructor.

Write a short two-voice movement in dance-suite style.
4. Write a short contrapuntal piece in freer style.

«

SELF-TEST

1. What form is most often seen in movements of dance suites?

2. What key patterns are likely to be involved within individual movements of
dance suites?

3. What is the principal difference, in terms of form, between most dance-suite
movements and the Preludes in the Well-Tempered Clavier?

4. Name the four “basic” suite movements,

Name four other suite movements sometimes included.

6. Where (and why) are extra notes sometimes introduced in two-voice pieces?

4

Chapter 8

Canon

If a melodic idea in one voice is duplicated in a second voice that begins before the
first has finished, the result is called a canon. One type of canon, the round, is familiar
even to nonmusicians through such favorites as “Three Blind Mice™ and “Row, Row,
Row Your Boat”; other types have been used in more serious music for centuries. As a
rule, the canonic treatment is applied merely to a portion of a work rather than to the
entire composition, though such exceptions as the canons in Bach’s The Art of Fugue
could be cited.

A distinction is sometimes made between true canon, in which the imitation is
carried out consistently, and “canonic imitation,” in which the imitation may be
dropped after each voice has stated the initial material, as in the stretto sections of
some fugues. (Strettos will be discussed presently.)

The first voice in a canon is known as the “leader,” while the imitating voice is
called the “follower.” The Latin terms for these are dux and comes, respectively. If
more than two voices are involved, the terms “first follower,” “second follower,” and
so on are used.

THE TWO-VOICE CANON AT THE OCTAVE

The two variables in canonic writing are the harmonic interval—that is, the distance
measured vertically between the first note of the leader and that of the follower—and
the time interval. The most common harmonic interval is the octave, and that is the
One employed in Examples 1, 2, and 3. (The use of other harmonic intervals will be
demonstrated in later examples.) The time interval in canons may be anything from
one note to many measures, though the use of either extreme is rare. If the time inter-
Val is very short, the chances are that the listener will not have heard enough of the
_leader to recognize it in the follower; if the interval is too long, he may have difficulty
M retaining the beginning of the leader in his mind unti] the same material appears in
the follower. In Example la the time interval is four measures, in b, two measures.

91
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Canonic relationships persist during most of the invention quoted in . 1t is highly
alypical in that respect; most inventions are constructed according to another plan,

Example 1a BACH: The Art of Fugne, Canon No. 2, at the Octave

_.——__‘—__.——r—

y

et S i M MR e 4y - T ¥
“.__‘..'..;._.‘_l_.l'.'_i
“

( :'é‘v P ESsna
L2

Example 1b BACH: Two Part Iivention No. 2
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Canon 93

The canon in Example 2 emplovs an cxtremely short time interval, The imitation
in this case 1s particularly hard to hear because the voices are placed in different met-
ric positions, the first beginning on an anacrusis and the second on a beat,

Example 3 illustrates canonic technique in music of a later period.

Example 3 SCHUMNANN: Papillons, No, 3
Allegre molto
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TWO-VOICE CANONS AT OTHER HARMONIC INTERVALS

Two-voice canons at the unison are rare, especially unaccompanied. In Example 4,
the right hand of the harpsichord part reproduces the violin’s line a measure later,
while the left-hand part is a free voice that does not take part in the canon but provides
harmonic definition and rhythmic flow. The canonic treatment continues throughout
the rest of the movement.

Example 4 BACH: Sonata (A Major) for Violin and Harpsichord, BWYV 1015

Andante un poco
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In canons at the unison, crossing of the voices is inevitable, and it is likely to occur
also in canons at such smaller intervals as the 2nd and 3rd.

The 4th, 5th, and 6th all figure frequently as harmonic intervals in canonic writ-
ing. The 7th is also used, but more rarely. In Example 5 a canon at the 5th below from
a Bach organ work is shown. The pedal note in the last measure of the example is the
beginning of the chorale melody, to which the canon forms an accompaniment.

Canon 95

Example 5 BACH: Canonic Variations on Vom Himmel hoch, Var. 2
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In canons at intervals other than the octave or unison, it is usually necessary to
change the inflections of certain notes in the follower to achieve unity of tonality.
That is, accidentals that would be needed to produce an exact imitation of the original
notes are often omitted, so that the notes in the follower will stay within the diatonic
scale. At other times, even in canons at the octave or unison, accidentals may be
added in order to imply desired harmonic progressions. The F-sharp and G-sharp in
the last measure of Example 5 illustrate this device. (They are the equivalents of the
raised sixth and seventh scale steps in a melodic minor scale on A, the G-sharp sug-
gesting V/vi in C.) In any case, the canon is still considered “strict” as long as the
basic pitches, apart from accidentals, conform to the canonic pattern.

The endings of canons are often free, in order to allow for a satisfactory cadence.

Canons at the 9th and 10th are somewhat easier to write than those at the 2nd and
3rd because crossing of the voices is not so likely to be present. The 9th is the har-
monic interval in Example 6.

Example 6 BACH: Goldberg Variations, Var. 27
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The 12th is not uncommon as a harmonic interval, but the I 1th is seldom encoun-
tered. Harmonic intervals of more than a 12th are rare.

The use of diminished and augmented harmonic intervals in the style we are con-
sidering is normally out of the question because of the difficulties involved in pre-
serving unity of key and reasonable chordal implications.

Whether a melody can be treated canonically (and if so, what interval will be suc-
cessful) is determined by the nature of the melody itself. Many melodies do not lend
themselves at all to canonic treatment, while others may make effective canons at
several different intervals. In any case, a certain amount of trial and rejection is usu-
ally required before successful results are achieved. Occasionally however, a com-
poser may arrive at a happy canonic arrangement by chance.

An excellent work for study in connection with canons is Bach’s Goldberg Varia-
tions quoted in Example 6. In that monumental set of thirty variations, Variation 3
and those whose numbers are multiples of three are canons, each at a different inter-
val. Moreover, the interval in each case is the number of the variation divided by
three. For example, in Variation 9 the canon is at the 3rd.

CONCERNING THE WRITING OF TWO-VOICE CANONS

Although the writing of each type of canon involves particular problems, some of
which will be mentioned shortly, there is one general suggestion that can be given.
Instead of composing the entire leader and then attempting to make it form a canon
with itself, begin by writing the leader only up to the point where the follower is to
enter. This same material is then written in the follower at whatever harmonic interval
is being used, and the leader is continued in a manner consistent with good counter-
point. This material in the leader will in turn be transferred to the follower, and so on.
As an illustration of this procedure, the segments of the canon in Example 7 have
been bracketed to show the order in which they were written down.

Example 7 K.WK.: Canon at the Octave

| 3 5 7
A [ 11 11 i poveny
) 1 Y J— i
Lt~ ————F——+— B i e —- = "
“_"_.L—_.f——i‘——iﬁ]b—“- ——i P
o L4 f T T
[ 4
- - o 2o
S —a = > 1 e
a7 2 = I s_.vL.__.gi B
L Il il |
2 4 6

Canon 97

ILLD

(free ending)

The chief problem in writing canons at the octave or unison is that of avoiding
harmonic monotony. The problem arises because the notes of segment 1 in the leader
are repeated as segment 2 in the follower. Segment 3, which is a counterpoint for seg-
ment 2, is then repeated as segment 4 in the follower, and so on. Consequently, if the
notes are always given the same harmonic implication, the canon is likely to reiterate
the same harmony indefinitely. The solution is obviously to change the harmonic
implications of certain notes where that seems indicated for the sake of variety. In C
major, for example, the note G could be the fifth of the tonic chord, the root of the
dominant, the third of the mediant, or the seventh of a submediant seventh chord. It
could even be made to sound nonharmonic.

Do not be aftaid to use rests from time to time. These can serve to articulate the
segments of the line and to give a sense of “breathing.” Furthermore, they increase
the feeling of independence between lines and add interest by shifting attention from
one voice to another.

It must be remembered that the test of canonic arrangements is how convineing
they sound and not how impressive they may look on paper. They must not be consid-
ered ends in themselves but rather devices for adding musical interest at points where
they fit in naturally.

CANONS USING SPECIAL DEVICES

The devices of contrary motion (inversion), augmentation, diminution, and retro-
grade motion may be applied in canonic writing,

COntrary Motion

énlcomrary motion the upward or downward direction of the leader is reversed in the
0. lower, but the basic melodic intervals remain the same. Example 8 should make

t . .
hig relauonshlp clear. There the follower enters a perfect 4th lower than the leader,
and a measure later.
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Example 8 K.WK.: Canon in Contrary Motion at 4th Below
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The chart in Example 9 shows the results of imitating the various scale steps by
contrary motion in a canon at the unison or octave.

Example 9
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The note D in the leader will be answered by B in the follower, A by E, and so on.
Notice that the dominant note in the leader is answered by the subdominant note in
the follower, and the subdominant note by the dominant note. Similar charts can be
made to show what notes result when the voices begin at intervals other than the
octave or unison and proceed by contrary motion. Remember that the notes seen in
the same line vertically in such charts will not actually sound together in a canon
using contrary motion, since the voices do not start at the same time. If they did—
that is, if the time interval were reduced to zero—the result would be called a “mir-
ror’! rather than a canon in contrary motion. In a mirror there is obviously no
dux-comes (leader-follower) distinction.

IThe term “mirror” has also been applied to the crab canon, which will soon be discussed, the mirror-
ing in that case being horizontal rather than vertical.

Canon 99

In fugues, the subject is often treated in canonic fashion for short periods to form
a stretto. A stretto is a passage in which the musical idea in one voice is overlapped by
the same idea—or, rarely, by a different one—in another voice. The word stretto
means “tight” in Italian and is applied to this arrangement because the statements are
pulled tightly together instead of being spread out consecutively. Example 10 shows a
stretto that is exceptional in involving contrary motion in the last two appearances of
the subject. (Each announcement of the subject has been bracketed.)

Example 10 BACH: W.T.C., Book I, Fugue 6
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An excellent illustration of a more typical stretto in two voices (without contrary
motion) occurs in measures 7 to 10 of Example 4, page 191,

Contrary motion is often referred to as inversion. Unfortunately the latter term is
also used to describe a different situation, the exchanging of position by voices in
invertible counterpoint (discussed in Chapter 9). Although it consequently offers some
chance for confusion, the context normally makes clear which meaning is intended.

Augmentation

In augmentation, the original note values are increased (most often doubled) in the
follower. For instance, in Example 11 the two outer voices form a canon at the octave,
with the bottom voice moving in values twice as long as those in the leader. The mid-
dle voice is free, but imitates the upper one at the start.
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Example 11 BACH: Canonic Variations on Yom Himmel hoch, Var. 4
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A rare case of the combination of augmentation and contrary motion in a canon is
seen in the excerpt from The Art of Fugue that is shown in Example 12.

Example 12 BACH: The Art of Fugue, Canon No. 1
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Although these examples use augmentation in which the follower moves twice as
slowly as the leader, other time relationships between voices are possible in an aug-
mented version. For instance, if the leader is in 6/8, 9/8, or 12/8, its eighth notes will
normally by answered by dotted quarters in the augmented follower, since quarter
notes would not conform to the natural division of the measure. It is even possible t0
have a doubly augmented follower, with values four times as long as those in the leader.
Notice that when augmentation is involved the follower can never overtake the leader
and that, in fact, it gets farther and farther behind, in terms of imitation, as the car.xon
progresses. Bach sometimes solves this problem by stating the leader twice against
one augmented statement in the follower.

Canon 101

In composing a canon in augmentation, avoid very long values or continued sug-
gestions of the same harmony in the leader. If this is not done, the augmented imita-
tion will tend to bog down rhythmically or harmonically.

piminution

In a canon in diminution, the follower is moving in values shorter than those of the
leader and may overtake-it. If the canon is at the octave and is continuous, parallel
octaves between the voices are inevitable at that point. This is shown in Example 13.

Example 13
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From then on, the voices reverse their roles. The one that started out as the follower
becomes the leader, and the former leader follows in what amounts to augmentation.
In actual music, the “overtaking” process just mentioned and the consequent parallel
intervals it entails are seldom allowed to happen, especially in a canon at the octave.
Sometimes the canonic treatment is abandoned before one voice can overtake the
other. In the fugue quoted in Example 14, for instance, the bottom voice finishes the
statement of the subject and goes on to other material before the diminished imitation
in the middle voice reaches the point where parallel octaves would have occurred.

Example 14 BACH: TheArt of Fugue, Fugue No. 6

S B PP IS B U A

|
4 -

1

= r 3T
- H
= - P ) T =Y s ]
T 1y = r 1 1 s r | = = I~ r_J ]
N IV T 1) B2 Nz > 13 T 11 1 b ]
4 T 17 T b [ 1 1 1 I (. —— T
Lo i = —

The third voice, which enters in the third measure, illustrates diminution alone (in
relation to the first voice), while the second voice, beginning in measure 2, involves
contrary motion in addition to diminution.

Another way of avoiding the overtaking process in a canon in diminution is to start
b"th voices at the same time, at what would have been the overtaking point—for
Istance, at measure 3 in Example 13. Although such an arrangement is contrary to
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our definition of canon in that the voices enter together rather than consecutively, the
exception seems warranted here, whereas it did not in the case of the “mirror.” This ig
because the voices are moving at different speeds, the imitative effect thus being con-
secutive rather than simultaneous. As intimated earlier, such a canon might equally
well be heard as involving augmentation, since neither voice is clearly leader or fo]-
lower,

In writing a canon in diminution, a point to remember is this: if the leader contains
very short values, the diminution in the follower is likely to sound unnaturally hur-
ried, somewhat like a recording being played at too fast a speed. Similarly, the
implied harmonic changes must not succeed each other too swiftly in the leader, or
the result will be unmusical and bewildering when the voice is played twice as fast in
the follower.

Retrograde Motion

In a retrograde canon, also called crab canon or canon cancrizans, the melody played
backwards accompanies the melody in its original form. As might be expected, this
type of canon can easily become a mere mechanical feat in which the difficult
requirements of the form are met without contributing anything very satisfying as
music. Furthermore, few ears can detect the imitative relationship between voices
when they are sounded forward and backward at once, particularly when they start at
the same time. Example 15 shows one of the few crab canons in musical literature.
The beginning and end of the original notation are given first, twelve measures in the
middle having been omitted here for reasons of space. Then follows the realization
in full.

The procedure for writing a canon in retrograde motion is to compose the first half
of the leader, then write that part backwards as the last half of the follower. Next, by a
process of trial and error, find a line that will work forward as the last half of the leader,
and backward as the first half of the follower.

Example 15 BACH: The Musical Offering, Retrograde Canon
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Realization
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THE ACCOMPANIED CANON

In some of the canons quoted so far (Examples 4, 5, 11), there was accompaniment to
the extent that a voice not involved in the canon was present. Sometimes a much
More elaborate accompaniment, either harmonic or linear, is employed. Undoubtedly
the best known of all accompanied canons is the one quoted in Example 16, from the
@ast movement of the Franck Sonata for Violin and Piano. The accompaniment there
18 essentially harmonic, though not without linear interest.
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Example 16 FRANCK: Sonata for Violin and Piano

Allegro poco mosso /j\
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In the Schumann excerpt that follows, the accompaniment is more linear.

Example 17 SCHUMANN: Canonisches Liedchen
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In Example 18 the top voice imitates the bottom voice in contrary motion while

the middle voices provide harmonic filler. The singers’ words are omitted here. Two
pianos, whose parts are not shown, take the canonic lines as well as some harmonic

outlines.

Example 18 BRAHMS: Liebeslieder Waltzes, No. 16

Soprano
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Tenor
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*In a strict inversion these notes would be an octave higher. The use of the lower octave is obviously neces-
sary here for reasons of vocal range.

CANONS IN THREE OR MORE VOICES

Multi-voice textures that involve a two-voice canon accompanied by one or more
other voices are not infrequent in musical literature. But passages in which three or
more voices actually take part in a canon occur only rarely (apart from rounds and the
brief imitative effects in strettos). Consequently, in most counterpoint courses the
writing of canons is likely to center chiefly on those in two voices.

The examples that follow, then, are offered chiefly for purposes of information
rather than as models that the student will be expected to imitate. If canons in more
than two voices (or two-voice accompanied canons) are to be written, they should not
be attempted until after the material on three-voice counterpoint has been read.

When three or more voices are combined in canonic fashion, the harmonic inter-
val and the time interval used between the first two voices may or may not be used
again for the succeeding voices. In the three-voice canon shown in Example 19, the
harmonic interval between the first two voices is a unison, while that between the sec-
ond and third is an octave. The time interval is two measures in each case.
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Example 19 BACH: Organ Sonata No. 5

The devices mentioned carlier in connection with two-voice canons can of course
be applied to those making usc of mere voices. In the stretto quoted m Example 20,
the top veice 1s an augmentation of the bottom ene, while the middle veice is aug-
mented in part and contains some changes in the relative value of notes,

Example 20 BACH: W.T.C., Book ], Fugue 8
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In Example 21 a phrasc of a chorale meledy is stated in the top voice, while the
lower three voices make several statements of the same phrase in double diminution,
The first two of these form a brief canen in themselves. Atthe end of the example the
alte voice overtakes the soprano, but the resulting parallelisim is not objectionable
because it does not involve octaves or Sths, Also, when combined with the other
voices, it forms a good harmonic progression.

Example 21 BACH: Dies sind die heil’gen zehn Gebot” (Organy
M
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In the four-voice canon shown in Example 22, the time interval is the same in each
Cage : . .
laSt- while the harmonic interval is not. However, the alto and soprano entrances are
* same distance apart as those in the bass and tenor voices.
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Example 22 ALBRECHTSBERGER: Four-Voice Canon

- L I
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Example 30 on page 113 might be cited as an illustration of a four-voice canop
that uses the same time interval (two beats) and the same harmonic interval (a 5th)
between all the entrances.

Canons in more than four voices are extremely uncommon. Example 23 shows 3
final stretto from a fugue, an impressive example of five-voice canonic writing. The
use of a descending 5th rather than a 4th at the beginning of the answers (the second
and fourth announcements of the fugue subject here) is an application of the princi-
ple of tonal imitation, to be discussed in Chapter 13. An extra staff has been added
here so that the movement of individual voices can be seen more clearly than in the
usual notation on two staves.

Example 23 BACH: W.T.C., Book I, Fugue 22
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THE PERPETUAL CANON

Canons that lead back to the beginning and therefore allow for as many repetitions 25
desired are called perpetual canons, infinite canons, eternal canons, or circle canons:
Because of their particular construction, they have no true cadential ending, unless
one is added or the performers agree in advance to end at some point where the parts
coincide on a tonic harmony. Such possible ending points are sometimes marked by
fermata. In certain canons in The Art of Fugue, the main body of the canon is perpet”
ual, and may be repeated ad libitum, but there is a coda of a few measures to provid®
a satisfactory ending.
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Perpetual canons do not necessarily involve more than two voices, but they are men-
tioned under this heading because the best-known type, the round, generally involves at
least three.

The Round

Normally a vocal canon with words, the round is commouly written for three or more
voices, and each singer or group of singers goes back to the beginning after complet-
ing the last phrase. Instead of being written out on several staves so as to show the
voices as they will sound together, rounds are usually notated as a single line, in the
treble clef, with figures to show where each singer or group is to begin. In such cases
the canon is at the unison as far as notation is concerned. If men as well as women per-
form the round, the men will of course sing an octave lower. Following is an example
of a round as it would usually be notated (a) and with the segments of it placed one
above the other to show how it will sound once all three voices have entered (b).

Example 24 MICHAEL PRAETORIUS: Viva la Musica!
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The plan in three-voice rounds is normally as follows:

First voice abc”' abec H
Second voice 3b”' cab “

Third voice a ” beca ll

(The letters a, b, and ¢ represent the three segments of the melody.)

In composing a round, the student should notate the segments of the canon one
above the other as in Example 245, so that their combined effect can be easily seen.
Assuming that the round is for voices, it should be kept within a practical range.

to
From E is a written range suitable for all types of voices, the men’s
L =4

voices sounding an octave lower, of course.

A special type of round canon is the “catch,” which was extremely popular in
seventeenth- and eighteenth-century England. The words for it are written in such a
way that when the parts are combined, unexpected meanings (often bawdy) emerge.
One device for producing this result is the use of rests at certain points. When these
are filled in with words from the other parts, what appears to be an innocent text can
acquire totally different connotations. There has been a resurgence of interest in
catch-singing during recent years. Collections of catches are available,? and catch
clubs have been formed. Some of these groups have issued commercial recordings.

Example 25, a catch written by a composer during his student days, takes advan-
tage of the hidden-meaning possibility.

Example 25 ROBERT XAVIER RODRIGUEZ: Catch

I hate I bate 1 hatemorn-ing class - cs.
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Coun - ter- point, Coun- ter-point, it’s the best of all!

2Notably The Catch Club or Merry Companions (New York: DaCapo Press, 1965).
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THE DOUBLE CANON

The double canon consists of two canons sounded simultaneously. The two leading
voices of each canon may start together or consecutively. One canon may be sub-
servient to the other and have the quality of an accompaniment, or the two may be of
equal importance. In Example 26 the canon on the chorale melody seems to be some-
what more important than the canon in triplets. (Incidentally, guarter-note triplets
would be used here, in present-day notation.)

Example 26 BACH: In Dulci Jubilo (Organ)
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In Examples 27 and 28, which show two other possible arrangements in double-
canon writing, the voices are approximately equal in importance. The Mozart excerpt
1s a rare example of a perpetual canon for instruments rather than voices. Additional
measures not shown here lead back to the beginning.

Example 27 MOZART: Double Canon, K. 228
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The words to be sung in the Schumann canon that follows have been omitted here,

Example 28 SCHUMANN: Diz Kapelle

Sop. |
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Sop. 2
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THE ENIGMA CANON
A type of canon popular long before Bach's day is the “enigma,” “puzzle,” or “riddle”

canon. The notation usually consists of a single melodic line, along with clefs of
other clues to indicate the harmonic interval and time interval to be used in working
out the actual realization of the canon. Example 29 shows the beginning of such
canon, first in its original notation and then in its realized form. This excerpt is from
The Musical Offering, which Bach wrote for Frederick the Great, using as a basis 8
theme composed by the king himself. The canon in the two outer voices forms an
accompaniment for an embellished version of the king's theme in the middle voi{_:c-
The Latin inscription at the beginning says, “May the King's fortunes increase with
the growing notes,” a reference, of course, to the augmentation involved.
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Example 29 BACH: The Musical Qffering, Canon in Aupmentation and Con-
trary Motion

Criginal notalion
“Nolulis crescentibus crescat Fortuna Regis”
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Realization

Example 30 shows first the notation and then the realization of the beginning of a
four-voice canon in which each voice enters a 5th higher than the preceding voice.

Example 30 BACIL: Canon

Notatiop
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THE SPIRAL CANON

In the spiral canon, a very rare type, the melody ends in a different key from the one
in which it began. There must then be as many repetitions as are necessary to return
to the original key, assuming that it is to be reached. For example, in Bach’s The
Musical Offering there is a spiral canon which goes from C to D the first time, from D
to E the second time, and so on, six playings being needed before the key of C is
reached again. Such canons may go around the circle of Sths or progress by some
other interval, as does the one just mentioned.

SUGGESTED ASSIGNMENTS

1. Write examples of the following canons as specified
by the instructor: two-voice: at the octave
at another interval
in contrary motion
in augmentation
in diminution
in retrograde motion
accompanied
(If the canons listed next are to be assigned, the mater-
ial on three-voice counterpoint should be read first.)
three-voice: at any intervals desired
a round (use of words optional)
four voice: at any intervals
a double canon
2. Bring in an example of two-voice canon at the octave
and one of two-voice canon at another interval.

SELF-TEST

. In a canon, what are the names for the first and second voices, respectively?

. Define stretto.

. Give the Latin name for crab canon.

In the Goldberg Variations, the interval used in each of the canons can be

determined by what process?

5. A “catch” has what distinctive feature?

6. Name four standard contrapuntal devices that may be employed in canonic
writing.

7. What famous work contains a number of enigma (or riddle) canons?

8. What is the distinctive feature of a spiral canon?

.-bL'JN)—-

Chapter 9

Invertible Counterpoint

Two voices are said to be “invertible” when either one can be used as upper or lower
voice with good results. The term “double counterpoint” is sometimes employed to
describe that arrangement. On occasion it is used as a synonym for “invertible coun-
terpoint” even when more than two voices take part in the inversion. However, “triple
counterpoint” is a more accurate term when three voices are involved. Completely
invertible counterpoint involving more than three is rare.

The word “inversion,” as used in this chapter, must be understood as applying to
the relative position or level of the voices and must not be confused with the device of
contrary motion, which is often referred to as inversion. In an effort to avoid just
such confusion, some theorists have substituted “interchangeable counterpoint” for
“invertible counterpoint.” Logical as the former term is, it has, regrettably, never come
into general usage.

INVERSION AT THE OCTAVE

By all odds the most frequent and natural form of invertible counterpoint is that in
which one of the voices is simply transposed up or down one or more octaves so that
it becomes the upper voice instead of the lower, or vice versa. In Example 1 two
voices are shown first in their original relationship. In b the lower voice has been
transposed up an octave. In ¢ the upper voice has been transposed down an octave.
Notice that these two versions produce the same relationship between voices, the
only difference being that b is an octave higher. In d the lower voice has been moved
Up two octaves; that is, the inversion is at the 15th.! Still another possibility is shown

! . Lo

Smdents frequently contend that the interval of two octaves should be called a 16th, since it appears to

© twice as large as an octave. The fallacy in that argument is that there is a note in common between the
@ octaves, so that the total span is only fifteen scale steps.

175
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in ¢, where the bottom voice has been transposed up an octave, the top voice down an
octave. This is also considered inversion at the 15th, the two transpositions in oppo-
site directions being added together to make this figure. More will be said presently
about the system of measuring the intervals concerned in invertible counterpoint.

Example 1
Inversion at the
Original form ' octave octave
pre. b JH e
% z = = by — .—'§
! —_— ] = T |
15th 15th '

The sort of inversion we have been discussing usually works out more or less auto-
matically. If the original counterpoint is good, the two voices will nearly always
sound well when inverted at the octave, or multiples of it. There is only one small dif-
ficulty that is likely to arise. If an essential interval of a perfect 5th, generally between
the first and fifth scale degrees, appears in the original, the inversion of it will be a
perfect 4th. That interval is classed as a dissonance in two-voice counterpoint of this
style, and is normally unusable as an essential interval—at least on the beat. The
obvious conclusion to be drawn here is that the 5th as an essential interval should be
avoided in two-voice counterpoint that is to be invertible at the octave. (A 5th appears
at the beginning of Example 2, but in the inversion, below that, Bach avoids the 4th
by substituting an A-flat for the true inversion, F.) Even in three- or four-voice coun-
terpoint, where the 4th can be used in combination with another triad tone, the fifth
scale step itself may prove awkward when put in the lower voice. This is because it
often suggests the bass of a tonic chord in second inversion (1) and the 1§ may be
used successfully only under certain conditions (discussed on pages 25 and 26).

Example 2 gives excerpts from musical literature that illustrate inversion at multi-
ples of the octave.

Example 2a

BACH:

Invertible Counterpoint

Two-Part Invention No. 9

Example 2b HAYDN: Symphony No. 2 (London)
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In Example 2 the interval of inversion in each excerpt is three octaves, one down plus
two up in @, two down plus one up in b and ¢. In actual practice, intervals wider than
two octaves are usually spoken of in simpler terms for the sake of convenience, so
that the interval of inversion in this case would usually be labeled simply a 15th, or
even an octave. In b the two outer voices at the start are those concerned in the inver-
sion that follows. Example ¢ is continuous; the twin motives that appear in the first
four measures are inverted in the second four.

INVERSION AT INTERVALS OTHER THAN THE OCTAVE

So far we have spoken only about inversion at the octave or multiples of it. Other
intervals can sometimes be used successfully, but such arrangements are less likely to
be arrived at spontaneously and usually involve a certain amount of testing. Some
writers on counterpoint have underlined this distinction by applying the term “nat-
ural” to counterpoint invertible at the octave or its multiples and “artificial” to that
involving other intervals of inversion.

Among these latter intervals, the 12th and the 10th are the only ones that have
been used to any extent by composers, and even the 10th is rare. Other intervals of
inversion are of course theoretically possible and may occasionally work out, but
their use in tonal music is so infrequent that a discussion of them here seems unwar-
ranted.

In Example 3 the inversion has been effected by transposing the bottom voice up a
Sth, and the top voice down an octave. This would of course be referred to as “inver-
sion at the 12th.”

Example 3 BACH: Canonic Variations on Vom Himmel hoch
Original
—

I | _ | . ; | |

A Inversion at the [2th |

" -

Tt orrer ot

The arrangement in Example 4 is the same, except that the lower of the two
inverted voices has been taken up a 12th rather than a Sth and that there is a free third
voice at the bottom. Such a voice is sometimes added for purposes of defining the
harmonies more clearly, and of improving the contrapuntal effect.
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Example 4 BRAHMS: Variations on a Theme by Haydn
Andante con moto

/_\\
o — A [N

Original form

eavy
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Inversion at the 12th

Some pairs of voices will invert only at the octave, others at another interval, a few
at two different intervals, and a very few at more than two intervals. Example 5 shows
a rare instance of a pair of voices that will invert at the octave, the 10th, and the 12th.
The voices not concerned in the inversion are shown in small notes.

Example 5 BACH: W.T.C., Book I, Fugue 16
a Original

Inversion at the 10th

o ST LT3 T,
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Inversion at the 12th
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*The original patterns are changed slightly at these points.

Versions b and ¢ here are not in the same key as a, which makes figuring of the inter-
val of inversion more difficult than in preceding examples. In order to have a com-
mon key-basis for purposes of comparison, let us transpose the beginning of versions
b and ¢ back to the original key, omitting voices not concerned in the inversion.
Example 6 shows this transposition.

Example 6
b c = -
- » # E[r 4@ — & o 14'7
e e e e ——
$ == = r T
*
he
W —1 1 - 1
)™y T I LR & 1 1
T &r T y’a

[t can now be easily seen that in b the lower voice has been transposed up a 10th and
the upper voice down an octave. There are also certain changes in the inflection of
notes because of the use of the major mode in b. In ¢ the lower voice has been taken
up an octave, the upper voice down a 5th. In figuring the interval of inversion we must
be careful, in both cases, not to use the changed notes marked with an asterisk.

In Example 7, part b is another illustration of inversion at the 10th, Subject II in
the tenor of the original version having been transposed that distance upward. Ver-
sion ¢ shows a device that amounts to a double inversion; in this case, Subject I, heard
as the tenor voice in b, appears both a 10th and a 15th higher in ¢. The principle
involved here is that it is usually possible to add a third voice in parallel 3rds or 6ths
to either one of the two original voices in counterpoint that is invertible at either the
10th or the 12th.
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Example 7 BACH: The Art of Fugue, No. 10
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(S. = Subject)

Notice that in inversion at intervals other than the octave or 15th, the position of
whole steps and half steps changes in the inverted melody because the latter begins
on a different scale step. Notice, too, that accidentals are frequently introduced in the
inverted voice, sometimes to achieve a better melodic line, sometimes to suggest a
particular chordal background. Examples 5, 6, and 7 illustrate these points.

GENERAL PRINCIPLES INVOLVED IN WRITING
INVERTIBLE COUNTERPOINT

Let us suppose that we are to write a passage invertible at the octave. [f we begin as in
a of Example 8, the attempted inversion, with lower voice transposed up an octave,
will turn out as shown in b. The voices have not changed places, the higher becoming
the lower and vice versa; thus no inversion exists.
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Example §

The same lack of inversion would result if two lines to be inverted at, say, the 10th
were more than a 10th apart in their origimal form. The general prineiple involved is
this: two voices to be inverted must not be separated, in the original version, by more
than the interval of the inversion.

The table that follows shows what the various intervals become when inverted at
the octave, |0th, and 12th, respectively.

Inversion at the octave

Onginal interval 1 2 3 4 5 6 7 8
Inverted interval 8 7 6 5 4 3 2 1
Inversion at the 10th
Original interval 1 2 3 4 5 6 7 8 910
Inverted interval 0 9 8 7 6 5 4 3 2 1
Inversion at the 1 2th
Original interval 1 2 3 4 5 6 7 & 9 10 11 12
Inverted interval 1z 11w 9% 8 7 6 5 4 3 2 1

It can be seen tfrom this table why inversion at the 10th is difficult. and conse-
quently rare. The 3rd, 6th, and the 10th, which are the most frequently used intervals,
become the octave, the 5th, and the unison, respectively. This tends to give the
inverted form a bare, “thirdless” sound. Furthermore, parallel 3rds cannot be used in
the original version because they become parallel octaves in the inversion (Example
9a); and parallel 6ths are likewise ruled out because they become parallel 5ths
(Example 958).

Example 9
Original v at 10th Origina) Inv. at 10th
2 | b 1
et S, — —r———— b R— i FES——( S S —— e a—§ S——— e S——
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| |
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Inversion at the 12th presents no such serious diffieulties. The only interval that is
likely to cause trouble is the 6th, which beeomes a 7th when inverted.

INVERTIBLE COUNTERPOINT INVOLVING THREE OR
MORE VOICES

Three-part writing in which the voices are invertible is known as triple counterpoint,
[t allows for six arrangements of the voices (shown below) although all six are not
likely te be used in any one composition. The voices are indicated here by number, 1
standing for the original top voice, and so on.

—_— L
b —
— [ LY

Three arrangements of the voices in a three-voice fugue are shown in the next exam-
ple. Certain small changes are introduced at times, partly to aceommodate the tonal
entries. Also, voice | appears in contrary motion in version ¢. The voices have been
numbered from the top down in a (the bottom voiee being the subjeet), and these
numbers are used in the inverted forms to show the various positions of the voices,

Example 10 BACH: W I.C., Book I, Fugue 21
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In quadruple counterpoint the possibilities for different arrangements of the i e = a0
voices are four times as great as in triple counterpoint, a total of twenty-four! Out of ' =
this number the composer will of course select only those that happen to work out 1L T am N 5.
most naturally. e :&9 —:gipir_,_-":‘gﬁi =—=c====
f

Completely invertible five-voice writing is extremely rare. However, there is one
famous example, certainly one of the most remarkable demonstrations of contrapun-
tal writing in all music. It occurs in the last movement of Mozart’s C major (Jupiter)
Symphony. In the following excerpt, three different arrangements of the voices
appear. As before, the voices are numbered so that it will be easy to observe their var-
ious positions. Only the string parts are shown in the example, but these include all
the essential lines.

SUGGESTED ASSIGNMENTS

l. Bring in four examples of invertible counterpoint,
including at least one in which the inversion is not at
the octave or a multiple.

Example 11 MOZART:  Symphony No. 41, K. 551 2. Write short examples of two-voice counterpoint
(Allegro mollto) o invertible at:
Viotin 1 — : = a. the octave (or a multiple)
] b. the 10th
. . ¢c. the 12th
Violin I —— 3_2_2 =3 - == _:::%—-E;‘ =
D)} T ' T T SELF-TEST
3 ‘ (=3 . '32 1 _ | S— 4 a: —
Viola | (e =— *—]QZPA ——— % Fe———— 1. If two voices are originally an octave apart and the top one is moved down an
i : octave while the bottom one is moved up a 5th, what is the total interval of
4, , -~ 4\. - & _ inversion?
R e = e S — 1 ‘EEE!:L,_T——}- = . . . . .
Cello ﬁfii :_Eiﬂé}} _— " = 2. Why is inversion at the 10th especially difficult to work with?

i 3. Why is it advisable to avoid the interval of a Sth between two voices that are to
be inverted at the octave?
. Why is it inaccurate to refer to inversion at two octaves as “inversion at the
16th™?
5. Cite a famous example of quintuple counterpoint.
6. Two voices to be inverted must not be separated, in the original form, by more
than what interval?

Double
Bass

i
F |
I
i
|
|
|



Chapter 10

The Two-Part Invention;
Motive Development

J. 8. Bach wrote fifteen two-voice compositions which he called {nventionen and fif-
teen three-voice works called Symphonien (Sinfonie, in Italian). These are now gener-
ally known as the “Two-Part Inventions™ aund the “Three-Part Inventions.” An
imvention could be defined as a short contrapuntal work centering around the devel-
opment of material from one or two motives, Although inventions have been written
by other composers from time to time, the number of them is small, and they have not
become staples of musical literature as the Bach inventions have. Consequently,
when we speak of “inventions,” we gencrally have those by Bach in mind. The Two-
Part [nventions will be used as the basis for this chapter.

A question that mght legitimately be raised is this: Why should these works be
studied when they represent a form so seldom encountered {especially by non-
pianists)? Among the answers that might be given are the following: (1) In spite of
their brevity, the Inventions are music of the highest order. In them, attractive motivic
material is developed in a4 masterly way; imagination and never-failing freshness
combinc with an astonishing economy of means. Getting to know this music is con-
sequently an enriching expertence for all musicians. (2) The Two-Pan Inventions
mvolve, on a small scale, most of the contrapuntal devices found in larger forms to be
studied later. These devices can most casily be mtroduced in the context of two voices
{as opposed to three or four) and in short compasitions. (3) The principles of inven-
tion construction are not confined to works actually titled Invention. For example,
Preludes such as Wumbcers 13 and 18 in Book [ of The Hell-Tempered Clavier and
certain movements (notably some Preludes) of Bach's Suites and Partitas are cssen-
tially inventions. (4) After doing basic excreises m two voices, students are usually
asked to do some writing of contrapuntal forms. The two-part invention is one that is
appropriate for them to undertake at that stage, whereas fugues or choralc forms nor-
mally involve at least three voices. Obviously, the Bach Two-Part Inventions serve
admirably as models for this type of project. Some of them will now be cxamined,
and the principles involved in their construction will be discussed.

126
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THE MOTIVE

The term mative has been defined in various ways. By some 1t is considered the
equivalent of a figure, or the smallest possible unit in a melodic phrase. To others it
significs a melodic statement of somewhat greater length, often one or two measures,
though scldom more than four. This latter meaning is the one that we shall adopt for
present purposcs.

Motives in the Bach Two-Part Inventions range all the way from a half measure, as
in Examplc la, to four measurcs, as in b (“M.” there stands for motive, “CM.” for
countermetive,)

There is often some corroboration of scgments within the motive. In g the only
repetition is a two-note figure of a failing 3rd (not cnough to qualify as a sequence).
In b the whole first measure is repeated in characteristie sequential fashion,

Most motives define the key and the rhythmic structure quickly. In cases where
cither of these elements is not entirely clear (for example, if the motive begins on the
fifih of the scale), an accompanying voice such as the one in Example 15 is generally
included to clarify the musical situation. Also, all good motives have some distinctive
teature, meladic or rhythmic or bath, that gives them interest and makes them casily
recognizable in subsequent appearances,

Example 1a BACH: Two-Part Invention No. 1

CM.
1_“—‘—‘—r'
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M M

Example 1b BACH: Twao-Part Invention No. 8
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THE IMITATION; THE COUNTERMOTIVE

Afler the motive has been announced in one voice, it is imitated (most often at the
octave but sometimes at the Sth) in the other voice. The imitation may begin iminedi-
ately after the last note of the motive in the first voice (as in Examples la and 16) or
along with the last note or even once or two notes before it——so that the motive and the
imitation overlap cach other bricfly.

Against the imitation the first voice may have frec material—that 1s, material that
does not recur as a recognizable unit and that has little lincar distinction—or it may use
a countermotive. The larter is a line that appears more or less consistently throughout
the invention as a counterpoint to the motive. It should have melodic interest of its
own and should be coneeived so as 10 complement the motive rhythmically.

Frequently, the mative flows smoothly into the countermotive (or free material); in
cerlain cases there may even be some difficulty in deciding where one ends and the
other begins. Therefore it may be necessary in analysts to count a particular note s
both the Tast note of the motive and the first note of the countermotive.
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In Exampic la the material that appears against the two imitations of the motive is
o bricf that there might well be some question as to whether it should be called a
countermotive. But since it is heard again twice later on, the label seems yustified,

In Example 16 the material in the upper voice starting in the last half of measure 5
has been heard as an accompanying voice at the start and reappears constantly in later
portions of the invention. Consequently it is very clearly a countermotive,

THE ACCOMPANYING LINE

In six of the Two-Part Inventions, the motive s first presented alone. When, as in
Example 14, it 1s announced at the start along with another voice, the material in that
voice may be free (though usually corroborated at some other point in the invention),
or it may be a countermotive. In any case, its function is to help in defining the key,
the harmony, the rhythmic structure, or all of these.

In Example 15 the first two notes in the lower voice are free. But the sixteenth-
note material beginning in the last balf of the first measure proves to be the counter-
motive that appears against the motive in the last half of measure 5—and many times
later on.

Example 2 illustrates a slight variation of this same arrangement. Although the
lower voice at the start scems at first 10 be free, a closer inspection reveals that it is &
skeletal version of the countermotive in sixteenth notes that begins in measure 3, in
the dominant. (Arrows show the notes that correspond to those in the initial accom-
panying voicc.) This is a good example of Bach's ceconomy in the use of materials; no
sigatficant ¢lement is ever used only a single time and then discarded,

Example 2 BACH: Two-Part Invention No. 15
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Skeletal version of CM.
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POSSIBLE PLANS OF THE INITIAL ANNOUNCEMENTS

In Example la the plan is as follows:

Tonic key Dominant level
Motive Countermotive Motive Countermotive
Motive Motive

I | l L

There are two announcements in the tonic key—one in each voice—and two at the
dominant level. (The latter term seems more accurate than “in the dominant key”
here, since there is actually no change of key.) Only one other of the Two-Part Inven-
tions uses this design at the start.

Example 15 (like four other Inventions) begins with the following plan:

Tonic key Dominant level

Motive Countermotive

| .

Countermotive Motive

[ || 1

Here there is only one announcement in the tonic and one in the dominant. It would
be reasonable to suppose that the length of the motive prompted this arrangement—
that is, that after staying in the tonic key for four measures Bach felt it would be bet-
ter to move to the dominant key rather than to have another tonic announcement. At
the same time, it might be pointed out that the only other Two-Part Invention with a
four-measure motive (Number 9) states it twice in succession in the tonic key at the
beginning.
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About a third of the Inventions begin with two statements in the tonic but then
move on to a fairly extensive episode without including any dominant announce-
ments at that point. Of course one or more of these may occur afier the episode, in the
“middle-entry” section.

Still another pattern, used in Example 2, consists of one announcement in the
tonic followed by two in the dominant (the latter in different octaves). Notice that in
measure 5 of Example 2 the last of the three announcements begins just after the
third beat, whereas originally it began just after the first beat. Such shifting of the
place of the motive in the measure is normally permissible only from a strong beat to
another strong beat (the first beat to the third beat in a measure of four) or from a
weak beat to another weak beat (second to fourth). Otherwise the sense of weak and
strong beats in the motive is at odds with the meter. In a three-beat measure, no shift-
ing from one beat to another should take place. These restrictions do not apply in
strettos, since the point of that device is to create intensity by having the voices enter in
quick succession, and that, in turn, may require a change in the original metric place-
ment.

A short “bridge” passage (usually no longer than a measure or two) may be inserted
between announcements of the motive if it is felt to be needed for a smooth transition
from one key to another. However, the motion from tonic key to dominant key that
often occurs in the initial statements of two-part inventions is so easily accomplished
that such bridges are seldom necessary. They occur much more frequently in three-
part inventions, where a return to the tonic key from the dominant key may take
longer to accomplish gracefully.

Three exceptional designs in the Two-Part [nventions should be mentioned. The
first occurs in Number 6 (E major), the beginning of which was given in Example 2¢
of the preceding chapter (page 117). There the two voices presented at the start are so
similar, seem so nearly equal in importance, and work in harness together so consis-
tently that it is hard to know which one should be called the motive and which the
countermotive. Probably the most logical analysis is to consider them two coordinate
motives—essentially one musical idea and its mirror.

The second unusual situation occurs in Number 13, quoted next.

Example 3 BACH: Two-Part Invention No. 13
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Here (Example 3) the passage from measure 3 to the middle of measure 6 has the
quality of an episode (developed freely out of the motive) if only because of its
strongly sequential character. Yet that material returns so frequently and so promi-
nently in the course of the invention that it is actually on a par with the motive in
importance. For that reason it is sometimes analyzed as a second motive.

Finally, two of the Inventions, Numbers 2 and 8, make use of an extended canonic
construction in their first portion. The beginning of Number 2 was given on page 92;
the beginning of Number 8 is shown next.

Example 4 BACH: Two-Part Invention No. 8
0 o ——

Ty =

- ol
. 3 -y = Y &
o —r> 20 - @ + - o
%Hﬁ e e ]
[4] -
p eEAfefalelfeal  s.s ,0am e0e
o

The Two-Part Invention; Motive Development 133

DEVELOPMENT THROUGH SPECIAL DEVICES

At any point after the initial announcements (occasionally even iz an initial announce-
ment), the motive or other material may be changed, or presented in special relation-
ships, through the use of the devices shown in Example 5. They are demonstrated
there with a motivic fragment for purposes of simplicity. Augmentation, diminution,
contrary motion, retrograde motion, and stretto were discussed in Chapter 8. The oth-
ers should prove self-explanatory.

Example 5
| h I T 77 p—
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Stretto

The three devices in Example 5 that occur most often in the Bach Inventions are
change of interval, sequential repetition of a portion of the motive, and stretto. All
these are illustrated in Example 13. In general, contrary motion, augmentation, and
diminution are more characteristic of larger contrapuntal forms such as the fugue. Yet
they do appear from time to time in inventions, as Example 6 attests. (These mea-
Sures form an episode that follows the excerpt shown in Example 1a.)
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Example 6 BACH: Two-Part Invention No. 1
A, con. mol M., con. mot. M.con. mot, M., con. mot.

1 — 10 1T 17

Retrograde motion (cancrizans) is rare in tonal music. Not only is it difficult to
write, but the average car has trouble in recognizing a melodic line when it1s played
backwards; consceguently the point of the device tends to be lost.

The use of two or more of these devices at the same time is possible. For instance,
in Example 6 contrary motion is involved in one voice and augmentation in the other.
and the combination of these (wo in a single voice was seen in Example 12 on page
100. However, the fact that they are all listed here together should not be construed as
a suggestion that they be used en masse. Some will be successful with a particular
motive, while others would be forced and unnatural. In other words, the use of any of
them should be suggested by the musical material itsell rather than be imposed arbi-
trarily.

EPISODES

Episodes are sections based on a portion of the motive or the countermotive or ob
other (even new) material. They may be of any length but are most often from two 10
four measures [ong. The motive, if it is used as a basis, generally does not appeat in
its complete form unless it happens to be so brief that it does not lend itsell to divi-
sion into smaller segments.! Episodes are ncarly always sequential, Their chief fune-
tions are to modulate from the key of one statement to that of the next and to provide

jsode

11 such cases it is sometimes difficult 10 decide whether certain material should be labeled an ¢p
or simply consceutive statements of the motive,
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new interest and a relief from full statements of the motive, (In the case of music
involving three or more voices, they can also give variety of texture by reducing the
number of voices.) A term that may prove useful in analyzing cpisodes is motive-
element.

The intent in Examples 7-11 is to show the derivation of episodic material from
the mobive in several of the Inventions.

The beginning of Invention Number 4, shown in Example 7, involves an unusual
plan: there are three announcements of the motive in the tonic, with the third one
flowing into a sequential episode based on a slightly changed version of the motive,

Example 7
M.

n Examples 8, 9, and 10 the motive is shown separately first; the episode quoted
DCCL_lrs later in the invention. The motive in Example 8 is alrcady sequential, the first
Mmottve element being repeated a step higher. In order to create a truly episodic sequen-
tial eflect, Bach extends the original sequence to include a third appearance of the
Molive-clement. Also, the harmonie significance is differemt from that in the initial
Sla_imncnl. The rest of the motive is not used at that point, a fact that confirms the
EMsode analysis.
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Example 8

(The beginning of this invention is given in Example 15.)

Notice that tn Example 9 the last portion of the episode is based on an arpeggio
figure from the end of the motive, (The last cleven notes of the motive might well be
termed a “link™ rather than the motive proper, an arrangement to be discussed in a

later chapter.)

Example 9
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In the episode shown in Example 10, the first motive-element is initially treated in
gretto fashton, then with both voices in parallel motion and in the same rthythm as a
contrast to the opposing directions and alternating rhythm of the stretto.

Example 10

i

In Example 1 the motive in its initial form is not shown. lnstead, a middle entry
o the key of' A has been included so that the relationship between this and the episede
that follows can be seen. The last note of the motive (E) is evaded at the beginning of
measure 3, the resolution being transterred to the bottom voice. Then follows a
highly ingenious sequence based on this altered version of the end of the niotive,

Example 11

{
—
{
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(The beginning of this invention is given in Example 2.)

In spite of the fact that all the episodes in Examples 7—11 happened to derive from
the motive, it must be remembered that the countermotive or other material may also
serve as the basis for episodes.

Example 6 was mentioned earlier as an illustration of episodic technique. It is
atypical in one respect: the sequence is based on the whole motive (inverted) rather
than on only a portion of it, a situation obviously caused by the brevity of the motive.
Yet the passage seems clearly to belong in the episode category, for several reasons:
(1) The treatment is characteristically sequential. (2) These measures occur at a point
where episodes are commonly found—immediately following the initial statements
of the motive; there the design changes from a straightforward presentation of the
motive to a more developmental approach. (3) The passage effects a modulation.

MIDDLE ENTRIES

The term middle entries, borrowed from fugue terminology, may be applied to the
statements of the motive that occur after the initial ones and normally after an inter-
vening episode, but before the closing section in the tonic. A cadence in a key other
than the tonic generally precedes the section in which the middle entries appear. For
these statements, Bach confines himself to the five most closely related keys:

In major or minor In major In minor
Dominant Supertonic Subtonic (whole
Subdominant step below the
Mediant tonic)
Submediant

These are the keys whose signatures contain one sharp or one flat more or less than
that of the original key. Another easy way to determine the closely related keys of
given key is to construct triads on each scale step of that key; major or minor triads
indicate major or minor closely related keys, respectively. (Diminished triads, vii? in
major and ii’ in minor, do not represent tonics of closely related keys.)
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Example 12 Closely Related Keys

to C major
= I g
Keys: d e F G a
to C minor
i . . o
b2 4 I [ 6 ] 1 1 . L 11
Keys: Eb f g Ab Bb

Notice that the closely related keys include (1) the dominant and its relative major or
minor; (2) the subdominant and its relative major or minor; (3) the relative major or
minor of the original key. Notice, too, that whereas the dominant chord of a minor
key is generally major, the dominant key is minor.

In addition to the keys shown above, the parallel minor (C minor in the case of C
major) and the parallel major (C major in the case of C minor) are sometimes consid-
ered closely related keys because of their common tonic note.

Middle entries, of which there are generally at least two or three, are most often
separated by episodes rather than presented in succession. Although they follow no
set key plan, certain keys are more likely to be chosen than others in given situations.
When the motive is in major, the first middle entry is often in the dominant key, occa-
sionally in the relative minor. If the motive is in minor, a frequent choice of key at
that point is the relative major. In any case, the key used will normally have been
reached by the end of the first episode. The /ast middle entry before the final portion
of the invention is often in the subdominant key. The tonic chord in that key then
becomes IV (or iv) in the original key, and the return to the latter is easily effected.

THE FINAL STATEMENTS

There are usually at least one or two statements of the motive in the tonic key as the

f;nal portion of the invention. These are followed, of course, by a strong cadence at
the end.

OVERALL CONSTRUCTION

From these comments on the Two-Part Inventions it can be seen that there is no one

Plan of construction to which they al) conform. Yet they have certain features in com-

m‘?n; particular musical situations appear with more frequency than others at given

Sl?éﬁts On the bas.1s of these, it is possible to put together a kind of composite plan
as the following:
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Initial state- Episode, One or two Further middle  Final stare-
ments of mo-  medulating middle en- entrics in ntents of mo-
tive (two to oV (orvi)if  tries in key closely related  yive intonic
four) in basic key 1s Just reached. keys, followed  (one or two).
tonic, domi- major, [T if and/or pre-

nant. minor. ceded by epi-

sodes as desired.
Possibility of
stretto, domi-
nant pedal point.

Such a plan may be used by students as a peint of departure in writing their own
inventions. It sl allows considerable latitude for variation within mdividual see-
tiens- —a latitude that is necessary, sinee ditferent motives will suggest different soly-
tions,

Most of the [nventions involve cadennally marked sections to seme extent. The
degree of sectionalization varies all the way (rom a clear division and a double bar m
Number 6 (IF major) to a near absence of any distinct sectional feeling in Number 12
(A major),

ANALYSIS OF INVENTIONS

It 1s assumed that all counterpoint students will do some analysis of the Bach Inven-
tions as part of their assigned work. In written analysis, “M.” may be used in desig-
nating the appearances of the motive and “CM.” the appearances of the
countermotive, Free material may simply be left unlabeled, or the word *‘Free™ may
be written in. For the extension of a musical idea, usc a wavy line. For matertal that 1s
related to or derived from some foregoing clement but not close enough to it 1o be
analyzed as the same, use a dolted line plus an indication such as “(M.)" or *{CM.)"
to show the derivation of the material. Brackets (m===) are helpful in showing the
extent of the musical element. Pronounced cadences at the end of sections, and the
key in which cach occurs, should also be indicated-—for example, “Cad., rel. minor,”
or*Cad., vi."

Example 13 shows an entire two-part invention with analytical markings added. I
cases such as this, where there is no countermotive, a bracket alone (without *M.") is
sufficient to identify the metive,

The Bvo-Part Invention: Maotive Developmient 1

Example 13 BACIH: Twu-Part Invention No, 7
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T 11,

Cadt., 100,
~
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There are several points in Example 13 that merit special mention:

Notice the frequent changes in interval in the various statements of the motive. For
example, the mterval between the last two notes of the metive is a perfect 5th at the
starl. In the second measure it becomes an octave, and in later appearances a perfect
4th, a minor and a major 6th, a minor 7th, and an augmented 4th. Such changes give
fresh interest and allow for different harmonic suggestions,

In measures 7 and 8, only the first three notes of cach statement of the motive are
in conlrary motion,

It is usually necessary to depart from a strict statement of motivic matenal at
cadence points.

In measures 7 and 8, there is a sustained D (with trill) in the top voice that has the
quality of a dominant upper pedal point in G najor; it parallels the B held by the
lower voice in measures 15- 17, a dominant pedal point in E minor. These passages
are particularly effective because of the fact that both voices are in metion during
most of the invention. The pedal point provides a certain element of repose, and relief
from constant activity in both voices,

The cadences inmeasures 7. 9, and 13 act as “punctuation” and mark the sections of
the invention, the one in measure 9 being perhaps a bit lighter than the others in terms
of formal division. Very often the voices exchange matenal after such cadence points.

Stretto is involved in measures 11 and 12 and provides a climax to the first halt of
the invention.

Sequences are abundant.

Notes are sometimes added at the beginning of the motive or between consecutive
staternents of it in order to carry on the rhythmic motion, as at measure 20, bottom
voice, and clsewhere,

Arrows connected by cross-beams have been used to show, in the latter portion,
underlying linear motion that repeatedly involves a descending scalewise figure
derived from the beginning of the motive. For example, the succession G, F-sharp, E,
D-sharp occurs no less than four times,

In analyzing inventions, some of the points to be noted are these:

1. Characteristics of the motive
Length
Start on tonic note or elsewhere
Harmonies implied
Position in mcasure, on the beat or after rest, ete,
Striking melodic or rhythmic features
Whether announced alone or with accompanying voice
If accompanicd, whether added voice is free material or a countermative
2. The imitation
At the octave?
Exactly like first announcement or changed?
Nature of other voice (countermotive or free?)
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3. Subsequent announcements
Keys involved and their relationship to home key
Motive complete or only partially stated?
4. Episodes
Source of material
Length
Modulations effected

4l

. Rhythmic relationship between voices; use of ties or rests
6. Scctions

Use of cadences

Exchange of voices between one section and another
Use of same or different harmonic succession

Relative proportions of scetions; symmetry or lack of it

SUGGESTED ASSIGNMENTS

Page in
Borkbook

1. Analyze the two-part invention in the Horkbook. 39,40
2. Apulyze onc or more of the Bach Two-Part Inventions

as specificd by the istructor.
3. Wrile countermotives to the invention motives given

in the Horkbook. 41,42
4. Extend cach of the brief passages given in the Fork-

book 1o form a sequential episode. 43
3. Using onc of the motives in the Workbook or an oripi-

nal motive, write the beginning of a two-part invention

(at least two announcements of the motive). 41, 42
6. Complete the invention begun for 5.

SELF-TEST

I. In a two-part invention the two initial announcements of the motive are nor-

mally in what keys?

What are the closcly related keys of E major?

. What are the freer passages that come between full announcements of the

niotive 1n an invention?

. Give two functions of these passages. They may be based on what matcerial?

. Give the criterion for determining whether a key is considered “foreign.”

6. Cite two functions of the accompanying voice that sometimes occurs with the
motive at the start of Bach's inventions.

7. Approximately how many measures long are the longest motives in Bach’s
inventions and sinfonias?

8. Define “invention.”

(PSRN

N e

Chapter 11

Three-Voice Counterpoint

Writers on counterpoint have frequently extolled the virtues of three-voice texture,
They stress the fact that it allows for greater harmonic completeness and richness
than dees two-voice counterpoint, yet still maintains clarity of individual line. Also,
they point out that much of the wortd’s finest music is based on & three-voice fabric.
The most obvious examples are such works as trio sonatas and threc-voice fugues;
but a great deal of other music, if reduced to its skeletal form, would prove to consist
of only three basic voices.

RHYTHMIC RELATIONSHIPS

Various rhythmic relationships between the voices are possible in three-volce coun-
terpoint.

The motion may be more or less evenly distributed among the voices, as in Exam-
ple 1. When one voice has a longer value, either or both of the others keep the motion
going, All three seldom move in shorter values at the same time, although that may
occasionally happen for a few beats as a relief from constantly alternating motion.

Example 1 BACH: Goldberg Variations, Var, 9, Canon at the Third
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Two of the voices may be paired rhythmically—either with the same values in
both or with alternating motion betwceen the two—while the third voice takes a differ-
ent thythm. In Example 2 the upper two voices move not only in the same rhythmic
paltern but predominantly in parallel fashion. The small notes in the cembalo (harpsi-
chord) part are an editorial realization of the figured bass originally present.

Example 2 VIVALDI: Concerto in D Major for Flute, Strings, aud Harpsichord
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Copyright 1953 by G Ricerdi & Co. By pormission of G. Ricordi & Co.
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In the first part of Example 3 the upper two voices alternate on an eighth-note pat-
tern and the bass moves in sixteenth notes; at the midpoint of the sccond measure, the
sixtecnth-note rhythm is transferred 1o the top voices while the bass has cighths,

Example 3 BACH: Fughetta, B.W.V, 952

In Example 4 the middle and bottom voices are paired. They form a rather quiet
background to a prominent and ornate melody in the top voice. In such cases the ¢ffect
may ¢ven approach homophony.

Example 4 BACH: Goldberg Variations, Var. 13
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Occasionally, cach of the three voices moves in a rhythmic pattern distinct from those
of the other voices. Example 5 demonstrates this possibility, as does Example 8 on
page 151.

Example 5 BACH: The Musical Offering, No. 5. Sonata (Trio)
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A special and somewhat unusual rhythmic situation is seen in certain music based
on chorales; the chorale melody in long values is accompanied by other voices mov-
ing in much shorter values, as in Example 6. (Ofien the chorale melody is in the bot-
tom or middle voice rather than the top one.) The same arrangement is often seen in
music involving ground-bass or passacaglia themes in long values.

Example 6 BACH: Fantasia on Jesu, meine Freude

All these examples demonstrate the regular rhythmic pulse characteristic of Baroqu¢
music. Once a basic rhythmic pattern has been set up, it is generally maintained con-
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sistently, in one voice or another. In Examples 1 and 2, that basic pattern involves
eighth notes, in Examples 36, sixteenth notes.

RELATIVE IMPORTANCE OF VOICES

As a very general principle, the ear of the listener tends to be somewhat more aware
of the outer voices in music. Consequently the reiationship between these two voices
has been a matter of special concern to composers; some are known to have sketched
the outer voices of a new work first, the inner ones being added later. However, the
fact that the middle voice in three-voice counterpoint is sometimes less prominent
than the outer two does not mean that any less effort should be expended in making it
as interesting and independent a linc as possible.

HARMONIC CONSIDERATIONS

From a harmonic standpoint, the chief difference between two- and three-voice coun-
terpoint is that harmonies can be implied more fully and more clcarly with three
voices. For example, it becomes possible to sound all three notes of a triad at once, as
well as three out of the four notes in a seventh chord-—enough to define the chord.
(The question of which chord members are best included or omitted is discussed later
in connection with the first three-voice exercises.) Furthermore, implications of chro-
matic harmony—especially of altered seventh chords—are more feasible in three-
voice writing and are consequently seen there more often. For that rcason, some
comments on that subject, along with illustrative examples, are given next.

Chromaticism

The examples seen earlier in this chapter make use of chromaticism in connection
with secondary dominants or common-chord modulation, although the motivic mate-
rial itself is diatonic. The examples that follow, on the other hand, all involve chro-
maticism as a basic feature of lines. In both Examples 7a and b a fugue subject of a
chromatic nature is extended and gives rise to successions of shifting chromatic har-
monies at certain points. Harmonic analysis of @ shows, in beats 5 to 10, a progres-
sion around the circle of Sths via secondary dominants. In measures 3, 4, and 5 of b,
the descending chromatic line A down to E is given to each of the three voices in turn.
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Example 7a BACH: W.T.C., Book II, Fugue 6 In Example 8, chromaticism results not only from the fact that the invention
motive (in the bottom voice, at that point) contains alterations, but from the fact that
Bach surrounds it with two decidedly chromatic countermotives.

Example 8 BACH: Sinfonia No. 9
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— — j : ] TF/ L The variation from the Goldberg Variations quoted in Example 9 is particularly
| _J = 5 effective in the context of the whole work because of the great contrast between its
v/w v’ VVV vl i VS i expressive chromaticism and the diatonic nature of most of the other variations. Sim-

ilarly, the gently flowing character of the lines is a marked departure from the hearty,
motoric feeling of much of the work and consequently heightens the contrast.

Example 7b HANDEL: Fugue in A Minor for Harpsichord

(Largo) Example 9 BACH: Goldberg Variations, Var. 25
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{\n inspection of the examples given in this chapter—and of three-voice counterpoint
In general-—will reveal that one of the voices is often tied into the next beat (or a later
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one) while the other two voices move. The tied note may be either harmonic or non-
harmonic in relation to the harmony into which it is tied. In either case, the motion of
the voices at different times accentuates their independence and gives a pleasing
interplay among them. (If all three voices move at the same time consistently, as nec-
essarily happens in certain species exercises, the effect is somewhat “wooden.”)
When the tied note is nonharmonic to the new harmony, another element of interest is
added: a dissonance is created before the note resolves. The tied note just described is
of course a suspension. While other nonharmonic tones obviously figure in three-
voice counterpoint just as they did in the two-voice variety, their use seems to require
no additional comment here. In the case of the suspension, however, the presence of a
third voice allows for certain patterns not possible with two. Quite apart from that, a
review of the subject within the framework of three-voice texture may prove helpful.

Suspensions

Suspensions in two-voice counterpoint were discussed earlier. The basic process is
the same in three-voice writing; a note belonging to one harmony is retained, either
by a tie or by repetition, during the next harmony, to which it is dissonant and into
which 1t normally resolves. Example 10 shows an excerpt that abounds in suspen-
sions.

Example 10 BACH: W.T.C., Book I, Prelude 24
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It may be instructive to examine the effect of various suspensions. The following
are all satisfactory.
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In three-voice writing, suspensions are described in terms of the intervals between
the bass and the suspended voice (or, if the suspension is in the bass, in terms of the
intervals between the outer voices).

Suspensions into the third of the chord (g, b, and ¢) and into the root (4 and ¢) are
stronger than those that resolve to the fifth of the chord (/).

In g and 4 the suspension is prepared on the second half of the preceding beat.
This arrangement is sometimes useful as a means of introducing suspensions where
none of the notes on the beat can be retained and resolved downwards into the next
harmony, so as to form a suspension. It also provides greater rhythmic activity.

A possibility seen in Example 10 but not discussed before is demonstrated in / and
J, Example 11: as the resolution of the suspension takes place, one or more members
of the chord of resolution move to other chord tones. In / the bottom voice moves to
the third from the root and in j both the top and bottom voices move. A similar device
is shown in & and [ where one or more voices move at the point of resolution, but to a
hew harmony instead of the one into which the suspension would normally resolve.
Obviously, the note of resolution must fit into the new harmony in such cases.
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Example 12a shows an arrangement best avoided. The principle involved is this;
when a suspension resolves by half step to the third of a chord, the note of resolution
should not be doubled (in any octave}. When the resolution is by whole step, the
cffect s sorngwhat better, cspecially if the chord of resolution is a secondary triad
(which might appropriately involve  doubled third) as in Example 1256,

Example 12
Possible

Remember that in suspensions involving more than one beat the suspended note
must fall on 3 strong beat; suspensions that resolve within & beat may occur on any
beat.

The chain suspension, mentioned carlier, 1s demonstrated in Example 13,

Example 13 BACH: H.T.C, Book [, Fugue 8

The bass in chain suspensions frequently moves alternately down a 4th and up a 2nd
{Example 14),

Example 14

T

——
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1t is possible to suspend more than one note at a time. Example 15 contains a num-
ber of double suspensions. Those marked with an asterisk arce retardations: that is,
they resolve upward,

Example 15 BACH: H.T.C, Book I1, Prelude 12

In Example 16, a delayed resolution of a suspension oceurs in the first part of each
measure. The basic harmonie progression has been added below the excerpt in order
to show the suspensions more clearly.

Example 16 BACH: W.T.C., Book I, Tugue 12

This last example also illustrates, at @ and b, the use of a harmonic change at the
point of resolution. At @ we would expect F minor, at b, D-flat major.

Contrapuntal music somctimes makes usc of an arpeggiated harmonic succession
that includes a suspension. That is the casc in Example 17, Here again, a change of
harmony occurs at the point of resolution,
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Example 17 BACIHL: W EC, Book I, Fugue 7

EXERCISES IN THREE-VOICE COUNTERPOINT

Our first work in three-voice counterpoint will be in 1:1 form—that is, with all three
voices moving in the same time values. As pointed out carlier, the presence of @ third
voice gives us the ability to sound all three netes of a tniad at once, whereas in two-
part writing we were foreed to suggest the harmony with only two notes sounded ver-
tically. Ilowever, there are times when linear reasons dictate that two of the voices
shall take the same chord tone, cither in unison or an octave or hwo octaves apart.
There is then a choice as to which of the remaining two chord mambers to include
and which to omit. [n our work in two-voice counterpoint we discovered that the third
of the chord was necessary to define its color quality. Consequently, three-note verti-
cal combinations, such as those in Example [8a, that contain no third are ruled out. A
turther conclusion made carlicr was that the root must normally be present tor pur-
poses of tdentification. But on occasion the proper motion of individual voices
dernands a doubled fifth, in which case the root must of necessity be omitted (€).
Most such situations involve stepwise contrary motion in outer voices, That is the
case In b, where a third is doubled. Although tripled thirds and fifths are avoided, the
tripled root may be used at the beginning or end of exercises, as at the end of b and ¢

Example I8

Avold Usalble

third omitted donbled doulled
third filth
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Notice that whereas in two-voice counterpoint the perfect 4th was unsatisfactory
for use as an essential interval, in three-voice writing it becomes usable as a stable
interval between the upper two volces because the third voice can complete the triad,
as in the first chord of Example 18¢. Howcever, a 4th hetween the bass and either of
the upper voices still has the unstable quality it had m two-voice counterpoint,

In the case of seventh chords, one note must obviously be omitted in three-voice
1: 1 counterpoint. Most often this is the fifth, since 1L 1s the least essential in establish-
ing 1the quality of the chord (Example 19a). Rarely, the third may be omitted to form
combinations such as those in b, But combinations involving the omission of hoth
third and fifth (¢} should not be used. (The doubling of the seventh in two of these is
objectionable in itsell because of the parallel octaves it invites.) Ifthe root of the V7 is
omitted as in . the resulting sonorities are those of the vii® and are of course highly
usable. (The ones implying vii®s are strongest. }

Example 19
Usable (frequent) ) Usable (rare)
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third and tifth omitted root omitted (- vir®)

Nondominant seventh chords, which were difficult to imply and sometimes awk-
ward 1o resolve with only two voices in 1: 1, become entirely usable with three voices
(Examples 20a and #). The seventh chord on the leading tone (or the incomplete V¥)
appears more frequently in minor than in major. Examples of secondary dominants
and of an [talian sixth chord are given at ¢ and 4, respectively.



158 Three-Voice Counterpoint
Example 20
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Parallel Sths are still to be avoided in general, but there is one special case in
which the effect of going from a diminished 5th to a perfect 5th in the two top voices
of three-voice counterpoint is acceptable (Example 21a). These 5ths must not be
used in outer voices, however (Example 215).

Example 21
a Good b Bad ‘
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The principle involved here is one mentioned earlier—that the ear hears the outer
voices in three-part counterpoint as being slightly more important than the inner
voice. The fact that the outer voices in Example 21a move in parallel 10ths seems t0
take the stigma off the 5ths, while in the b version the Sths are conspicuous because
of their position as outer voices.
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Partly because of the somewhat less prominent character of the middle voice, and
partly because it is extremely difficult to write a middle voice that involves no con-
secutive repetition, the prohibition against repeated notes in 1: 1 exercises is relaxed
with respect to the middle voice only. Even there, however, repeated notes should be
employed only where a change of note is awkward or impossible.

As in two-part writing, the harmonic successions implied by the voices must be
considered carefully. This point was discussed in Chapter 3.

In the exercises to follow, the middle voice may be put on the upper or lower staff,
depending on which pitch notation is the more convenient. If desired, three separate
staves may be employed, and in that case the middle voice may be written in one of
the C clefs.

The three voices should be kept within the following range limits.

Example 22
Top Middle Bottom
Fa) hod fal o
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The rules of spacing that are applied in four-voice harmony are relaxed somewhat
here; that is, it is sometimes necessary to have more than an octave between the upper
voices, though such arrangements should not continue for long.

In doing these exercises, remember that the results should not be mere successions
of three-part harmonies, but three individual lines with independent curves. Each
added voice should be sung or played separately in order to test its ability to stand
alone as a good melodic line. To achieve this end with the middle voice will probably
be more difficult than with the other two.

Example 23 illustrates the sort of exercise that will be assigned next. One voice is
given and the other two are to be added in 1:1 fashion. In Example 23 the given line
was specified as the bottom voice, and the upper two voices have been added.

Example 23
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Exercises Involving Suspensions

Three voices in 1: 1 relationship are given and the student is asked to create a suspen-
sion in one of the two lower voices. Example 24 is an illustration.

Example 24
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Obviously, the suspension could not be introduced in the bottom voice here because
the latter does not move stepwise—a requirement for the resolution.

Conversion of 1:1 to Other Rhythms

One project consists in converting |:1 counterpoint in three voices to versions
involving 2:1, 3:1, and 4: 1 rhythms, with the motion distributed among the voices.
(Example 16 on page 155 is a good illustration of counterpoint in which the motion is
more or less evenly distributed among the voices.) As in similar exercises done ear-
lier with two voices, this will be accomplished by adding notes such as chord tones,
passing tones, suspensions, and neighbor tones to the basic 1:1 version. Example 25
shows a short 1:1 counterpoint that serves as the basis for the converted versions that
follow it.

Example 25
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*An occasional passing seventh may be used even in the 1: ] versions.

Three-Voice Counterpoint 161
Example 26 illustrates what this might look like when converted to a 2: 1 rhythm.

Example 26

Examples 27a and b show possible 3: 1 and 4: 1 versions respectively,

Example 27
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Obviously, these results have more the character of figurated harmony than of real
Counterpoint. This process, a somewhat mechanical one, is introduced here chiefly as

a stepping stone between 1:1 counterpoint and the freer exercises to follow. These
Include:

_1. Supplying a middle voice for two given outer voices. The objective is to create
a line whose notes define the intended harmony clearly, that is pleasing as a line, and
thal‘works with the other two voices to maintain a steady rhythmic flow, with the
Motion distributed among the voices. (The Suggested Assignments below give the
Page numbers in the Counterpoint Workbook on which this and the other exercises
described here appear.)
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2. Supplying two voices below a given top voice. As a rule, the given melody wil}
suggest what rhythmic motion is appropriate; or directions concerning that element
may be given (e.g., preponderantly 2: 1 or some other ratio). In any case, the motion
will normally be distributed between the two lower voices—or sometimes among af|
three if the rhythmic nature of the top voice allows for that.

3. Working from a given four-part harmonization as a very general harmonijc
model in creating a three-voice version. (The top voice is to remain intact.) The first
step consists in eliminating from the four-part harmonization notes that are not
essential in defining the harmony—notably the doubled notes in triads and the fifthg
in seventh chords. The next step is to use the notes that remain in forming two satis-
factory voices beneath the top one. This process is likely to involve some changing
(perhaps even of the original harmony) and some octave adjustments in the interest
of creating good lines. Changes may also be necessitated by the fact that certain har-
monic progressions possible with four voices are either very difficult or impossible to
suggest with only three. A sample of this process (the conversion of a four-voice har-
monization to one using three) can be seen on page 88 of the Counterpoint Workbook.

SUGGESTED ASSIGNMENTS
Page in
Workbook
1. Exercises in error detection, three voices, 1:1. 45,46
2. Exercises in writing three-voice 1:1 counterpoint and
in converting it to other rhythms, with motion distrib-
uted among the voices, 47,48
3. Exercises on suspensions (three voices); writing and
analysis. 49, 50
4. Supplying a middle voice for a chorale melody and
bass, composite 2: 1 rhythm. 51
5. Writing a three-voice version of a chorale using a
given four-voice version as a harmonic model. 52
6. Analysis of an excerpt from a trio sonata; addition of
figured-bass symbols (optional). 53
7. Completing of sequential patterns (three voices). 55,56
SELF-TEST

1. Give two specific advantages of three-voice texture, as compared with two-
voice and four-voice.

2. In three-voice counterpoint, suspensions are described in terms of what two
voices?

3. In suspensions involving more than one beat, the suspended note must fall on
which beat (weak or strong)?

4. Why is the third of a triad seldom omitted in three-voice counterpoint?
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. When a 7th chord is implied in three-voice counterpoint, which chord member

is normally omitted?

. Under what circumstances is the succession diminished 5th to perfect Sth

acceptable in three-voice 1:1 counterpoint?

. Under what circumstances is a doubled 5th or 3rd of a triad acceptable in three-

voice 1:1 counterpoint?

. Why is the interval of a 4th (between voices) regarded differently in three-

voice counterpoint than it was in two-voice counterpoint?
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Chapter 12

Writing of Short Pieces,
Three Voices

14
In Chapter 7 the writing of small picces in two voices was discussed, Similar projects =R 7#;—7 — £ — Tfi,.ﬁl’;* ,ﬂ%iﬁj*' -~ .,,f‘kf"::”t' :E:'i’f:*
involving three voices may now be undertaken. As in the earlier work, these may he i‘ e L — ™ D B — 7| o .
of the prelude type- ~that is, rather [ree in form and normally continuous —or they ey A le *1‘—0__T|—£‘P'—--—‘—, £ _ ;i—, -2 :'%
may be medeled on the periodic dance-suite mevement. 9; S Lﬁ; =

The first type 1s illustrated in Examples la and b, two short preludes by Bach.
Example la begins with a brief melodic idea revolving around figurated harmony;
this is then imitated in the other voice. There is a modulation to the relative major,
alter which portions of the original idea are devetoped, and in the process a return to
the tonic key is eftected. The persistent recurrence of the broken-chord figures o one
voice or the other is a unifying clement in the picee,

Example 14, only a double period in length, achieves a remarkable degree of lyrie
cloquence in that short span. The sccond halt, which begins in the relative major and
returns to the tonic, consists of an altered version of the first half. In measures 5 and 6
and the parallel passage in measures 13 and 14, there is free imitation between the

upper two voices. Notice the eifectiveness of the pitch climax in measure 14, Example 1b WILHELM FRIEDEMANN BACH: Prelude, from the Clavier-
biichlein
Exampie 1a BACH: Prelude, B.W.V, 941 e e i :_-L g e e e
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Examples 2 and 3 quote dance-suite forms involving three voices. The form of the
Purcell Rigadoon is aabb’.

Example 2 PURCELL: Rigadoon
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Note concerning the ornaments here and in‘the other quotations from Purcell works on pages 90 and
272: There is uncertainty even among scholarly authorities as to exactly how the ornaments involving
small slanting lines above the notes were intended to be performed. For some views on this subject the
reader is referred to: Robert Donington, The Interpretation of Early Music, 2nd ed. (London: Faber and
Faber, 1965).

Example 3 shows the beginning of four movements from Bach's French Suite
Number 5. (Of the other three movements, two make use of only two voices.)

Example 32 BACH: French Suite No. 5, Allemande
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Example 3b BACH: French Suite No. 5, Sarabande
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French Suite No. 5, Gavotte
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Example 3d BACH: French Suite No. 5, Loure
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These brief excerpts (Examples 2 and 3) are of value chiefly in suggesting charac-
teristic rthythms and textures. The student planning to write in this genre should
inspect some of the French Suites and the English Suites. In these works, the number
of voices does not always remain constant through each movement. For instance, in
faster passages where three voices would be difficult to manage from a performance
standpoint, the middle voice is sometimes allowed to drop out temporarily; and at
other points a fourth one may be added for greater sonority or harmonic complete-
ness. Full chords are often included at the beginning of movements and at cadence
points. These help to define the key and give dramatic emphasis.

SUGGESTED ASSIGNMENTS

1. Analyze a three-voice movement in free prelude style
from the Baroque period, as specified by the instructor.

2. Analyze a preponderantly three-voice movement or
movements from a Baroque dance suite, as specified
by the instructor.

3. Write a short three-voice piece in prelude style.

4. Write the first half of a short three-voice movement in
dance-suite style.

5. Complete the movement begun for 4.



Chapter 13

Imitation in Three Voices

In two-voice counterpoint, imitation at the octave s natural and satisfactory. With
three voices, it entails certain disad vantages.

The first is the melodie and harmonic monotony that 1s likely to result when the
same material is stated three imes in a row starting on the same pitch class (even
though in different octaves). Such an arrangement has a certain static quality about it,
as comparced with one that moves to the dominant level for the second announcement
and then back to the tonie for the third.

A further problem is range. When three different octaves are involved, the voices
are widely spread out. While that spacing is practical for three solo wind or string
instruments of appropriate compass, it 1§ generally awkward for keyboard instru-
ments. And from a vocal standpoint i1 is likely to be totally unworkahle, since it tends
cither to take the top voice too high or the bottom voice too low. For this reason it was
normally ruled out for the Renaissance composer, whose approach was essentially 2
vocal one and whose music was ofien written so as to be performable by voices or
instruments (or both, on the same parts),

Thus the preference for the I'V 1 pattern in imitation involving three voices may
have originated partly from considerations of vocal range. Bat the presence of two
tonal levels that provide a sense of departure and return was undoubtedly also a factor
in making that plan attractive to composers from the start and threughout the period
of tonal music. When four voices are involved, the fourth announcement is normally
at the 5th, so that the principle of alternating levels is even more in evidence then.

The material in this chapter applics to much three-voice music, including inven-
tions (sinfonias) and fugucs. Whereas in inventtons the principal idea is called the
“motive,” in fugues it is known as the “subject.” The abbreviations *M.” and “S." are
used for these two terms in the examples that follow. A countermotive is indicated by
“CM.." a countersubject (which performs the same function in fugues) by “CS."
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REAL IMITATION

When a melodic line is imitated at the 5th, the imitating material is known as the
“answer.” The term “at the Sth” is applied not only 10 notes literally a 5th higher but
to those of the same pitch classes in higher or lower octaves. For instance, if middle C
is the note being imitated, any of the following notes would be considered an imita-
tion at the 5th;

Example 1

E=—

In Example 2 the notes of the answer are all a perfeet 4th lower than those of the
opening statcment; that is, they are imitated exactly at the Sth. The terms “real imita-
tion” and “real answer™ are used to describe this situation.

Example 2 BACH: W.I.L., Book §, Fugue 15
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Notice that by the beginning of the fifth measure of Example 2, wherce the answer
begins, the subject has moved smoothly to notes that supgest the tonic chord of the
dominant key.

A slightly different situation exists in Example 3.

Example 3 BACH: W.T.C., Book |, Fupue 4
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On the first beat of the fourth measure here in Example 3 the tonic harmeny that
closes the subject is reached just as the second voice enters with the answer, The lat-
ter consequently gives the effect of starting on the fifth scale step in C-sharp minor
rather than oo the first in G-sharp minor. After that measure it clearly implies the
dominant key (the C-sharp minor harmony becoming iv in that key). Nevertheless,
the answer tn such a casc is still considered to be entirely “in the dominant.”
Another illustration of the same situation is given in Example 4. Herc there is an
accompanying linc in the lower voice at the start, a usual feature in Bach’s Sinfonias,

Example 4 BACH: Sinfonia No. 10
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Example 5 shows the exposition (through the first three announcements of the
motive) of a Bach Sinfonia. Among the features 10 be observed are (1) the “link” that
appears cach time at the point where the motive proper ends, its purpose being to
keep the rhythm going and to lead smoothly to the first note of the material that fol-
lows in that voice; (2) the “bridge” (measurcs 9- 12), which is needed to return grace-
fully to the tonic key after the dominant announcement.

Example 5 BACH: Sinfonia No, 13

M Link
I 11 1
— A—y— : e — e ey e e g
R—— e e ——
Acconm:m:mg line | 3 | - - I
‘ .;_# | | 1 -
S —— a8 = e p——t—p —f————
5; e e+ =]
et * \ et
CM.
r‘, e i ——— e mmanas
5 ———
= . e = P Py | ) h| “)/\
P e T S T e
f "_ - 3; = o S— - — Y —— . v — 1‘
M., | i —
2 fa ‘ 3 > 4!_* " 1 Link
= T — e — S — T — . — —— e —————
Bt e
T T —— 1
Accompanying line, repeated
I:] j |
~dbd 4 d'i |
T® e 5 . ——— g 4. | | T 1
» —— .+. = g + -—3— —]
= e .- = v g =
F%_ — — = 4.%; S ,:3::A
| B % :

b ridge based on link in contrary motion (or m. 2.of CM)

13
%;;_;,
e
CM.
=e———
ol




174 Imitation in Three Voices

The bridging process is not always as easy to accomplish as the initial transition
from tonic to dominant, especially if the key is minor. In that case the tonic chord of
the dominant key must have its third raised before it will sound like the (major) dom-
inant of the original key and lead back to that key.

An expansion of the bridge principle sometimes seen in trio sonatas (though sel-
dom in fugues or inventions) consists in inserting a full-fledged episode between the
second and third announcements.

TONAL IMITATION

In order to understand the workings of tonal imitation in the Baroque period, it is nec-

essary to remember that the techniques of imitation had already been refined in

Renaissance music, for which modal concepts were important. Each mode and hypo-

mode had a normal compass of an octave. For example, that of the Dorian mode was
fa)

=0 > . . "
—f&5———————— . If a Dorian melody involved the notes fg——— o ——
e U

e O

(@)

resulted. But the

fH
o =
and was imitated exactly at the 5th, the notes —fg—x
D

E is one step higher than the characteristic range of the Dorian mode, and to ears of
the early seventeenth century it suggested an excursion into the Aeolian mode. Con-

fal
sequently, the D just below it was generally substituted for it: :@_n__e— .
D]

This is a brief example of the process of tonal imitation—the answering of one or
more notes at the 4th instead of at the 5th. Through its use, the outer boundaries of a
mode were preserved; and in the process, the scale tended to divide itself into two
segments: (1) the notes lying within the bottom 5th; (2) those within the top 4th.

Although modal concepts faded, the practice of tonal imitation continued. During
the Barogue period the chief rationale for it was simply the need to stay within the
octave of a particular key (rather than of a mode). But as tonality and harmonic impli-
cations became more clearly defined, they also entered in as elements influencing the
use of tonal imitation in certain situations. It was felt that the tonic key should not be
followed too suddenly by the dominant key, and that an implication of V/V harmony
early in the answer was too abrupt harmonically. In other words, the objective was to
effect a smooth connection between the tonic and dominant keys and to avoid a feel-
ing of rigid sectionalization.
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Another situation in which tonal imitation is required is that in which the subject
modulates to the dominant. (The phrase “to the dominant” is really unnecessary here,
since that is the only key to which subjects modulate in this style.) It can easily be
seen that if such a subject is given a real answer, the latter will end in the dominant of
the dominant. This would be highly undesirable in view of the fact that the third
announcement must be in the tonic. Therefore, subjects that modulate are given a
tonal answer that starts in the dominant key and moves back to the tonic key, revers-
ing the key relatAionshi_ps used in the original statement of the subject.

Let us examine in more detail the situations in which tonal imitation is employed.
In the examples that follow, tonally imitated notes in the answer are marked with an
X, followed by a bracket in the case of a series of such notes.

1. Tonal imitation is normally used if the dominant note appears as the first note
of the subject (Example 6).

Example 6 J. K. F. FISCHER: Fugue (Ariadne Musica, No. 10)
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Here in Example 6 only the first note, C, is imitated tonally—by an F instead of a G.
Notice that the harmony in measure 5 is the tonic of the original key and that the
sense of being in the dominant key is not reached until measure 7.

In many cases it is necessary to change more than the initial dominant note in the
answer in order to preserve certain intervallic relationships within the line. In Exam-
ple 7, for instance, the scalewise motion and the ascent of an octave need to be kept
Intact in the answer. To accomplish this, Bach uses a succession of eleven tonal notes.
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Example 7 BACH: Sinfonia No. 1

."\cmmpamm|b llm.

F_f:' o,*lfp s 7’4'— —
Real answer would have heen: @i}?ﬂnﬂ e e ; —

(Separate staves have been used for the voices here to allow space for anaiytical
markings, and the notes that would have figured in & real answer are given so that they
inay be compared with those of the tonal answer actually used.) The harmoeny at the
end of the motive (beat 1 of measure 2} is C major. Consequently the scalewise pat-
tern C up to C fits in naturally, as opposed to the scale from D up to D that would have
been involved in a real answer, 1f Bach had attempted to start with tonal imitation and
then change to real imitation e¢arlier in the answer, none of the possible patterns
(Example 8) would have been satisfactory.

Example 8

Alsg, it would have been difficult to arrive at a solution that implied the tonic har-

moeny.

In Example 9 the subject opens with scale-step 5 followed by scale-step 1 (C-sharp
to F-sharp). The answers to such subjects altnost invariably involve tonal imitation of
the first note, As a result, the answer begins with scale-steps | and 5 of the original key.

Example 9 BACII: WT.C, Book 1, Fugue 13
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Even in dance forms that begin fugally (as most gigues do), the principle of tonal
imnitation is applied when elements in the subject warrant it (Example 10),

Example 10 BACH: French Suite No. 4, Gigue
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2. Tonal imitation is generally used if the dominant note (or occasionally the lead-
ing tone in a strong metric position and clearly tmplying dominant harmony) occurs
near the beginning of the subject (Example 11},

Example 11 BACI—I' W.T.C., Book [, Fupue 22
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This subject (Example 11) opens with a leap from the tonic note to the dominant
note, the reverse of the situation in Examples 9 and 10 The answer, consequently,
begims with a Jeap from the dominant note to the tonic note (of the original key). Here
again, this is a resull of answering the dominant notc tonally. There is a bridge of
about five measures which has been included in Example 11 because 1t is a particu-
larly good illustration of extension through scquential repetition.

In Example 12 the dominant note 1s farther from the beginning, yet Bach answers
it tonally. (The subject here is unusual in starting on the supertonic note; significantly,
though, that note is in a light metric position.)

Example 12 BACH: W.T.C., Book 11, Fuguc 21

The obvious question at this point is: how near the beginning of the subject must a
dominant note be to gualify as requiring tonal imitatton? A very gencral answer to
that question mueght be: within the first three or four beats. But sometimes a dominant
note appearing cven later than that ts answered tonally, while in other cases one
appearing early in the subjeet is given a real answer. Thus it is impossible to statc any
hard and fast rule governing this situation. ITowever, tonal umitation seems to be most
clearly required when the dominant note plainly suggests V (us opposed to 1) and
appears in a strong position metricaliy (though neither of these conditions is present
in Example 12).

Occasionally the dominant note recurs so constantly throughout a subject that
tonal imitation of the entire subject becomes necessary (Example 13),
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Example 13 BACII: Fugue in D Minor (Organ)

Subject
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In some subjects the leading tone is heard as suggesting the dominant harmony
clearly, rather than as a nonharmonic tone against the tonic harmony. In such cases it
is generally answered tonally, as in Examples 144 and b,

Example 14a BACH: Fugue, from Prelude, Fugue, and Allepre in E Bat, B.W.V,
No. 998.

Example 14h BACII: Fuguc on Vom Himme! hoch
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Using Example 14 for purposes of discussion, the sccond note, D, is the leading
tone. A real answer would have been A, but the tonal answer is G, which suggests the
third scale step of E-flat major and completes the outline of the tenic harmony,
eXtending the feeling of the tonic key in the process. Observe that in such cases the
third of the dominant chord in the subject becomes the third of the (original) tonic
ehord in the answer. Exactly the same situation is involved in Example 145,
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Definite suggestions of dominant harmony such as those in the examples just seep
usually result from the fact that the leading tone is placed in a strong metric position,
When it oceurs in a weak metric position, Bach normally pives it a real answer. An
example of this canm be seen in Fugue 13, Book II of The Hell-Tempered Clavier,
where the leading tone, though occurring on the third beat of the measure, has the
function of an anacrusis at the start of the subject,

One important exception to these general principles of tonal imitation must be
mentioned: a tonal answer is not generally used if the change it involves would do
violence to some highly characteristic element of the motive or to a pattern, sequen-
tial or otherwisce. In the light of what has been said earlicr, the fugue subject partially
quoted in Example 15 might be expected 1o call for a tonal answer, since 1l begins
with a leap from tonic to dominant. However, tonal imitation would spoil the sequen-
tial pattern and the “line within a line® that we hear on the first beat of each measure.
[t is presumably for this reason that a real answer is employed.

Example 15 BACH: Fugue in C Minor (Organ)

Subject % 5 2 - —‘I ’;
Answer %{;{7}; A_-l_; = ?__f —

An examination of the entire subject reveals that Bach prepares for the real answer by
moving to the dominant key in an extra measure before the entrance of the answer
{but not within the subject proper).

Another casc in point is the subject of Bachs “Little”™ G Minor Fugue, which
opens with an outline of the tonic triad. This pattern is preserved in the answer; that
is, the Tatter is real, despite the strong dominant note on the sccond beat, The begin-
ning of subject and answer are shown in Example 16.

Example 16 BACH: Fugue in G Minor (Orpan)
Subject
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Even in such cases, however, it is not always possible to predict whether a real or a
tonal answer will be used. The musical situation in Example 17 scems to be very sim-
ilar to that in Example 16, yet Bach employs a tonal answer.

Example L7 BACH: The Musical Offering
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3. Tonal imitation is used if the subject modulates (to the dominant). Examples
184 and b illustrate this situation.

Example 18a HANDEL: Concerto Grosso in C
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Example 18b BACH: C Major Fupue (Orpan)
Subject
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Some subjects involve hotir a strong dominant element at or near the beginning
and a modulation in the latter portion. Since tonal imitation is consequently indicated
in two places in the answer (for different reasons), a large portion of the answer may
be tonal. That 1s the case in Example 19, There, the “strong dominant element near
the beginning” is the leading tone rather than the dominant note.

Example 1Y BACH: W.T.C, Book |, Fugue 18
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In Exampic 20 these two different uses of tonal imitation occur at points separated
by “real” imitation and can therefore be observed more casily. They involve (1) the E-
flat (rather than F)} at the start of the answer, used because of the dominant note that
begins the subject: (2) the series of tonal notes, marked with an X and a bracket, that
lead back to the tonic instead of to V/V. Note that tonal imitalion is used in this por-
tion even though a modulation to the dominant at the end of the subject is followed by
a return to the tonic key within the link.

Example 20 BACH: W.I.C., Book 1, Fupgue 7
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Real answer would have been:
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Changes from real to tonal imitation (or vice versa) in answers should be made at
points where they will be least noticeable-—for instance, after a rest, as in Example
20. Two other favorable spots for such changes are after a relatively long note and at &
leap. In any case, damage to distinctive or characteristic features of the subject
should be avoided wherever possible,

THE WRITING OF ANSWERS

In writing an answer, one should first examine the subject or motive carefully, noting

especialiy the scale steps involved, the harmonies implied, any distinctive features,
rhythmic and metric patterns, and overall construction. (More will be said later about
various types of construction in fugue subjects.) The next step s to determine whether
there are clements that call for a tonal answer, As we have seen, these fall into two
general categories: (1) the dominant note at or near the beginning of the subject; (2) a
modulation in the last portion. If neither of these elements is present, the imitation
will be entirely at the 5th and should present no problems. [f either element is
involved, the answer must be adjusted accordingly.

In the case of the situation just listed as number 1, the adjustment can be accom-
plished by first determining what notes would be contained tn a real answer, then
replacing a dominant note at or near the start with the note a whole step lower. {This
latter note 1s the tonic of the original key, of course.) If the effect seems reasonably
smooth and satisfactory, there ts no reason to make further changes. If it is not, a sim-
ilar lowering of notes on one or both sides of the originally altered note may be nee-
cssary in order to produce a line that is pleasing and that preserves the essential
features of the original subject or motive.

1f modulation at the end of the subject s present (point number 2 above) Lhe notes
of a real answer should be examined with an eve to finding the place at which the
change from real to tonal imitation can be made least obtrusively. Once that is deter-
tnined, the notes from that point to the ¢nd of the answer are then lowered & major 2nd
so that they imitate that portion of the subject at the 4th instead of at the Sth. The chief
problem here 1s that of joinng the real and tonal segments of the answer together
smoothly.

In both situations just discussed, there may be two or more possibilities in forming
the tonal answer, the choice of one or the other being a marter of individual taste,

It 15 possible, of course, 10 arrive at real answers by numbering the notes of the
subject on the basis of scale steps and duplicating these steps in the dominant key:
that method abviously produces the same results as transposition by interval. But it
witl not work with tonal answers because of the changes required. Some writers on
fugue attempt to get around this problem by numbering any notes that suggest either
dominant harmony or the dominant key on the basis of the dominant scale. In the
amswer, tonic-scale numbers from the subject are then applied to the dominant scale,
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dominant-scale numbers to the tonic scale.! While this system can often be made to
produce satisfactory results, it entails certain problematic aspects and complicationg
that, in the author’s view, outweigh its usefulness. In any case, it cannot, any more
than other approaches, provide hard and fast solutions that apply in every situation,
Circumstances vary from fugue to fugue, and esthetic judgment based on knowledge
of style is still the final arbiter.

Nevertheless, the consideration of scale steps involved in subjects and of the char-
acteristic treatment of certain scale steps in tonal answers is of value. We have
already seen that scale-step 5 appearing early in the subject is nearly always answered
by scale-step 4 of the dominant, which at that point sounds like step 1 of the original
tonic key. (Most of the examples numbered 1 through 14 demonstrated this.) The
question of how to treat step 6 of the subject often arises. Should it also be imitated
tonally because of its proximity to step 5, or be given a real answer? In Bach’s fugues,
at least, real imitation is the usual choice. That is, step 6 of the tonic is normally
answered by step 6 of the dominant, although that note generally sounds like step 3 of
the tonic in the context of the tonal answer (Example 21).

Example 21 BACH: W.T.C.,, Book I, Fugue 17

a) Subject 1
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BACH: W.T.C., Book I, Fugue 21
b) Subject 1
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'A detailed explanation of this approach can be found in Fugue, History and Practice by Imogene
Horsley (New York: The Free Press, 1966).
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SUGGESTED ASSIGNMENTS

Page in
Workbook

1. Be prepared to describe the process of tonal imitation.
2. Bring in two examples of tonal imitation that illus-
trate, respectively, the two situations in which it is
likely to be found.
3. Tell whether each subject or motive given in the Work-
book calls for a real or a tonal answer, and why. 57-58
4. Write an answer to each subject or motive given in the
Workbook. (The instructor may wish to defer this
assignment until there has been a chance to analyze a
number of fugues or other works that involve the prin-

ciple of tonal imitation.) 57-58
5. Extend each of the patterns in the Workbook by
sequential repetition. 55, 56
SELF-TEST

1. What are the two general situations in which a tonal answer is likely to be
used?

2. Give two reasons why imitation at the octave is not employed for all three
announcements of the motive in a three-part invention,

3. In a tonal answer the tonal notes are normally how much higher or lower than
the corresponding notes that would have appeared in a real answer?

4. How did pre-Baroque modal practice enter into the use of tonal imitation?

5. In what circumstances might an invention motive or a fugue subject be given a
real answer when the notes might have suggested a tonal answer?

6. What are the functions of a “link™ and a “bridge,” respectively?
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The Three-Part Invention;
The Trio Sonata

The chief differences between Bach's Two-Part Inventions and his Sinfonias' (also
known as “Three-Part Inventions”) are these: the latter all include an accompanying
voice at the start; and the first imitation in them is nearly always at the 5th. Both of
these features were seen in certain of the Two-Part Inventions but were not regularly
used there. Concerning the first one, the reader will remember that the accompanying
line may be either free material generally corroborated at least once somewhere in
the invention, or a countermotive. The matter of imitation at the Sth was discussed at
length in Chapter 13 and therefore requires no further comment here.

Some of Bach’s Sinfonias make use of a countermotive, while others do not. With
three voices, it is even possible to have a second countermotive, but that occurs in
only two of the Sinfonias, one of which will be discussed shortly.

The three initial announcements, which constitute the “exposition,” normally
enter according to the plan shown in Example 1 (the top voice having arbitrarily been
chosen to present the motive first in this diagram).

Example 1
Tonic key Dominant key Tonic key
M. CM. [ or free Optional Free (or CM. 1)
Upper [ [ I
voice
M. bridge CM. [ or free
Middle [ okt
voice
Accompanying line M.
Bottom [ DA all
voice

IThe Italian plural of sinfonia (accent on the third syllable) is sinfonie. However, the English plural
(with an s added) is generally used and has been adopted here.
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A convenient way of referring to the voices is to number them from the top down.
Using that system, the order in which the voices announce the motive in Example 1 is
123. Ten of Bach’s Sinfonias follow that plan. Most of the others employ the order
213. Bach apparently felt that the pattern 231 was an undesirable one, for he avoided
it both in the Sinfonias and in the three-voice fugues of The Well-Tempered Clavier.
He used the order 321 only rarely. Notice that the first two announcements of the
motive are regularly in adjacent voices; that is, the orders 132 and 312 are normally
ruled out.

For the most part, the motives in Bach’s Sinfonias are one or two measures in
length, the longest being only four.

Turning now to the Sinfonia quoted in Example 2, we find that it happens to
employ the order of entry shown in Example 1; that it uses free material rather than a
countermotive; and that there is no addition of measures to form a bridge between the
second and third announcements of the motive. Instead, the half-measure link that
modulates to the dominant at the end of measure 2 is brought back inverted at the end
of measure 4 so as to effect the necessary return to the tonic. The motive contains no
elements that require a tonal answer; consequently, real imitation is used.

Example 2 BACH: Sinfonia No. 12
M. Link
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The excerpt shown in Example 3 includes the exposition of a Sinfonia as well ag

an episode and a middle entry that follow.

Example 3 BACH: Sinfonia No. 3
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Among the points to be noted in Example 3 are the following:

1. The motive is highly sequential.

2. Asin Example [, the link leads to the dominant key by implying V/V.

3. The accompanying voice at the start is extremely important in establishing the
key and in defining the harmony. The leaps of a 6th in it and the mirroring of
certain note-patterns of the motive provide a strong sense of unity between the
two lines.

4. Since the motive (with the link) is two and a half measures long, the second
appearance of it occurs after the third beat of measure 3, whereas the initial
statement began after the first beat of measure 1. Such shifting of the motive’s
placement within the measure was discussed in connection with two-part
inventions.

5. There is a second countermotive. It is placed where a single countermotive is
generally found (if one is used), and therefore might be labeled Countermotive
I. But in this case it consists mainly of certain notes of the motive sustained and
has little individuality. For that reason and because it starts a bit later than the
other countermotive, it has been labeled Countermotive 1I. The material in the
bottom voice, starting in the last half of measure 3, has much more character
and impact and is consequently labeled Countermotive 1. It is obviously
derived from the link.

6. The episode (measures 8—11) is based mainly on the link. It employs two fea-
tures highly characteristic of episodes: sequential treatment, and a modulation
to the key in which the motive is to be stated next.

7. The middle entry (measures 10 and 11) is in the relative minor, a frequent
choice at this spot.

8. Throughout, a constant interchange of the three main ideas—Motive, Counter-
motive I, and Countermotive II-——among the voices provides variety while
assuring unity through an economical use of material.

After the measures shown in Example 3, there follow (1) another episode,
based on the last four notes of the link, leading to a cadence in F-sharp minor
(iii, or v/vi); (2) a stretto passage of several measures; (3) another middle entry,
this time in the subdominant, leading (via the link) back to the tonic; (4) two
statements of the motive in the tonic, the first in the middle voice, the second in
the top voice.

The total plan of Sinfonia Number 3, then, is as follows:

Initial Episode Middle Episode  Stretto Middle Final
statements ending entry ending treatment  entry statements
(exposition) invi in vi in iii of motive  inIV in]

in[, VI



190 The Three-Part Invention; The Trio Sonata

This plan, very similar to the one suggested carlier for use in the writing of two-part
inventions, might well serve as a general model for students in their writing of three-
part inventions. In the case of motives that do not lend themselves to stretto treat-
ment, the stretto portion may of course be omiued.

EXCEPTIONAL FEATURES

A few deviations from the genceral pattern set up in Example | might be mentioned.
In Numbers 2 and 15 of Bach's Sinfonias the second announcement of the motive is
at the octave instead of at the 5th. In Number 6 the third statement of the motive is in
the dominant instead of the tonic. Number 5 is completely atypical in structure. It
might best be descnibed as a two-part invention in the two upper voices with a free
bass that employs the same pattern throughout to outline the harmonic background.
This ts an arrangement often seen in trio sonatas.

ANALYSIS OF AN ENTIRE INVENTION

Example 4 consists of a complete Sinfonia with analytical markings added.
The following special features should be noted:

1. The use of tonal imitation in the answer because of the dominant nete at the
beginning of the motive; the first note is imitated at the 4th instead of at the 5th.

2. The use of the first three notes of the molive to form a sequential episode n
measures 4-5, again in measures [5-17, and in 19 -20; also the pleasing con-
trast achieved at those places by having the upper two voices move alternately
and in shorter segments.

3. The unusually eftective use of stretto in measures 7-10, as well as the reduc-
tion of the texture to two voices there,

4, The strong cadences in measures 7 and 135 and, of course, at the end,

Example 4 BACH: Sinfonia No. 8
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& Example 5 CORELLI: Sonatain F, Op. 3, No. 1 (second movement)
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In this case (Example §), the first imitation is (atypically) at the unison rather than at
the ifth: the second is at the octave.

Bach wrote relatively few sonatas for combinations of this sort. Perhaps the most
familiar of these is the one from The Musical Offering, the beginning of which is
shown next. The first imitation (measure 3, top voiee) is technically at the dominant
level but is unusual in being almost entirely tonal, while the partial imitation in the
fifth measurc (bottom voice) involves intervallic changes.

THE TRIO SONATA
Example 6 BACH: The Musical Offering, No. 5, Sonata (Trin)

Larpo
|

The trio sonata is included in this chapter because it has many clements in common
with the three-part invention. As its name implics, it makes use of three lines, the upper P
two voices being typically of similar compass and design, the lower one a figured-bass Flaato
part. In performance, however, four mstruments were generally involved —for exam-

ple. two violins on the upper voices, a cello or viola da gamba on the lower onc, and a

harpsichord or an organ on the realized figured-bass part, Example 5 is an excerpt Viohno
from a sonata of this type. Corelli composed many such sonatas, as did Purcell,

Vivaldi, and Handel.

Continuo
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Bach'’s organ sonatas exhibit the same sort of texture but do not make use of thor-
oughbass figures. Example 7 gives the opening measures of the first two movements
of his First Organ Sonata.

Example 7 BACH: Organ Sonata No. 1
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Each of the movements quoted in Example 7 begins in imitative fashion, with the
sccond announcement in the dominant. (Tonal imitation is not used at the start of
these answers, cven though there are clements that would ordinarily call for it, proba-
bly because in cach case there has been a modulation to the dominant in a link at the
end of the first statement,) Each of the exceerpts is followed by an episode and then by
a statement of the motive (theme) in the tonie. This statement 15 most often 1in the
pedal part and in that case is sometimes modified; but it may occur, instead, in the
upper voice that has had the theme least recently.

After this section, which might be called the exposition, there is no set plan. As in
inventions, the pgeneral procedure is to alternate episodes with statements of the
motive in various keys. In all three movements of the First Orzan Sonata. Bach
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inverts the motive at some point. In the first movement that is done in certain
episodes; in the other two there is a double bar and a second imitative exposition,
based on the motive in contrary motion. Of course each movement closes with one or
more statements of the motive in the tonic key.

Students who plan to write in this form are urged to inspect the sonatas contained
in Volume I (Peters Edition) of Bach’s Organ Works.

For the benefit of readers who may not be familiar with the organ and the notation
for it, a few comments on the instrument may be helpful. The notes to be played on
the manuals (keyboards) are written on the upper two staves, while the part to be
played by the feet is written on the bottom staff. An eight-foot stop on the organ pro-
duces the same pitch as the written note, a four-foot stop a pitch an octave higher, a
sixteen-foot stop a pitch an octave lower, and so on. Indications for one or another of
these are occasionally given by Bach, but otherwise no registration (choice of stops)
1s specified in his organ music, or in other organ music of that period. The written
range of the instrument is given next; the actual sounds will of course depend on the
registration.

Example 8
a=d
o a=d
a u |87 I/ e
3 | ¥ 13 A H
5 7i§ 17 y - 11
Z 1T y 18}
= =l
Manuals Pedals

In one respect the organ is a more satisfactory medium than the harpsichord or the
piano for trio sonatas, inasmuch as it allows for greater independence of individual
lines. But it has one limitation: rapid passages that are entirely practical for the man-
uals may be too difficult for the pedals. This is especially likely to be true when the
melodic line involved cannot be played with alternating feet. A good illustration of
this situation occurs in Example 9. There, the sixteenth and thirty-second notes in the
theme would have been impractical for the pedals. Consequently, a simplified version
using eighth notes is substituted when the pedals take the theme in measures 8 and 9.
However, if a pedal part is composed so as to be playable by alternating feet, it may
share faster rhythms with the manuals—as in the first measure of Example 7a.

Example 9 also illustrates a point mentioned in an carlier chapter: in trio sonatas
the “bridge” between the second and third announcements is sometimes expanded to
form what 1s, in effect, a full-fledged episode (measures 4-7).
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Example 9a BACH: Organ Sonata No. 6

Allegro
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Although the organ has been stressed here as a desirable medium for student proj-
ects in the writing of trio sonatas (partly because of the admirable models readily
available in the Bach sonatas), there is no reason why instrumental combinations
such as those involved in Examples 5 and 6 may not be used instead. In that case, a
Specific instrument should be assigned to each voice.
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BAROQUE DUQO SONATAS OF SIMILAR DESIGN

Some Baroque sonatas for two instruments—notably J. S. Bach’s Sonatas for Violip
and Harpsichord —closely resemble three-part inventions and trio sonatas in lerms of
the texture and tonal structure of their individual movements. In the Bach sonatas, the
most usual plan at the beginning of movements involves: (1) a statement of a theme
(motive), accompanied by a figured bass or written-out harmonics or complementary
lincar material in the harpsichord part; (2) an answer (the theme in the dominant) in
another voice; (3) an cpisode or bridge that returns to the tonic; (4) a statement of the
theme in the tonie, Afier that, cpisodes and announcements in virious keys alternate
until the final statement 1n the tonic at the end. Although most movements are in one
continuous section, some are binary, the first section ending in the dominant or rela-
tive major and being marked by a double bar with repeat sign. Examples 96 and ¢
show the opening measures of movements from two of the sonatas. These follow the
plan deseribed above except that in 94 there is no cpisode. In the blank measures at
the start there (99), notes will be supplicd by the realization of the figured bass. Only
the first half of the third announcement (measure 13) 1s shown here. Note that in 9¢
the answer (measure 2) 1s tonal because of the dominant note at the start of the motive.

These examples demonstrate two different approaches to the harpsichord part in
the Bach sonatas. In the first approach, only the bass and figured-bass symbols are
given, except where the theme appears, and that is written out; in the second, a!f the
notes of the part (including chordal passages) are written out. Especially in the latter
case, the kevboard parts in these sonatas—and in those for flute and viola da gamba
by Bach-—represent an important advance: they freed the kevboard instrument from
the merely accompanimental function it had generally had in ensemble music up to
then and gave it an independent part, thus laying the foundation for the due sonata as
we know 1t today.

The comments above must not be construed as implying that movements of the
Bach sonatas under discussion are all constructed according to the plan described.
One, for example (quoted on page 94). is an extended canon at the unison with a
lower accompanying voice, while others make use of a nonimitative, slightly more
homophonic approach.

Example 9b BACH: Sonata (A Major) for Violin and Harpsichord, BWV 1015
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Example 9¢ BACH: Sonata (G Major) for Violin and IMarpsichord, BWV 1019
r\dﬂgiﬂ
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SUGGESTED ASSIGNMENTS

Involving three-part inventions:

1. Analyze the Sinfonia in the Workbook.

2. Analyze another of Bach'’s Sinfonias.

3. Write as much of a three-part invention as specified by
the instructor, using one of the motives given in the
Workbook.

4. Same assignment as 3, except that an original motive
is to be used.

5. Write a brief sequential episode based on a motive
used in 3 or 4.

Involving trio sonatas:
I. Analyze a trio sonata by I S. Bach or Handel or
another composer of the Baroque period.
2. Write as much of a trio sonata as specified by the
instructor. If a keyboard instrument is involved, the
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Page in
Workbook

59-61

63, 64

The Three-Part [nvention; The Trio Sonata 201

part may either be written out or consist of the bass
plus figured-bass symbols.

Involving duo sonatas:
1. Analyze a duo sonata by a composer of the Baroque

period—for example, one of J. S. Bach’s Sonatas for
Flute and Harpsichord or one of his Sonatas for Violin
and Harpsichord.

SELF-TEST

. In a three-part invention the first three announcements of the motive are nor-

mally in what keys?

. Define “countermotive.”
. What is the characteristic treatment in episodes? (One word.)
. What is the function of the “bridge passage” often found between the second

and third announcements of the motive in a three-part invention?

. Using the system of numbering voices from the top down, give four possible

“regular” orders of entry in a three-part invention.

. How many instruments are normally involved in the performance of trio

sonatas (excluding those for organ)? Explain.

. In what respect did }. S. Bach’s treatment of the harpsichord part in his duo

sonatas represent an advance over that in earlier works?

. Cite two exceptions to usual key patterns that occur in Bach’s Sinfonias.
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Fugue

Because fugue offers such rich and varied possibilities for linear writing, it was a
favorite vehicle for the creative efforts of Baroque composers. If it has sometimes
appeared to students to be academic and forbidding, the fault probably lies mainly in
the pedantic approach found in many treatises on the subject. True, traditional fugal
procedure is bound by certain restrictions in some respects, yet it is remarkably free
in others.! And, although there is sometimes a tendency to regard the fugue as “cold”
and “abstract,” it is capable of conveying a wide variety of moods.

The reader who has covered all the material presented so far in this book will find,
as fugue is discussed, that it involves no principles he has not already encountered
and that 1t makes frequent use of certain devices already familiar, such as invertible
counterpoint, stretto, augmentation, diminution, and contrary motion.

Before going further, let us consider whether fugue is an actual form, or simply a
style or texture. Although it was not thought of as a specific form in Bach’s day or
even for a full century after his death, the concept of it as a three-part form gained
wide acceptance during the late nineteenth century. Subsequently, however, that con-
cept came to be questioned and finally supplanted by the earlier and more valid one
of fugue as a way of writing, a particular contrapuntal approach. While we sometimes
speak of fugue as “one of the contrapuntal forms,” the term “fugue form” actually
has no exact meaning. This is not to say, though, that individual fugues are lacking in
a formal plan, or that the ternary plan is not frequently encountered. The point is sim-

"Whether fugue is “alive” today and, if so, how much pertinence it has for contemporary music are
questions on which a number of well-known composcrs offer highly intercsting opinions in Aventieth Cen-
tury Composers on Fugue (Chicago: De Paul University, 1966). The majority of the composcrs seem to
feel that while the traditional fugue with its prescribed tonal relationships has little viability for nontonal
music, fugue as a general procedure is still very much alive. In support of this view, they citc the inclusion
of fugues in numcrous works by eminent twentieth-century composers.
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ply that there are various possibilities in fugal architecture, so that it is impossible to
single out any one of them as “fugue form.” Probably the notion of a set three-part
plan for fugues arose because they usually contain:

1. an “exposition,” in which the subject is announced in imitative fashion accord-
ing to a traditional pattern;

2. a freer portion, sometimes called a “development section,” which generally
avoids the tonic key;

3. some reference to the subject, in the tonic key, near the end. This may be any-
thing from a portion of the subject to a series of complete and emphatic state-
ments, a full-fledged “recapitulation.”

The ABA principle is obviously in evidence here in terms of key relationships and,
to a greater or lesser degree, in terms of the balancing of the exposition by a similar
section near the end. But in determining the overall form of a fugue it is also impor-
tant to take into account the proportions of the various sections, and their relationship
to each other as far as content is concerned. These may clearly indicate a binary (or
some other nonternary) design, even though certain suggestions of the ABA feeling
may be present. We shall return to the matter of formal analysis later on. In the mean-
time some of the elements of fugal writing will be considered in detail.

THE SUBJECT

Subjects vary considerably in length, some being as short as one measure, and others
as long as eight or more measures. The principle involved here is that a subject
should be long enough to give the feeling of being an actual line instead of a figure,
but not so long that the listener will have difficulty in retaining it. The average length
of the subjects in The Well-Tempered Clavier is about two measures. The excerpts in
Example 1 illustrate a short and a relatively long subject, respectively.

Example 1a BACH: W.T.C., Book II, Fugue 9
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Example 1b BACH: Fugue in C Major (Organ)
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These two subjects (Example 1) represent two distinct types known in the eigh-
teenth century as soggetto and andamento, respectively. The first is of short or
medium length (no longer than about three measures), relatively simple, and some-
times similar, in its square-cut character, to the subjects of the sixteenth-century
ricercar. The second is longer, generally more flowing, and often made up of two
ideas. In Bach’s music, the andamento type occurs most often in his large organ
fugues.

To be interesting as well as readily recognizable when brought back, a subject
should have some striking feature—melodic or rhythmic or both. The subjects shown
in Example 2 all possess such features.

Example 2a BACH: Fugue in E Minor (Organ)
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Example 2b PURCELL: Sonata No. 7, Canzona

Example 2¢ GOTTLIEB MUFFAT: Fugue in G Minor
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Example 2d HAYDN: Fifth Mass -

Example 2e BACH: W.T.C., Book 11, Fugue 6

For instance, in the first of these, the ever-widening interval between the alternating
eighth notes (hence the name “Wedge Fugue”) is highly distinctive and makes the
subject easily recognizable, even without any unusual rhythmic features to distin-
guish it. In the beginning of the last subject shown in Example 2, the interest centers
in the triplet figure and its opposition to the eighth-note rhythm that follows. Melodi-
cally, the descending chromatic figure holds our attention. Notice the effective use of
sequence in many of these subjects. The corroboration of an element creates a
melodic pattern that the ear can grasp, and impresses the material more firmly on the
listener’s mind.

It need hardly be added that a good subject will have an interesting contour, such
as those discussed in Chapter 2. Related to this is the need for a climax point, prefer-
ably placed not too near the beginning.

Subjects should not use period construction; the latter is basically foreign to the
character of fugue.

In this style, subjects most often begin on the tonic note, somewhat less frequently
on the dominant note, and very rarely on the leading tone or supertonic (always with
that note as an anacrusis). In any case, the tonic note must be included near the begin-
ning so that the tonality will be clearly defined. The most successful subjects suggest
a solid and interesting harmonic background. A subject may start either on or off the
beat, a frequent arrangement being a start after a short rest, as in Examples 2, 3, 5, 6,
and 11,

Most fugue subjects do not exceed a range of one octave, and many, especially in
four- and five-voice fugues, stay within an even smaller compass.

A subject that can be used in stretto fashion obviously presents special possibili-
ties for interesting development.

A question often posed by students is, What is the difference between a fugue sub-
ject and an invention motive? Given the wide variation in length and character exhib-
ited both by fugue subjects and by invention motives, it is difficult (and dangerous) to
attempt comparisons between the two. Concerning length, about all that can be said
is that a good many subjects exceed four measures, while none of Bach’s Invention
motives do (the canonic inventions excluded). Concerning character, it is undoubtedly
true that fugue subjects tend to be “weightier” and “more serious” than invention
motives, as is often contended (although measuring *‘weightiness” and “seriousness”
objectively is problematic in itself). But such generalizations can be misleading,
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since there are invention motives of a deeply serious nature and many fugue subjects
of a decidedly lightweight, even merry, character.

THE ANSWER

After the subject has been stated alone, another voice enters and announces it in the
dominant. This second appearance is called the “answer.”” Then comes a third
announcement, normally in subject form—that is, in the tonic. If the fugue has four
voices, the fourth announcement will usually be a second answer. (The Latin terms
dux and comes, used as meaning “leader” and “follower” in canons, are also some-
times applied to “subject” and “answer” in fugues.)

As with the imitation in a three-part invention, the answer in a fugue may be either
real or tonal. The principles of real and tonal imitation were discussed in Chapter 13,
and it is assumed that the reader has absorbed that material.

THE THREE-VOICE FUGUE EXPOSITION

The initial statement of the subject and answer in all voices in turn is called the expo-
sition.2 Usually there are as many announcements in the exposition as there are
voices in the fugue, although an extra announcement is sometimes added.

In order to work with actual music rather than in the abstract, let us examine, in
Example 3, the exposition of a three-voice fugue from The Well-Tempered Clavier.

Example 3 BACH: W.T.C., Bock 1, Fugue 2

2The word “exposition” has been used by some writers on fugue to mean any announcement of the sub-
ject, at the beginning or later. But the more restricted meaning given above is the one generally understood
today, and it has therefore been adopted here.

Bridge based on begin. of S. and CS. Ilin contrary motion

The subject, in C minor, starts on the tonic note in the middle voice after an eighth
rest, and extends through the first sixteenth note in the third measure. Certain points
concerning the construction of this subject were mentioned earlier on page 6. The
answer in the top voice, beginning on the second eighth note of the third measure, is
tonal, as might be expected in view of the dominant note, G, near the start of the sub-
ject. C is substituted for D, that note being the only one changed in the tonal answer.
When the dominant note occurs later in this subject it receives a real answer. Notice
that the key of the answer is G minor, not G major. The point to remember is that the
dominant key of a minor key is minor.

The middle voice continues against the answer with a new melodic line called, in
this case, a “countersubject.” A countersubject is a melodic idea that appears consis-
tently along with the subject in the exposition—{rom the second announcement on,
of course, since the first is normally unaccompanied—and later in the fugue as well.
It must also have melodic interest, individuality, and enough rhythmic contrast to
make it a good foil for the subject, yet the two must make a natural and satisfying
combination. As Oldroyd somewhat romantically puts it, “The two must belong to
each other’™ A countersubject and its subject must also be invertible; that is, each
must work well as upper or lower voice.

Some fugues do not make use of a countersubject. In such cases the free material
that accompanies the subject is generally referred to simply as “the counterpoint to
the subject.” This arrangement is seen more often in four-voice fugues and will be
illustrated in connection with them.

3George Oldroyd, The Technique and Spirit of Fugue (London: Oxford University Press, 1948), p. 38.
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At the beginning of the fifth measure (in Example 3) the key is still the dominant,
and an announcement in the tonic key at that point without preparation would obvi-
ously be crude and unmusical. Consequently, Bach uses the next two measures for a
return to C minor, effected by means of sequential extension of the head of the sub-
ject. Bridge passages of this sort, discussed earlier in connection with inventions,
occur even more frequently in fugues. Most of them involve extension of material
just heard, as is the case here.

In the seventh measure the bottom voice takes the subject, the top voice takes the
first countersubject, and the middle voice has another melodic idea. The latter voice
begins later than the other two and is not highly independent, starting as it does in
parallel 3rds with the first countersubject. It is nevertheless a clearly defined melodic
element that returns several times in the course of the fugue; consequently it should
undoubtedly be called a second countersubject rather than simply “free material ”

This much of the fugue (measures 1-8) constitutes the exposition. As previously
mentioned, some three-voice fugue expositions include a fourth announcement of the
subject, in the dominant, so that the aural effect is that of a four-voice fugue exposi-
tion with one voice dropping out in the fourth announcement (e.g., The Well-
Tempered Clavier, Book 1, Fugues 6, 8, 19, 21). The inclusion of an extra fifth
announcement in four-voice fugues is seldom encountered; none of the four-voice
fugues in The Well-Tempered Clavier makes use of that arrangement.

In three-voice fugues the pattern of keys in the exposition is always tonic, domi-
nant, tonic (subject, answer, subject). The voices may enter in various orders, an
order of entry being considered “regular” if an even-numbered voice is answered by
an odd-numbered voice or vice versa. (This will automatically take place if the first
two voices are adjacent.) The following table shows the relative frequency of differ-
ent orders of entry in the twenty-six three-voice fugues contained in both books of
The Well-Tempered Clavier. (The voices are numbered from the top down.)

Order of entry Number of times used
123 12
213 10
321 2
312 2

Notice that the order 231, though regular, does not appear, while two fugues make
use of the irregular order 312, in which the first two voices are not adjacent. The order

of entry in Example 3 was 213.
The plan of the three-voice fugue exposition is as follows, the order 123 having

been arbitrarily chosen.
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Example 4
Tonic key Dominant key Tonic key
S. CS. 1 or free Optional Free or CS. 11
r 117 I f
A. bridge CS. 1 or free
I 1 [ 1
S.

It should perhaps be mentioned that when an exposition is extended beyond the
normal proportions shown here, either by the addition of an announcement or by
sequential extension, the cadence at the end of it often occurs in a key other than the
tonic. Fugues 6 and 8 in the first book of The Well-Tempered Clavier are among those
that demonstrate this possibility.

FOUR-VOICE COUNTERPOINT

The inclusion in this book of a separate chapter on four-voice counterpoint (to paral-
lel those on two- and three-voice counterpoint) was not felt to be necessary, since
most of the material on three-part writing can be extended to apply to the four-voice
texture. Then, too, the latter is normally the basis for the study of harmony and is con-
sequently familiar to most students. Of course the contrapuntal approach puts far
greater emphasis on the linear aspect, although that element is obviously present to
some degree even in chord successions that are well constructed; the dividing line
between four-part harmony and four-part counterpoint is not always a sharply defined
one.

The presence of four voices allows for the simultaneous sounding of all four notes
of a seventh chord; in triads, one note must be doubled. Although linear considera-
tions should govern doubling to a large extent, an effort should be made to avoid giv-
ing special prominence to chord members not ordinarily stressed—for example, a
chromatically altered tone, or the third of a primary triad.

Rhythmic activity may be more or less evenly distributed among the voices, or
certain ones may play a more active role than others. Two voices may be paired rhyth-
mically against the two others moving in a different design; and so on.

In general, at least one of the voices in a four-voice contrapuntal fabric is likely to be
somewhat subordinate in importance at any given point, since the ear would have diffi-
culty in following four lines of equal significance and complexity for any extended
period. The music is most often constructed in such a way that the listener’s attention
is focused first on one line, with its supporting counterpoints, then on another such
Combination.

In most four-voice contrapuntal works, all four voices are not involved continu-
Ously. One or two drop out from time to time (this is particularly likely to happen in
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episodes) so that variety of texture is introduced. Even short rests have two further
advantages: they help to define the segments of musical thought, and they make the
voices that have rested more telling when they re-enter.

The chief problem in four-voice counterpoint is that of maintaining a good bal-
ance between harmonic definition and linear integrity. While the first becomes easier
with four voices, care must be taken that the second does not suffer in the process,

THE FOUR-VOICE FUGUE EXPOSITION

As might be expected, the exposition in a four-voice fugue simply carries one step
further the pattern we observed in three-voice fugues. The excerpt shown here is a
fairly typical example.

Example 5 BACH: W.T.C., Book I, Fugue 23
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Although no bridge is present here between the second and third announcements
of the subject, such passages are frequent in four-voice fugues, as they are in the
three-voice variety (see Example 10, page 228).

Once again we can observe the use of tonal imitation, in the third and seventh
measures. It is caused in this case by a strong feeling of dominant harmony (C-sharp,
F-sharp) near the beginning of the subject, possibly also by the early appearance of
the leading tone (A-sharp).

The order of entry here in Example 5 is tenor, alto, soprano, bass, or, in terms of
numbers, 3214, An order is considered regular if the first two announcements are in
adjacent voices and if odd- and even-numbered voices alternate (starting with either).
The regular orders, then, are the following:

1234 2143 3214
4321 2341 3412

In each of these, the announcement of the subject (or answer) in the soprano is an
octave above that in the tenor, while the same relationship exists between the alto and
bass announcements, assuming that the usual I V IV key plan is involved.

An examination of the nineteen four-voice fugues in The Well-Tempered Clavier
yields the following information concerning the orders used and their relative fre-
quency:

Order of entry Number of times used

3214 4
4321
2134 (irregular)
2143
2341
3241 (irregular)
3412

— NN W W N

In five fugues Bach uses the order 2134 or 3241. Although these orders are “irregu-
lar” to the extent that they do not alternate odd- and even-numbered voices throughout,
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they are commonly accepted as being entirely usable. In them, the (irst two voices are
adjacent, so that an cven-numbered voice is answered by an odd-numbered voice, or
vice versa; that 1s the most important consideration. Such orders as 1324 or 2431
would of course be totally out of the question.

A surprising point in conncction with this table is the fact that the order 1234,
which one might reasonably expect to appear with some frequency (and which, ingi-
dentally, is the onc most often employed for diagrams of fugal construction in coun-
terpoint 1exts), does not figure once in The Well-Tempered Clavier The rcasons for
Bach' avoidance of this pattern make interesting subjects for speculation; but arriv-
Ing at convineing answers is not casy, especially in light of the fact that twelve of the
three-voice fugues make use of the 123 order and that the impressive Gve-voice fugue
in B-flat minor (Book 1) uses the order 123435,

In Example 5, as in most four-voice fugue expositions, the pattern of key relation-
ships is tonic, dominant, tonic, dominant. However, another pattern is possibic and is
seen oceasionally: tonic, dominant, dominant, tonic. Example 6 tllusteates this arrange-
ment, which is clearly responsible for the irregular order of entry (2134) involved
there. This is the only fugue in The Well-Tempered Clavier that uscs the [V V | key
plan.

Example 6 BACH: W.T.C., Book I, Fugue 1
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The majority of four-voice fugues make use of one or more countersubjects, The
fugue in Example 3, for instance, has a countersubject, starting with descending six-
teenth notes, that first appears in the tenor line in the third mecasure, and is taken by
the alto against the third announcement of the subjeet, and by the soprano against the
fourth announcement. Although the whole of this melodic line does not recur fre-
quently in the course of the fugue, the beginning of it does; this fact plus the repeated
use of the line intact in the exposition and its reappearance at the end seem sufficient
Justification tor calling it a countersubject,

Sceond countersubjects are infrequent, and the use of a third countersubject in a
four-voice fugue is extremely rare. In the first place, that voice is usually presemt, in
the exposition, during only one announcement of the subject, Conscquently, one of
the criteria for determining whether it is a countersubject, namely its reappcarance
with the subject in the exposition, is missing. Tie term “third countersubject™ is
probably appropriate only in rare cases where the material returns frequently in later
portions of the fugue.

As mentioned carlier, not all fugues make use of a countersubject. The beginning
of one that does not is shown in Exampk: 7.

Example 7 BACH: W.I.C, Book I, Fugue 5
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The absence of a countersubject here is offset by the arresting character of the subject
itself, as well as by its shortness.

Other fugues in the first book of The Well-Tempered Clavier that do not use a
countersubject are numbers 1, 8, 17, and 22. A further illustration from the twelfth
fugue in the second book can be seen in Example 10.

Example 8 shows the general plan of the exposition in a four-voice fugue. Init, the
order of entry 3214 happened to be chosen from the numerous possibilities. Where a
first countersubject or free material could be used, “CS. 17 is listed first, inasmuch as
a countersubject is encountered more often than free material at that point. On the
other hand, second and third countersubjects are /ess usual than free material. “Free”
is therefore listed first when one or the other could be involved.

Example 8
S. CS. 1or free
[ IR ]
A Optional CS. 1 or free Free or CS. II
1 ~ T 1 1
S. CS. [ or free bridge Free or CS. II Free or CS. 11
[ I | I
A.
1

THE SUBJECT AS RELATED TO THE
MATERIAL THAT FOLLOWS IT

In most fugues the point at which the subject ends and the countersubject or free
material begins is quite clear. It may be marked by at least a mild cadential feeling
(though there is generally no pause in the rhythmic motion) or by some new melodic
or rhythmic element. Example 5 illustrates both these features. However, in cases
where neither of these guideposts is present, the beginning of the countersubject may
be difficult if not impossible to fix exactly. Consider this fugue, for example:

Example 9 BACH: W.T.C., Book I, Fugue 9
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Here the first statement of the subject could be heard as extending through the G-
sharp on the second beat of the second measure, or through the B which is also the
first note of the answer—or even through the E on the third beat.

The fact that this and certain other points in connection with fugue cannot always
be pinned down with a hard-and-fast analysis should not be a matter of concern to us.
A great deal of time can be wasted in debating what Tovey has called “vexatious
minutiae.” The important thing, rather, is to glean from a study of fugue the broad
underlying principles of the musical structure. In the particular case at hand, the very
fact that we somefimes have difficulty determining exactly where the subject ends
should tell us that in good fugue writing the subject generally flows smoothly into the
countersubject, the two often forming a continuous line.

As in three-part inventions, the end of the subject proper is sometimes followed by
a link that keeps the rhythm going and leads smoothly to the first note of the counter-
subject or free material. The fugue that follows contains a good example.

Example 10 BACH: W.T.C., Book I1, Fugue 12
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Here the subject proper seems to end with the A-flat at the beginning of the fourth full
measure, the rest of the notes in that measure being link-tones of lesser importance.
As mentioned earlier, there is no countersubject in this fugue.
This example provides a further illustration of a bridge (measures 9-1 1) between
the second and third announcements of the subject.

THE SUBJECT AS RELATED TO THE ANSWER;
THE STRETTO FUGUE

From the examples given so far it can be seen that in the two most usual arrange-
ments the answer begins either immediately following the last note of the subject or
along with that note. Only rarely is it appropriate to analyze the answer as overlap-
ping the subject by more than one or two notes. Yet that analysis seems necessary in
fugues such as the one quoted in Example 11, where the ear receives a definite
impression that the answer has begun before the subject has been completed.

Example 11 BACH: W.T.C., Book II, Fugue 3
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Fugues that begin in this fashion are sometimes referred to as “stretto fugues.”
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SPECIAL DEVICES AS USED IN THE EXPOSITION

Augmentation, diminution, and contrary motion, like stretto, appear only rarely in
the exposition of fugues. In Example 11 the third announcement of the subject is in
contrary motion. The same principle is carried even further in Example 12, where all
the announcements after the initial one are in contrary motion. Such a fugue is known
as a “counterfugue” (Gegenfuge in German). Example 12 also illustrates the use of
other devices in an exposition. The first statement of the subject is in diminution, as
compared with the original form used earlier in the The Art of Fugue, and the same is
true of the announcement beginning in measure 3. The last announcement, measure 5
in the bottom voice, uses augmentation; there is even a hint of double diminution in
the last measure (top voice); and stretto is present throughout.

Example 12 BACH: The Art of Fugue, No.7
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(Double dim.)

Of course such a concentration of devices is highly unusual. It occurs in this case as
part of Bach’s virtuoso demonstration of the possibilities in fugue writing.

THE COUNTEREXPOSITION

In some fugues the regular exposition is followed, often after a short episodic pas-
sage, by a second exposition, called a “counterexposition.” Although alternating
tonic and dominant keys are normally involved as in the main exposition, the order of
entry of the voices is usually different. Among the fugues in The Well-Tempered
Clavier, the following contain counterexpositions:

Book I, Fugues 1 and 11;
Book II, Fugues 9, 17, and 23 (the last with only a partial counterexposition).

Occasionally the subject is announced in the tonic key in the middle portion of a
fugue, and in some treatises on counterpoint this is also called a counterexposition.
The author feels that the term is better reserved for a series of statements involving
the tonic and dominant as at the beginning. Obviously the question here 1s merely one
of semantics.

SUGGESTED ASSIGNMENTS

Page in
Workbook

1. Analyze fugue expositions as specified by the instruc-
tor. This will of course include a detailed examination
of the subject, and of the countersubject if one is pre-
sent, singly and in combination.
2. Write answers to the motives and fugue subjects given
in the Workbook (if this assignment was not done ear-
lier in connection with Chapter 10). 57,58

. Using a subject on page 81 of the Counterpoint Work-

book or one supplied by the instructor, write the expo-
sition of a three-voice fugue.

. Using a subject on page 81 of the Counterpoint Work-

book or one supplied by the instructor, write the expo-
sition of a four-voice fugue.

. Write four fugue subjects. Make them as varied as

possible.

. Using one of these original subjects, write the exposi-

tion of a three-voice fugue.

. Using one of these original subjects, write the exposi-

tion of a four-voice fugue.

Fugue

81

81
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Fugue (Continued)

Only the exposition of a fugue proceeds according to a set formal plan; what happens
after that is dictated by the nature of the musical material, and by the taste and imagi-
nation of the composer. The general procedure is to bring the subject back in various
keys and in various voices, with episodes between certain of these announcements.
The subject in its complete form is seldom announced twice in succession in the
same voice. Contrapuntal devices and interchange of the voices are often used to cre-
ate interest and variety. At or near the end of the fugue there is usually at least one
announcement of the subject in the tonic key, often more. Sometimes a short coda is
added. The structure of the whole is generally sectional, with cadences marking the
ends of sections. It must be stressed, however, that at such cadence points there is no
pronounced halt in the rhythmic motion as there often is in the homophonic forms.
Sometimes a suspension or passing tone in one voice carries on the rhythmic flow, or
a musical idea in one of the lines may extend through and beyond the cadence point.
Such devices tend to soften the dividing action of the cadence, and provide the sense
of continuity that is so important in fugal writing.

EPISODES

Episodes were discussed and illustrated in the chapters on the invention. Their func-
tions in fugue are precisely the same—to effect a smooth transition from one key to
the next, and to provide variety, as well as relief from a constant emphasis on the sub-
ject as a whole. They are almost invariably sequential; and interchange of material
among the voices is frequent, either within a single episode or between one episode
and another. Material from the subject, countersubject, or other elements of the fugue
(or even new material) may serve as the basis for episodes.

Let us see, now, how these points apply in some characteristic episodes from
Bach fugue. Example 3 in Chapter 15, page 206, showed the exposition of the C
minor fugue from the first volume of The Well-Tempered Clavier. In Example 1 that
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Fugue (Continued) 221

follows, the first episode shown begins at the point where the example on pages 206
and 207 ended.

Example 1 BACH: W.T.C., Book I, Fugue 2

a) measures 9, 10

b) measures 13, 14
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In the first of these episodes a fragment from the beginning of the subject is tossed
back and forth between the upper two voices, while the lower voice elaborates on the
first countersubject. Sequential treatment is very much in evidence. In the course of
the two measures a modulation from the tonic key, C minor, to the relative major, E-
flat, is effected via the circle of 5ths.

In b the top voice derives from the first countersubject in contrary motion, the bot-
tom voices from a portion of the first countersubject—or from a similar group of
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notes at the beginning of the second countersubject. This time, we progress from E-
flat major back to C minor.

In ¢, fragments of the subject appear in the outer voices against part of the first
countersubject in contrary motion in the inner voice. The two bottom voices here
have an inverted version of the bridge (measures 5 and 6). This excerpt provides an
excellent illustration of the interchange of voices within an episode, the interchange
taking place just after the middle of the second measure. A shift in key is also
involved in this case. The bottom voice is shifted up a 4th to become the middle
voice, while the original middle voice appears a 12th lower as the bottom voice. The
original top voice remains the top voice but is shifted down a 5th to fit the new key.

As a rule, the texture in episodes is thinned out as compared with the preceding
and following parts. In four- and five-voice fugues especially, it is highly unusual for
all the voices to continue during an episode, and often all but two are allowed to drop
out temporarily. This is still another way in which episodes can provide welcome
variety-—that is, through lightening of the texture.

[t is somewhat surprising to find that the very first fugue of The Well-Tempered
Clavier contains no episodes, since that situation is highly unusual. In such cases,
other devices must take the place of episodes in providing new interest and relief
from too many consecutive statements of the subject in its original form. The device
used in the fugue just mentioned is a series of strettos, ingeniously worked out at dif-
ferent intervals and in different time relationships.

MIDDLE ENTRIES

The term “middle entries,” though more literally accurate in fugues of three-part
design, seems to be a convenient one for describing those announcements of the sub-
ject that occur after the exposition, but before the final return to the tonic key. In the C
minor fugue quoted earlier in the chapter, there are two such middle entries, one
between episodes a and b of Example 1, the other between episodes b and c.

Example 2 BACH: W.T.C., Book 1, Fugue 2
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The first of these entries is in E-flat, the relative major key, in the top voice. The sec-
ond is in G minor, the dominant key, in the middle voice, and is tonal (C instead of D
for the fourth note). In the middle entries Bach generally confines himself to the five
closely related keys listed in Chapter 10, page 138.

Notice the economy of means shown by Bach here in Example 2. The two coun-
tersubjects are used against the subject each time, but their position as different
voices keeps them fresh and interesting. This is an impressive illustration of invert-
ible counterpoint involving all three voices (triple counterpoint).

In fugues that do not have as extensive a final portion as this one, there are likely
to be more middle entries, though their number is also influenced by such considera-
tions as the number and length of the episodes, and the length of the subject.

SPECIAL DEVICES AS APPLIED TO THE MIDDLE ENTRIES

Stretto, augmentation, diminution, and contrary motion appear very frequently in
fugal writing, stretto being especially common. Retrograde motion, however, is sel-
§om encountered. Although these devices may occur anywhere in the fugue (if rarely
in the exposition), they are particularly characteristic of the middle entries, and it is
this use with which we are concerned at the moment. Example 3 shows:

in a, the subject of a fugue;
in b, stretto involving the upper two voices;
in ¢, the subject stated in contrary motion in the middle voice;

in d, contrary motion in the two upper voices plus augmentation (with some
changes in the relative rhythmic values) in the top voice; also stretto at the 5th
between these voices;

in e, stretto involving all three voices, with the subject first in its normal form,
then in contrary motion.
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Example 3 BACH: W.T.C., Book I, Fugue 8
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e) measures 52-55

The excerpt that follows is a further example of Bach’s amazing contrapuntal dex-
terity.
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Example 4 BACH: W.T.C, Book 11, Fugue 2

Con. mot,

Here three different forms of the subject appear, the normal form in the top voice, an
augmented version in the middle voice, and one using contrary motion in the bottom
voice.

Another effective and fairly frequent device in fugal composition is the pedal
point. Tonic pedal points occur at the ends of fugues, while those on the dominant
note are most often seen just before the final tonic or in the middle portion. The latter
is the case in Example 5, the key at that point being D minor.

Example 5 BACH: W.I.C., Book 1, Fugue 11
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THE FINAL PORTION

Because fugues are constructed in different ways, it is no more possible to lay down a
set plan for the final portion than it was for the middle portion. Even the use of the
terms “middle portion” and “final portion” could be criticized as implying a distinct
three-part division which, as pointed out earlier, is by no means always present in
terms of total form. There are, however, certain features that should be mentioned in
connection with the closing portions of fugues.

First of all, in this style there will invariably be a return to the tonic key some-
where before the end. If the fugue has a full recapitulation, the point of return is likely
to be about two-thirds of the way through. Otherwise it may not be reached until
much nearer the end. The term “recapitulation,” as used here, does not mean a literal
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repetition of the exposition, but rather a similar section in which .Lhc su.bjcu.t and
countersubject, if any, are stated again in the home key, gencrally with \leccs mter-
changed or with some other difference. The last announcement of thc_f subject, cither
at the very end or just before the coda (if one is involved), 1s usually giventoan outer
volce, either top or bottom, so that it will be heard prominently. In l:x'ampl.c 6, again
from the € minor fugue in Book I, a is the first announcement of tth su1b\]eel n the
recapitulation and £ is another statement before a briel coda (shown 1n F:xﬂmplc €N,
which presents a final, harmonized version of the subject over a pedal point.

Example 6 BACH: WT.C, Book I, Fugue 2
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Once again we cannot help being impressed by the number of'intc'rcsting rearrange-
ments of material achieved by Bach through the skillful in!erchangmg o.fparts. Obvi-
ously, such an approach will be successiul only iftl'u: original material is strong, and
if it lends itselfto treatment as invertible counterpoint, _
Some fugues have only a short recapitulation, possibly no more than a simgle
statement of the subject. In rare cases, only a portion of the subject 1s brought back.
Strettos in the closing portions of fugues can be extremely cffective. A good
example is the one beginning in mnecasure 28 ol Example .10, and another was shf)\\_’]rl
in Example 20 in Chapter 8, page 106. That excerpt also illustrates anolthcr poss‘r-};;]:
ity, the usc of augmentation during the {inal announcements Qf thc subject. Possi h}'-
the most impressive final stretto in The Hell-Tempered Clavier is the one from the
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Fugue in B-flat minor in the first book, part of which was shown in Example 23 on
page 108,

As already mentioned, pedal points often appear in the latter portions of fugucs. If
they oceur before the coda, they are nearly always on the dominant. In the example
that follows, the dominant pedal point is decorated.

Example 7 BACIHL: B T.C, Book 1, Fupue 10

Another device that Bach is fond of bringing in near the end of a fupue is that of
“added 3rds,” which is illustrated in the next example. A contrapuntal towr de force,
this passage involves the subject, with added 3rds {6ths at first), in stretto with the
subject in contrary motion, also with added 3rds,

Example 8 BACH: W.L.C., Book 11, Fupue 22
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When a coda is included at the end of s fugue, it may be anything from a few beats
to several measures, though seldom more than four measures. It may either use mate-
ral heard previously or introduce new material, or both. The codas of many Bach
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fugues show a tendency toward a freer, more rhapsodical treatment, in sotne cases
even toward a dramatic recifative style. Extra voices are often added at this point for
the sake of increased sonority; and a full chord at the end is usual. Codas [requently
make use of tonic pedal points. That is the case in Example 9, once more from the C
minor fugue previously quoted.

Example 9 BACH: WT.C., Book I, Fugue 2
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THE FUGUE AS A WHOLE

So far we have approached fugue 1o a rather piccemeal fashion, The reader should
make it a particular point to study the C minor fugue [rom Book I that has been
quoted so often in this chapter. He will then sec how the various elements we have
discussed relate to cach other, and to the total plan.

It may be helpful now to consider one fugue as 1 whole. With that 1n mind, the G
minor fugue from the first book of The Well-Tempered Cluvier s given next. Analyti-
cal markings have been added in the music, and other comments foilow.

Example 10 BACH: #.T.C, Book I, Fugue 16
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The subject of this fugue is a good example of what some writers have called the
“head-and-tail” type-—that is, a subject that has two distinct and somewhat contrast-
ing parts. It is first stated in the alto and is a measure and a half long. Since it begins
on the fifth scale step we would expect a tonal answer to be used, and that proves to be
the case when the soprano enters in the second measure. Only the first note, G, has
been changed as compared with a real answer, which would have called for an A at
that point. Against this answer the first voice has a countersubject which begins with
material from the end of the subject in contrary motion. In the fourth measure the
answer is extended sequentially to form a bridge that leads back to G minor. The bass
then announces the subject an octave lower than the first statement in the alto, while
the other voices continue. Finally, the tenor enters with a tonal answer, the notes
being an octave lower than those in the soprano answer. Technically, this is the end of
the exposition. However, the four-measure episode that follows could be heard as an
addition to the exposition, especially since it leads back to G minor on the way, and
involves a clear-cut cadence in that key before proceeding to the relative key, B-flat
‘major.

The construction of the rest of the fugue can be seen from the analytical notes
that have been added. Consequently, it seems unnecessary to comment measure-by-
measure, although there are some features that merit special notice. These are as fol-
lows:

1. Rests are present from time to time in each voice. These give a sense of
“breathing” and a clear-cut delineation of the separate segments of the music. Fur-
thermore, a constant use of four-voice texture would become monotonous; thus the
dropping out of a voice for at least a measure or two now and then provides relief, and
also makes the voice doubly effective when it re-enters. Important statements of the
subject are therefore often preceded by a rest in the voice involved. Actually, a good
portion of this fugue, and of many four-voice fugues, makes use of only three voices
rather than four. This is an important point to remember, since students often make
the mistake of attempting to keep all four voices going throughout a fugue, thereby
making their task unnecessarily difficult and the result less effective than it might
have been. On the other hand, the dropping out of a voice before the end of the expo-
sition, which occurs in this fugue, is unusual. Students should follow the normal plan
of having all the voices continue at least through the exposition.

2. The keys used for the middle entries in measures 12 and 24 are:

B-flat major (relative major): measure 12 to the middle of measure 13.

F major (dominant of the relative major): two announcements, the first tonal; the
middle of measure 13 to the middle of measure 16. These have the character of
answers in relation to the preceding B-flat major announcements.

B-flat major (relative major); measure 17 to the middle of measure 18; in stretto
with the next announcement.

F major (dominant of the relative major); slightly altered; the middle of measure
17 to the beginning of measure 19.

C minor (subdominant); two announcements, measure 20 to the beginning of
measure 23.
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G minor (tonic, or, as first heard here, the dominant of the subdominant key); mea-
sure 23 to the middle of measure 24. The effect here is that of a tonal answer in rela-
tion to the C minor statements heard just previously. Although in most cases the
return to the tonic key signals the first section or recapitulation of a fugue, this G
minor announcement has more the character of another middle entry. The actual
recapitulation, then, does not begin until measure 28.

3. Notes may be added to the subject or countersubject, as in measure 23, where a
passing-note D is added between C and E-flat in the middle voice, and in measure 24,
where D and B-flat are added between the E-flat, C, and A of the countersubject.

4. Inmeasures 7 and | there are “false entries,” passages that suggest the subject
at first, but then depart from it.

5. When false entries are involved in a stretto, it is called a “mock stretto.” An
example occurs here in measure 7.

6. Notice the dramatic and forceful quality of the stretto that begins seven mea-
sures from the end. Bach has carefully avoided the head of the subject for several
measures before that, so that it will be fresh and arresting when it enters again,

7. Voices have been added during the closing measures. The treatment becomes
more straightforwardly harmonic at that point.

8. If we divide this fugue (Example 10) into its component sections, we arrive at
the following:

Measure numbers Number of
measures
1-7 Four announcements of the subject 7
811 Episode 4
12-16 Three announcements of the subject 5
mid. 16—end 16  Episode (extension) %
17-18 The subject in stretto* 2 :l
19 Episode* 1
20-mid. 24 Three announcements of the subject 4% -
mid. 24-27 Episode 3%
28-29 Three announcements of the subject 2
in stretto, the last incomplete
(tonic) 7
30-mid. 31 Episode 1%
mid. 31-end Two announcements of the subject 3%
(tonic)

*These two portions overlap each other by half a measure; that is, the episode actually begins a half mea-
sure earlier than shown, against the close of the stretto portion.

If the measures from the final stretto to the end of the fugue are grouped as one unit
balancing the exposition, we find a surprisingly symmetrical arrangement in this
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fugue. The midpoint is, of course, the brief stretto beginning in measure 17, and it is
appropriate that the climax of the fugue in terms of pitch should be reached during
that passage. The terms “arch form” and “bow form,” which are often applied to
fugues in ABA design, seem especially fitting here.

THE SCHOLASTIC FUGUE

The fugue shown in Example 10 comes closer than most of those in The Well-Tempered
Clavier to resembling the “scholastic” (“textbook” or “student”) fugue in plan. Never-
theless, the symmetry of design in this fugue and the fact that the voices do not con-
tinue through the exposition, are exceptional.

The scholastic fugue is a synthetic model developed long ago by pedagogues for
their students to emulate. The following table of suggested contents, keys, and pro-
portions is given by Gedalge in his massive Traité de la fugue. 1t is intended to apply
to a four-voice fugue with a subject four to six measures in length.

Designation of the Number of measures

paris of the fugue varying approximately
Srom 10

Exposition 16 24
First episode 8 12
Subject in the submediant 4 6
Answer (mediant) 4 6
Second episode 10 16
Subject in the subdominant 4 6
Transition 2 4
Subject or answer in the supertonic 4 6
Third episode 14 20
From the beginning of the fugue to the stretto 66 100

This plan takes the fugue only up to the final stretto, for which Gedalge suggests
another 44 to 50 measures. He explains that there is nothing arbitrary about the num-
bers of measures given here, that they are to be regarded merely as estimated
extremes for a student fugue. It might be pointed out that even the minimum propor-
tions suggested for the fugue as a whole are large as compared with those of most
fugues in The Well-Tempered Clavier. Also, within the fugue, the final stretto recom-
mended seems abnormally long. The reason for this is presumably that the student 1s
expected to demonstrate several different types of stretto. Gedalge lists three of these:

1. the usual type in which canonic entrances of the subject succeed each other
without interruption;
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2. that in which the stretto announcements of the subject and answer are separated
by stretto announcements of the countersubject;

3. that in which episodes separate the stretto announcements of the subject and
answer.

The keys specified in the table above apply only when the subject is in major, a dif-
ferent succession being recommended when the subject is in minor.

Obviously, the plan of the scholastic fugue is a highly artificial one. Few if any
fugues in musical literature correspond with it. Yet it may have some value in the
beginning stages of fugal writing, when students sometimes find themselves at a loss
as to procedure unless they have some sort of blueprint to guide them. If it is used, the
author recommends that the overall proportions suggested by Gedalge be drastically
reduced!

OTHER TYPES OF FUGAL DESIGN

1t has been pointed out that by no means all fugues are built according to a three-part
plan. Space does not permit the illustration of other types of design, but examples
from The Well-Tempered Clavier will be mentioned, and the student should inspect
them. Fugues involving more than one subject, and those with more than four voices
or with only two voices, will be discussed in the next chapter.

Most fugues that fall into two portions are separated near the middle by a decided
cadence. The opening of the second portion is often marked by some new treatment,
such as contrary motion, or the introduction of a new counterpoint. Those features
can be seen in the following examples of binary design, all from The Well-Tempered
Clavier.

Book I, Fugue 14 (Part [ to measure 20; Part II begins with the subject in contrary
motion in the alto).

Book II, Fugue 2 (Part I to measure 14; Part Il includes augmentation and the
addition of a fourth voice).

Book II, Fugue 7 (Part I to measure 30).

A special case is the two-voice fugue in E minor, Number 10 in the first book.
Although it contains no actual cadence at the midpoint and no startling change in
treatment at the beginning of the second half, it is perhaps the most plainly binary of
all the fugues in The Well-Tempered Clavier. With the exception of four bars of coda,
the whole second half, starting in measure 20, is simply a transposition of the first
half, with the voices interchanged. The coda consists mainly of two partial statements
of the subject in the tonic key.
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Siegmund Levarie analyzes thirteen of the fugues in the first book of The Well-
Tempered Clavier as being essentially binary.! However, he points out that six of
these contain short recapitulations, and this comment brings us to a question that
inevitably arises in the analysis of fugues: how much of a recapitulation may be pres-
ent without giving the form a preponderantly three-part (ABA) feeling rather than a
binary feeling? Since there seems to be no way of providing a definitive answer to
this question, there is obviously some leeway in classifying fugues as two-part or
three-part.

Certain fugues, such as Number 12 in Book I, seem to fit into neither the two-part
nor the three-part categories, and can only be described as “sectional.”

One particular type of fugal design, seen in Fugue 19 of Book I, needs separate
mention, not only because it represents a special case, but because it gives some
interesting insight into fugal technique of an earlier period. Levarie calls it “strophic
form” and has this to say to say about it:

The form of this fugue, rare in Bach, reminds us of the older technique of Sweelinck. A
century before Bach, on the path leading from the early ricercar to the maturer fugue,
Sweelinck had tied together the various sections of the ricercar by retaining one main
subject throughout the composition. The counterpoints to that subject changed with
every new section, and made them sound like separate fugues upon the same subject.?

A further example of this same general technique can be seen in Fugue 4 of Book
I. This fugue is sometimes even listed as a ricercar (or ricercare). The same is true of
the famous “St. Anne” Fugue. This approach may involve any number of sections. In
the case of Fugues 4 and 19 cited above, there are three. In Number 19, a characteris-
tic rhythm in each section makes the ternary form especially clear.

SUGGESTED ASSIGNMENTS
Page in
Workbook
1. Analyze the three-voice fugue in the Workbook. 65-67
2. Analyze the four-voice fugue in the Workbook. 69-71
3. Analyze a fugue specified by the instructor.
4, Write short stretto passages based on the subjects in

the Workbook. 73
5. Complete the three-voice fugue on a given subject,

begun earlier as an assignment in connection with

Chapter 15.

'Siegmund Levarie, Fugue and Form. Copyright by Siegmund Levarie, 1941.
2ibid., p. 28.
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6. Complete the three-voice fugue on an original subject
begun earlier.

7. Complete the four-voice fugue on a given subject,
begun earlier.

8. Complete the four-voice fugue on an original subject,
begun earlier.

237



Chapter 17

Fugue (Concluded)

THE FIVE-VOICE FUGUE

The subject of a five-voice fugue is likely to be slow-moving and dignified in charac-
ter, for the obvious reason that a faster subject might present too much of a technical
problem, at least on keyboard instruments, when so many voices are involved. There
are only two five-voice fugues in The Well-Tempered Clavier. In one, Number 4 of
Book I, the bottom voice enters first with the subject, then the next lowest voice
enters, and so on, the order being 54321 in terms of the numbering system we have
used before. In the other fugue, Number 22 of Book I, the order of the entry is the
reverse, or 12345.

Whatever the order of entry, the sequence of announcements in a five-voice fugue
should be: subject, answer, subject, answer, subject, or | V1V I in terms of keys. Each
“subject” will be an octave higher or lower than the preceding “subject,” and the
same is true of the “answers.”

Here is the beginning of the first five-voice fugue mentioned above. The complete
fugue is included in the Counterpoint Workbook, for analysis.

Example [ BACH: W.T.C., Book I, Fugue 4
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The fourth entry here, starting in measure 12, is tonal except for the first note, with
a resulting subdominant (rather than dominant) feeling.

FUGUES OF SIX OR MORE VOICES

The greater the number of voices, the more difficult it is to achieve a truly contrapun-
tal texture. Even with five voices, the delineation of individual lines becomes less
easy, and the danger is that the overall effect will be more harmonic than linear. Quite
apart from that, performance problems may be increased greatly if the music is for a
keyboard instrument. For these reasons, fugues involving six or more voices are
extremely uncommon. In those that do use this many voices, rests of considerable
length are frequent, so that the texture is kept from being too consistently thick.

Examples of six-voice fugues

Bach, Organ Compositions, Vol. VL,! No. 13.
Bach, The Musical Offering, No. 5, Ricercar a 6.
Bach, B minor Mass, No. 20, second part, Pleni sunt coeli.

'Here, as elsewhere in this book, the volume numbers cited in connection with Bach’s organ works are
those of the Peters Edition.
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THE TWO-VOICE FUGUE

Two-voice fugues are extremely rare. There is only one among the forty-eight fugues
contained in The Well-Tempered Clavier. The beginning of it is quoted in Example 2,

Example 2 BACH: W.I.C, Book 1, Fugue 10

Bach may well have felt that a third voice would have been too difficult to manage
here, the subject and countersubject being as animated as they are. Or it is possible
that he simply wished to include one two-voice fugue in the set and took advantage of
the absence of other voices to use especially lively material. As can be seen here, the
key plan in the exposition of a two-voice fugue is 1 V. After the exposition, the fugue
proceeds in the same fashion as those that involve more voices, except, of course,
that both voices must be present most of the time if a contrapuntal effect is to be
maintained.

THE DOUBLE FUGUE

In a double fugue there are two subjects that appear rogether at some point in the
work, not necessarily at the start. If a fugue makes use of two subjects that are treated
one at a time but never combined, it is not generally considered a true double fugue,
but merely a fugue with two subjects.?

2This distinction is not universally made. Some sources define double fugue simply as “a fugue with
two subjects.”
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There are three general possibilities for the construction of double fugues:

Type 1: Both subjects are announced together at the beginning. This is not to say
that they will necessarily start at exactly the same time. In fact they seldom do, and
the effect is better if they do not. In Example 3, for instance, a full measure of Subject
I is heard before Subject II enters. Only the first-two pairs of announcements are
included in this example. As before, the singers’ words have been omitted.

Example 3 MOZART: Requiem (Kyrie from First Section)
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The two coordinate subjects are most likely to occur in adjacent voices, though in
Example 3 they appear in parallel voices. Parallel voices are soprano and tenor, alto
and bass. The usual treatment of the two subjects in the exposition follows the same
general plan that applies to ordinary fugues; each subject is heard in each one of the
voices in turn. After the exposition, there is no set plan. For the most part, the sub-
jects, when they occur, appear together in order to bear out the double fugue feeling.
However, either one may occasionally be heard alone, or form the basis for develop-
ment.

Examples
Bach, Organ Compositions, Vol. liI, No. 9; Vol. IV, Nos. 8 and 10; Vol. V, No. 23.

Type 2: In this type of double fugue, Subject I first has its own exposition. After
that, Subject II may be introduced

a) along with Subject I.
Example?
Bach, The Art of Fugue, No. 9 (Subject I enters in measure 35 in the soprano).

b) in an exposition of its own, during which Subject 1 does not appear. In this case,
the two subjects are combined later on.

JAn impressive example of this form in contemporary music is the double fugue from Stravinsky’s
Symphony of Psalms.
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Examples

Bach, The Well-Tempered Clavier, Book 11, Fugue 18 (Subject Il appears in mea-
sures 61-96 and is combined with Subject I from measure 97 to the end); Book
I, Fugue 4 (Subject 11 is first heard in measure 20; it is combined with Subject
I only intermittently through measure 47, but consistently from there to the
end).

Type 3: Finally, there is a third kind of double fugue that might be described as a
transitional form between the ordinary fugue and the more characteristic kinds of
double fugue mentioned under Types | and 2. In it Subject II is introduced as coun-
tersubject to the answer. In other words, the countersubject is so distinctive and
important, and recurs so consistently in the course of the fugue, that it ceases to play
a secondary role and assumes a status equal to that of Subject [. Therefore, it is more
accurately called a second subject. The three announcements of a fugue of this type
are shown in Example 4.

Example 4 HANDEL: Messiah, “And With His Stripes We Are Healed”
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Notice the startling similarity between the first subject here and the first subject in
Example 3.

The difference between a countersubject and an actual second subject in this type
of double fugue is chiefly one of degree, since a good countersubject also has distinc-
tive qualities and reappears from time to time. Consequently, with certain fugues
there might well be a difference of opinion as to whether the label “double fugue” is
appropriate or not. However, this does not destroy the validity of the category, into
which some fugues very clearly fall. In such fugues the exposition is sometimes
extended beyond the usual proportions by an additional statement of the second sub-
ject, in order that the latter will be heard as many times as the first subject.

THE TRIPLE FUGUE

When a fugue has three subjects, the possibilities for presenting them, singly and in
combination, are so numerous that it is impractical to attempt a complete listing.
Some of these possibilities can nevertheless be mentioned:

Type 1: Subject 1 enters alone and has a complete exposition. After that Subjects
11 and 111 may

a) each be treated similarly in turn;
b) enter more or less together while Subject I drops out temporarily;

c) appear one at a time against Subject I (this is perhaps the most usual arrange-
ment).

In any event, all three subjects will eventually be combined, as a rule. A special case
is Bach’s famous “St. Anne” Fugue, in which Subjects I and 11 are combined, as are |
and I11 later, but in which all three never appear together. Whether this is a true triple
fugue or what might be described as “a double fugue with three subjects” is a matter
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of one’s definition—and not of great consequence. This case is a further reminder
that great music frequently fails to fall nicely into exact molds.

Examples

Bach, The Well-Tempered Clavier, Book 1, Fugue 4. No analysis is given here,
since this fugue is one of those included in the Counterpoint Workbook for
analysis.

Bach, The Art of Fugue, Fugue 8 (Subject II enters in measure 39 against Subject
1; in measure 94 Subject 11, the one used in various guises throughout the vol-
ume, appears, and the other two drop out temporarily; | and II return together at
measure | 13; finally all three are combined for the first time at measure 147).

Type 2: In another species of triple fugue, Subjects I and II are announced
together, and Subject 11 then joins them.

Examples

Beethoven, Symphony No. 3, second movement (4ddagio assai), measures 114-133,
Subject 111, in sixteenth notes, begins in measure 117, in the same voice that
has just announced another subject in quarter notes and eighth notes. The latter
subject could be labeled either Subject 1 or Subject 11, inasmuch as the first two
subjects begin together.

Bach, Organ Compositions, Vol. 1, finale of the Passacaglia (C minor).

Theoretically, there could be a type of triple fugue in which all three subjects are
announced more or less together at the start. However, since this type is virtually
unknown in musical literature, it will not be considered as a practical possibility here.

Whatever the particular arrangement used, the following general principles apply
in the writing of triple fugues:

1. Each subject must be a strong line, with characteristic melodic and rhythmic
features.

2. The three subjects must contrast with each other sufficiently to give an impres-
sion of independence. Possibly the most frequent and effective way of achiev-
ing this is to have them move in different values—for example, one chiefly in
half notes, another in quarters, and the third in eighths.

3. Each subject must reappear frequently enough so that the ear will hear it as a
major element in the composition, not simply as a secondary counterpoint.
Here, as in certain kinds of double fugues, there could be a difference of opin-
ion as to whether a particular melodic element should be considered an actual
subject, or merely a countersubject that recurs rather consistently. For example,
Goetschius analyzes the fugue quoted in Example 10 on page 123 as one
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species of triple fugue. The author feels that it is more accurately classified as
an ordinary three-voice fugue with countersubjects that reappear with unusual
regularity.

4. The three subjects must be invertible, at least to some extent. They need not be
completely invertible, since it is extremely unlikely that all six arrangements
theoretically possible would be used in any one fugue.

Wiiereas inversion of the voices at the octave or multiples of it can generally be
worked out without too much difficulty, inversion at other intervals is likely to prove
more difficult in triple counterpoint and is seldom seen.

FUGUES WITH MORE THAN THREE SUBJECTS

Except for the famous quintuple fugue in the last movement of Mozart’s C major
(Jupiter) Symphony, fugues involving more than three actual subjects are almost
unknown in musical literature. The excerpt from the Mozart movement quoted on
page 124 as an example of invertible counterpoint showed the five subjects com-
bined.

THE FUGHETTA AND THE FUGATO

A fughetta is simply a small fugue. Abundant examples can be seen in Bach’s organ
works, Volumes V and VI in particular.

A fugato is a passage treated in fugal style—that is, with imitative entrances as in
a fugue exposition. Unlike the fughetta, it is not usually a separate piece of music, but
is generally a section of a longer work.

THE CONCERT FUGUE

A concert fugue is one in which there is particular emphasis on brilliance and dra-
matic effect. Freedom of treatment is also characteristic, and is likely to take these
forms:

1. The number of voices may be increased at times, and chords may be added, so
that the texture becomes more homophonic than contrapuntal.

2. The episodes may be considerably freer and more extended.

3. The form of the whole may be more sectional than usual, with decided
cadences and strong contrasts between sections.

4. The subject itself may be more colorful, more animated, or longer than usual.
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Concert fugues are often part of a larger work, such as a set of variations or an
opera; sometimes they are preceded by an introductory movement. But they seldom
stand alone as separate works.

Examples

Bach, Chromatic Fantasy and Fugue (for clavier).

Brahms, Variations on a Theme by Handel (for piano), the Finale.
Franck, Prelude, Chorale, and Fugue.

Weinberger, Polka and Fugue from Schwanda the Bagpiper:

THE FUGUE FANTASIA

In a fugue fantasia, or fantasia fugue, the material is treated with great freedom, espe-
cially after the exposition, which is usually strict. Sometimes a small portion of the
subject forms the basis for extended elaboration or fanciful development in later por-
tions of the work.

Example

Bach, The Well-Tempered Clavier, Book II, Fugue 3.

THE GROUP FUGUE

This name, though not in general use, has been adopted here to describe fugues that
consist, in effect, of a series of fughettas, each based on a different subject. This is
actually the plan of the early ricercare, as it existed before composers began to tie the
various sections together by the use of a common subject.

Examples

Bach, Organ Compositions, Vol. III, No. 6 (three sections, the third using the same
subject as the first).

Bach, B minor Mass, No. 19, last division (Vivace e allegro), Et Expecto and
Amen (four subjects).
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FUGUE WRITING AS AFFECTED BY THE MEDIUM

In a fugue, as in any other type of composition, the character of the music is almost
certain to be influenced to some degree by the medium for which it is written.

When a fugue is designed for performance on the piano, the spacings and move-
ments of the voices must obviously be kept within the technical limitations of the two
hands, and of course the color and dynamic potentialities of the instrument in its var-
lous registers should be borne in mind.

In writing for the organ, we have several added possibilities. A voice may be
played on the pedals, as long as it is not too fast or intricate. The instrument has a
tremendous dynamic range, and we can apply different dynamics to the various
voices if they are on different manuals. Also, the stops provide a wealth of different
colors; and notes may be sustained as long as desired.

In fugues for the string quartet or other chamber groups, we are free to indulge in
wide spacings, frequent crossing of voices, and melodic patterns idiomatic to the
instruments involved.

The writing of vocal fugues must obviously be approached with an eye to the
ranges of the various voices, the color and relative power of each register within these
ranges, and the question of what is vocally practical and effective. The subjects of
such fugues are likely to be more lyrical and sustained than those of instrumental
fugues. It must be remembered that most of the examples in this book are taken from
instrumental literature, and that as a result they do not, as a whole, serve as good
models for vocal writing. Consequently, the student who elects to write fugues or
other contrapuntal forms for choral groups would do well to examine as much contra-
puntal choral music as possible before attempting such writing.

Because the orchestra offers tremendous possibilities in color, dynamic range, and
technical versatility, fugues written for it may be of almost any character, and it
involves no limitations as to the number of voices or their movement. Orchestral
fugues tend to be big in conception, and to exploit at times the effective device of
making lines stand out sharply from each other by allotting different orchestral colors
to them.

Bach’s The Art of Fugue is often cited as an example of a work written without any
specific performing medium in mind. However, there have been rather persuasive
arguments to the effect that it was clearly conceived for the harpsichord.? In any case,
it lends itself, fortunately, to performance by a variety of instruments, of which the
organ and the string quartet are probably the most frequent choices.

See Gustav M. Leonhardt’s The Art of Fugue, Bach's Last Harpsichord Work (The Hague: Martinus
Hijhoff, 1952).
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SUGGESTED ASSIGNMENTS

Page in
Workbook

l. Analyze the following and be prepared to present an
oral analysis in class: 7579
a) Fugue 4 in Book I of The Well-Tempered Clavier
(five-voice fugue)
b) Fugue 22 in Book 1 of The Well-Tempered Clavier
(five-voice fugue)
¢) Fugue 10 in Book I (two-voice fugue)
d) An example of one type of double fugue

SELF-TEST

1. What is the difference between a fughetta and a fugato?

2. What is the chief respect in which fugue subjects are likely to differ from
invention motives?

3. How many fugues are there in the entire Well-Tempered Clavier?

4. Cite two places at which pedal points are most likely to occur in fugues and tell
what pedal note is involved in each case.

5. What is a counterexposition?

6. Cite any unusable orders of entry in the following: 2134 3124 1234 3214
4231.

7. What is the chief criterion in determining whether a fugue is a double fugue?

8. What are the distinctive characteristics of a concert fugue?



Chapter 18

Forms Based on the Chorale

Ever since Luther’s day, the chorale! has been the chief basis of Protestant church
music. Chorale melodies were, in many cases, secular folksongs adapted for church
use by the addition of sacred words, the latter often being translations into German of
Latin texts used in the Catholic service.

The seventeenth and eighteenth centuries yielded an impressive body of works
based on the chorale—chorale preludes, variations, fantasias, fugues, and fughettas
(nearly all written for the organ), as well as motets and cantatas. Among the com-
posers of that period who made important contributions in this respect are Dietrich
Buxtehude (1637—1707), Johann Jakob Walther (1650—1717?), Johann Pachelbel
(1653—1706), Georg Philipp Telemann (1681-1767), and J. S. Bach (1685-1750).
These composers (Bach in particular) carried on not only the tradition of chorale har-
monization dating back to the sixteenth century, but also the practice begun by
Scheidt and Schein of incorporating the chorale tunes in pieces written in true organ
style. Bach’s chorale compositions are so rich and varied that they represent the
crowning achievement in this realm of music, and it is therefore natural to quote
rather heavily from them.

Because the examples that follow are from works for the organ, the reader will
find it helpful to know something about the workings of that instrument. Certain
basic information was given on page 196 and should be referred to now in case it was
not read earlier.

THE CHORALE PRELUDE

The chorale prelude originated as an organ composition designed to be performed
during the church service before or after the singing of the chorale by the congrega-

IThis spelling seems preferable to choral, the German spelling which is sometimes used in English,
because it avoids possible confusion with the adjective “choral.”
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tion, or between stanzas. The term as used today does not necessarily imply this
actual use in a religious service and is applied in a more general sense to works that
elaborate on a chorale. However, it is usually understood to exclude straightforward
harmonizations of chorale melodies, such as might be used to accompany the actual
singing of the chorale. The majority of chorale preludes make use of four voices.
Although a good many involve three, the use of five or six voices or of only two is far
less common.?

The principal elements to be mentioned in connection with chorale preludes are
these:

a) The chorale melody, or C.F. for cantus firmus. In their original form, cantus
firmi were written in long note values, chiefly half notes or longer, and they
sometimes retain this characteristic in chorale preludes. The fermata (/) was
used to mark the last note of each phrase in the original form of the chorale
tunes. (Whether it necessarily represented an actual hold is a matter of debate.)
In chorale preludes, fermatas are often omitted. When they are included, they
must not be interpreted as indicating a hold; the motion continues in strict time
at such points.

b) Motivic material derived from the C.F., most often from the beginning, but
involving shorter time values and much greater rhythmic interest and variety
than the original melody.

¢) Other material, not derived from the C.F.,, which accompanies either or both of
the above (a and b).

There are, unfortunately, no commonly accepted names for the various types of
chorale prelude. In the discussion of these that follows, each type is identified by a
short descriptive phrase.

Type 1: Embellished harmonization.

The chorale melody is harmonized in four voices that are embellished rather plen-
tifully with passing tones, suspensions, or other nonharmonic or harmonic tones. As
a rule, the C.F receives less embellishment than the other voices, and is likely to be
presented with only occasional departures from its original form. This type of
chorale prelude is obviously not far removed from a basic unadorned harmonization.
In the example that follows, the original chorale melody is shown above the excerpt
for purposes of comparison.

2A rare instance of a large number of two- and three-voice chorale preludes in one volume occurs in
Forty-Eight Chorale Preludes by Telemann (Madison, Wis.: A-R Editions, Vol. Il of Recent Researches in
Music of the Baroque Era, 1965). In that collection, a highly unusual and interesting plan is employed:
each chorale melody appears first in a three-voice setting involving imitative treatment, then in a two-voice
setting.
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Example 1 BACH: Herzlich thut mich verlangen (Vol. V,* No.27)
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Examples of Type 1
Bach, Organ Compositions, Vol. V, No. 36; Vol. V, Appendix, No. 4.

Type 2: Ornamented C.F.

The chorale melody, usually in the top voice, is ornamented, often quite elabo-
rately, while the other parts remain relatively simple. Sometimes the notes of thg
original C.F. are shifted in the process of ornamentation. The objective here is obvi-
ously to convert the C.F. into a more florid and plastic line. This kind of chorale pre-
lude shows the influence of elaboration in vocal music.

IHere and elsewhere in this chapter, the volume numbers cited in connection with Bach’s organ works
are those of the Peters Edition,
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Example 2 BACH: Wenn wir in hochsten Nithen sein (Vol. V, No. 51)
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In Example 3 the ornamentation of the C.F. is far less florid. In fact, the simplicity
of the rhythmic pattern here is more characteristic of Type 1, and the example could
even be considered a kind of bridge between that species and the more ornate
arrangements characteristic of Type 2. Nevertheless, it seems to belong under this
heading because the chief emphasis in it is on the decoration of the C.F., accom-
plished in this case mainly by the use of nonharmonic tones. These often occur on the
beat here and then resolve to the notes of the C.F., so that the original chorale melody
is somewhat hidden or disguised.

Later in this chorale prelude, phrases of the embellished C.F. are presented in
inner voices rather than in the soprano.

Example 3 BRAHMS: Es ist ein Ros’ entsprungen (No. 8 of Eleven Chorale Pre-
ludes, Op. 122)
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Examples of Type 2
Bach, Organ Compositions, Vol. ¥, Nos. 26, 43, 52; Vol. V, Appendix, Nos. 2, 5.

Type 3; Motivic acconpaniment.

The C.F is stated, usually in the 1op voice, in more or less its original form, with-
out extended breaks between phrases, It may be accompanied by motivie material in
all the other voices. Example 4 illustrates this arrangement as well as the derivation
of the recurrent motive from the beginning of the C.F,

Example 4 BACH: Christ ist erstanden (Vol. V, No. 4)
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Or the pedals may take independent material not derived from the C.F. (Example 5).

Example 5 BACH: Ach wie nichiig, ach wie fliichiig (Vol. V, No. 1)
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Such an arrangement is likely to be used when the motivic material played on the
manuals does not lend itself te performance on the pedals; or it may be introduced for
purely musical reasons. Often, independent pedal parts involve g characteristic figure
that appears repeatedly on ditferent scale degrees, such as the descending octave leap
here in Example 5. Once again, the motivic material in the inner veices is derived
from the first phrase of the chorale melody.

A third, though infrequent, possibility under Type 3 is that the voices that accom-
pany the C.F may all be different from each other, as in Example 6. In that excerpt,
there 1s no clear-cut derivation of motivic matenal from the C.F as wn the preceding
examples, though there are occasional hints of the C.F in the other voices,

Example 6 BACH: Da Jisus an dem Krenze seund (Vol. V,No, 9)

Examples of Type 3
Bach, Organ Compesitions, Vol. V, Nes. 2, 5, 22, 42, 56, numerous others.
Type 4: Canonic.
The C.F or the motivic material, or both, are treated canonically. In the following

example the chorale melody appears in canon at the 15th in the outer voices, while
the two inner voices have a rather free canonic treatment of other material,

Example 7 BACH: Christus, der unys sefig machi (Vol. V, No. 8)
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Examples of Type 4
Bach, Organ Compositions, Vol. V, Nos. 3, 19, 37; Vol. VI, No. 19; Vol. V1], No.
52 (C.F. ormamented).

Examples 5, 11, 21, and 26 in Chapter § on canon involve chorale melodies and
should be re-examined at this point,

Type 5: Material derived from C.F

The C.F in its original form does not appear, but the motivic material used is derived
from some portion of it, usually the first line, or in some cascs from several different
portions in turn. The approach i1s normally imitative and scctional (Example §).

Example 8 BACH: Christe, aller Welt Trost (Vol. VII, No. 40b})
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Examples of Type 5

Bach, Organ Compesitions, Vol. VI, No. 7; Vol. VI, Nos. 40a, 40¢, 60 (free bass).

The chorale forms mentioned so far are likely to be of relatively small propor-
tions, whereas those that follow are generally more extended. (There is, of course, no
hard and fast dividing line between the two categories.) Also, Types I through 4 gen-
eraliy present the C.F, in more or less continuous form, while those to be discussed
next involve gaps—sometimes of considerable length—between phrases of the C.F.

Type 6: Phrases of the C.F supervimposed peviodically on imitative material that
is essentially the same throughout.

Therce is an opening sechion imvolving imitation in successive entrances and nor-
mally based on material derived from the first phrase of the C.F, The German term for
this technique is Forimitarion, meaning “imitation before.” or “pre-imitation.” This
portion may suggest the beginning of an invention or—especially if successive
entrances in tonic and dominant are involved—of a fugue, Against a continuation of
this material, the first phrase of the C.F. appears in longer values, This voice then
drops out while the original material continues. The sccond phrase of the C.F 1s
introduced, and so on, until the entire chorale melody has been heard. Example 9
illustrates this type.
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Example 9 BACH: Allein Gotin der Hol\’ sei Ehr’ (Vol.V1, No. 4)

Incidentally it is interesting and astonishing 10 note the number of different
molives that Bach derives from this same C.F in the ninc compositions based on it
which appear in Volume V1 of his organ compositions. The beginnings of six of these
motives, including the one used in Example 9, are shown in Example (0, along with
the beginning of the C.F. Notiee the variety of meter.
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Example 10 Allein Gott in der Hoh’sei Ehr’ (Vol. VI, Nos. 4-9)
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Examples of Type 6

Bach, Organ Compositions, Vol. VI, Nos. 5, 6, 9 (ornamented C.F.), 17; Vol. VI,
Nos. 39a, 39b, 39¢ (involves contrary motion), 47, 59.

Type 7: Phrases of the C.F. superimposed periodically on imitative material that
changes for each phrase.
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A new motive (or subject) is introduced in the Vorimitation preceding each phrase
of the chorale, the motive being derived in each case from the phrase that follows.
The imitative entrances in these passages may be made at any interval. If the alternat-
ing tonic-dominant levels characteristic of fugal treatment are involved, the result is,
in effect, a succession of fugue expositions, each based on a different subject. The
term ““chorale motet” is often applied to works constructed in the latter way because
their plan is similar to that of the sixteenth-century motet.

Example 11 shows the beginning of a chorale prelude that makes use of nonfugal
imitation that changes for each chorale phrase. (Two phrases are involved in the por-
tion given here.)

Example 11 TELEMANN: Komm, Heiliger Geist, Herre Gott

i o &
Ea=c = e
- > o
‘ [ " ¥ o ,'.T _F'. jr‘p!
Man. | | | ”
B e
W~ T — n T
i & — < & < | S —  ——
T 1 T &
T T 4
na | ‘ | | | | ¢
)" A A S ) & ,i; \’l‘ — ‘l t
NN EL@E " L S
_H Yr f T o— T o o R | -
i P —— o 1 t
—0-4 | | | }n
.

ii’ |
iR

\%
il

T

—M
Copyright 1965, A-R Editions, Inc. Used by permission.

et
=1 AN %

Example 12, the first section of an early chorale motet, includes the opening imita-
tive passage (based on the first phrase of the C.F.) and the first phrase itself, in the
pedals. That phrase is in the tonic, rather than the dominant that might have been
expected as a continuation of the fugal key relationships seen up to that point.
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Example 12 BUXTEHUDE: Erhalt’ uns, Herr, bei deinem Wort
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The excerpt in Example 13 is also from a chorale motet. In this case the initial two
sections are shown. The first of these involves pre-imitation of the first phrase of the
chorale up to measure 11, where the first phrase itself in longer values enters as a
fourth voice in the fugal fabric. The imitation based on the second phrase begins in
measure 16, the second phrase proper in measure 20. The same approach continues
throughout the composition. Stretto, seen here in measure 16, is frequent in chorale
motets and shortens the imitative passages that employ it.

Two differences between this example and Example 12 are worth noting: the C.F.
here is in the top voice, which is the most usual arrangement; and it is stated in values
twice as long as those of the imitative material preceding it. Such augmentation is a
frequent feature in this type.
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Example 13 BACH: Gelobet seist du, Jesu Christ (Vol. V1, No. 23)
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Examples of Type 7

Bach, Organ Compositions, Vol. VI, Nos. 1, 13, 14 (involves contrary motion), 28
(chorale motet); Vol. VII, Nos. 43, 45 (free bass throughout, also ornamented
C.F), 58 (involves contrary motion); Cantatas Nos. 16, 27, 58, 73 (first move-
ment in each case).
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Buxtehude, Organ Compositions, Vol. 11 (Peters Edition), most of the ehorale pre-
ludes. In nearly all of these, the C.F is ornamented; in many, the first phrase
starts immediately, along with the imitative material.

Pachelbel, Choralbearbeitungen, in Denbemiiler der Tonkunst, Jg. IV, Band 1, Part
11 (Leipzig: Breitkopf & Hirtel, 1903), nearly all the seventy-two compositions
based on chorale melodies in this volume. In some cases the first imitative sec-
tion is so extended as to constitute a small fugue in itself.

G. P. Telemann, Forry-E ight Chorale Prefudes, in Recent Researches in the Music
of the Barogue Era, Alan Thaler, ed., Vol. 1] (Madison Wis.: A-R Editions, Inc.,
1965), most of the three-voice chorale preludes,

Type 8: Ritornelle with chorale.

In this type there is an opening section (preceding the first phrase of the C.F) that
1s constructed according to period design, rather than imitatively as in Types 6 and 7.
Furthermore, it is usually more extended—sometimes as fong as a double period—
and has the quality of a theme, as opposed to a succession of motivic entrances, It
may end with an authentic cadence, In some cases, portions of it are derived very
frecly from the C.F. The phrascs of the C.F then appear periodically against it, and it
is restated-—ofien with minor changes or in incomplete form—between certain of
these phrases and at the end, following the last phrase of the C.F. (Hence the name
“ritornelle.) -

The plan of this type obviously bears some resemblance to that of Type 6 in the
sense that in both, material heard at the start recurs later. But distinguishing betwcen
the two types should not be a problem if the differences mentioned above are borne in
mind. The most important of these are the length and themelike nature of the recur-
ring material in Type 8 and the fact that that material returns alone at the end, a fea-
ture not found in Type 6.

Example 14, which illustrates the ritornelle with chorale, includes the ritornelle
material in its initial appearance {(measures |-[3), the first phrase of the chorale in
the pedals (measures 13~18), and the continuation of the ritornelle material alone
between that phrase and the next. The indication *Pedal 4 Fuss™ at the start means
that a four-foot stop is to be used for the pedals, so that the part will sound an octave
higher than writien. Further comment on this device is given on page 265.

Example 14

BACH:
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Kommst du nun, Jesu, vom Himmel herunter (Vol. VII,
No. 38)
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Examples of Type 8

Bach, Organ Compositions, Vol. VI, Nos. 2, 3 (only two voices); Vol. VI, Nos. 38
42, 46, 57. , ‘

Chorale preludes do not always fall neatly into one of the categories just dis-
clussed. Some show elements of two or more different types, For example, an essen-
tially canonic composition may prove to involve some ornamentation of the C.F,
while canonic features may figure in the 1ype using motivic accompaniment, o

USE OF THE CHORALE MELODY IN VARIOUS VOICES

As we have seen, the C.F. is most often placed in the top voice in chorale preludes.
But it may appear in any one of the other voices, either throughout the composition or
at any desired point. Of course cach phrase is finished by the voice that started it.
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Sometimes the various phrases of the chorale are given 1o the respective voices in
turn.

In playing chorale preludcs on the organ, it is gencerally desirable to bring out the
C.F. a bit in relation to the other voices by using a slightly louder and/or a different
registration for that voice. Consequently it is usually best to arrange to have the C.F.
on a separate manual or in the pedals. A special device sometimes employed by Bach
(especially when the bass is so fast-moving as to be impractical for the pedals) con-
sists 1n having the C.F. played by the pedals as a tenor voice, while the bass is played
by a hand on one of the manuals. The use of a four-foot stop for the tenor in the ped-
als is often necessary in order to bring that voice into the right register. This 1s true of
all but one of the examples cited below.

Examples of C.F. as Tenor Veice in the Pedals

Bach, Organ Compesitions, Vol. VII, Nos, 38, 56, 59, 63.

CHORALE VARIATIONS®

Chorale variations of the Baroque period generally use the complete C.F. (though not
necessarily in long values) as the basis for each variation. The supporting voices most
often involve running counterpoints, chordal figurations, imitative patterns, or
embellished harmony. (Any of the arrangements described in the section on chorale
preludes may be used for individual variations.) Sometimes the notes of the C.F. are
incorporated as focal points in a fast-moving line, as in Partita [ of Example 13,
Changes of meter, note value, or harmony from one variation to another add fresh
interest.

Although modern usage equates the ternn parrita with “suite,” its original and
more valid meaning was "variation.” Thus we find many sets of cherale variations of
the seventeenth and eighteenth centuries entitled “partite” (the plural). Example 15
shows the beginning of two partiten (the German version of the word) from a set of
cight. Each excerpt given here corresponds with the first phrase of the chorale
melody.

Example 5 Alle Menschen miissen sterben (first phrase of chorale melody)
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iChorale variations {(as well as choralc fantasias) are sometimes also classified as types of' the chorale
prelude, that term frequently being wsed in a broad sense,
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PACHELBEL: Choral mit 8 Partiten (Chorale with 8 Variations): Alle Menschen
miissen sterben
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In chorale variations by Bach and earlier composers, the number of variations usu-
ally corresponds with the number of stanzas in the chorale, and the mood of individ-
ual stanzas is often reflected in the music. Example 16 shows the beginning of each
of the three variations contained in a composition of this type.

Example 16 PACHELBEL: O Lamm Gottes unschuldig (Variationes per omnes

Versus)
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The terms Riickpositiv and Oberwerk in Variation 3 of Example 16 refer to divi-
sions of the Baroque organ, each controlled by a particular manual. (Others were the
Hauptwerk and the Brustwerk.) The alternating use of these is specified in order to
produce an echo effect.

Examples of Chorale Variations

Bach, Organ Compositions, Vol. V, Variations on O Gott, du frommer Gott, Varia-
tions on Christ, du bist der Helle Tag; Variations on Sei gegriisse!, Jesu gutig;
Canonic Variations on Vom Himmel hoch da kommich her.

Brahms, Motet, Op. 74, No. 2.
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THE CHORALE FANTASIA

As the name implies, the chorale fantasia is extremely free. It is sometimes based on
only a portion of the C.F. rather than on the whole melody. Although the form is fre-
quently sectional in a general sense, the sections are not so likely to be sharply
defined (for example, by perfect cadences at the ends) as they are in variation forms.

Examples

Bach, Organ Compositions, Vol. V, No. 34; Vol. VI, Nos, 7, 15, 27; Vol. VII, No.
36

THE CHORALE FUGUE

Although at one time the term “chorale fugue” was frequently used as being synony-
mous with “chorale motet,” today it is generally applied to any fugue with a chorale
basis. The type of chorale fugue most often seen involves a subject derived from the
first phrase of a chorale melody. Sometimes two or more phrases are used in turn. For
instance, the fughetta and fugue quoted in Example 17 employ the first phrase of the
chorale (given at the start of Example 10) as the basis for the portions shown here,
but later on each also includes an imitative section based on the second phrase.

Example 17a BACH: Fughetta on Allein Gottin der Hoh’sei Ehr’ (Vol. V], No. 10)
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Example 17b BACH: Fugue on Allein Gott in der Héh Sei Ehr’ (Vol. V1, No. 11)
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If, as happens very infrequently in fugues, each phrase of a chorale is used in turn
as the basis of a fugal exposition, the structure is essentially that of the chorale motet.
In such cases, however, there are normally no appearances of the phrases of the C.F.
in values longer than those of the other voices, as in many chorale motets. The fol-
lowing fugues could be mentioned in this connection: Bach, Fugue on Yom Himmel
hoch da komm' ich her (Organ Compositions, Vol. VII, No. 55), in which all four
phrases of the chorale melody are used; Bach, Fugue on Durch Adams Fall ist ganz
verderbt (Vol. V1, No. 21), which uses five of the six phrases, the missing phrase
being replaced by another one that resembles it very closely.

Examples of Chorale Fugues and Fughettas
Bach, Organ Compositions, Vol. V1, Nos. 20, 33, 34; Vol. V11, Nos. 54, 61.

SUGGESTED ASSIGNMENTS

Page in
Workbook
1. Describe the structure of the excerpts from chorale
preludes given in the Workbook. Indicate to what
extent each conforms with one of the types discussed
in the text. 82, 83
2. Analyze the chorale prelude given in the Workbook. 84, 85

3. Analyze a number of works based on the chorale, as
specified by the instructor.

All the following are to be written for the organ and
may be based either on one of the Bach harmoniza-
tions given on pages 87 and 88 of the Workbook or on
an original harmonization or other treatment of one of
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the chorale melodies given on pages 89 and 90 of the
Workbook.

4.

Write the beginnings (through the first phrase) of three
chorale preludes that illustrate the first three types
described in this chapter.

Complete one of the chorale preludes begun for 4.
Write a chorale prelude of any of the other types dis-
cussed in this chapter.

Write a set of chorale variations.

Write a chorale fantasia.

SELF-TEST

1.

What is the most usual form of the material at the beginning of a chorale pre-
lude using the “ritornelle” type of construction?
Give one source from which chorale melodies came.

- Describe the functions of the chorale prelude in its original form, as used in the

church service.

Give one reason why music involving chorale melodies is better suited to the
organ than to other keyboard instruments.

. What is another name for chorale variations?

Describe briefly four types of chorale prelude.
What term is used to describe a composition consisting of a series of fugal
expositions based, respectively, on successive lines of the chorale?

. What does the direction “4 Fuss” in a pedal part mean, and why is that device

used?

Chapter 19

Contrapuntal
Variation Forms

CANTUS FIRMUS VARIATION TYPES: THE GROUND, THE
PASSACAGLIA, AND THE CHACONNE

One type of variation form, that based on a chorale melody, has already been
described. There, the entire melody normally serves as the basis for the variations.
The cantus firmus variation types, on the other hand, make use of a shoFter pattern,
melodic or harmonic, that is stated over and over. The variations are continuous; that
is, there 1s no real cessation of motion between them.

The Ground

In the ground, the fixed element is a short melodic line, most often four t('> six mea-
sures long, though occasionally shorter or longer, that occurs repeatedly in the bqt-
tom voice. Example 1 shows a small portion of an operatic passage constructed in
this way. (The lower voice is a continuo part to be realized in performanc.e.) This
example involves the first three appearances (out of twenty-one) of the recurring bass

pattern.

Example 1 PURCELL: “Ah! My Anna,” from Dido and Aeneas
Dido
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Notice that the beginnings and endings of the vocal phrases do not always correspond
with those of the repeated phrase. In such cases, a pleasing interplay between the
lines results, and an undesirably strong sense of division between the four-measure
segments is avoided.

Example 2 shows excerpts from a keyboard work (also by Purcell) entitled 4
Ground in Gamut. The eight-measure theme in its opening appearance and the last
variation are quoted in their entirety; only the first two measures of each of the six
intervening variations are given here, however.

Example 2 PURCELL: A Ground in Gamut
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Example 3, from an orchestral work written roughly two centurtes after the Pur-
cell example, shows the first appearance of a five-measure ground bass that recurs
some seventeen times. Notice the partial canonic imitation in the violas here.

Example 3 BRAHMS: Variations on a Theme by Haydn, Finale
‘ Andante
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The tertm basso ostinato may properly be applied to a ground bass of any length,
In actual practice, however, it is most often used in connection with passages involv-
ing a rather short melodic pattern—say two measures or less—that is presented
repeatedly in the bottom voice,

Examples of the Ground

Purccll, Dido and Aencas, “Dido’s Lament”; Ground in E miner, for harpsichord.
Bach, B minor Mass, Crucifixus,

Becethoven, Symphony No, 9, first movement, measures 513-3530,

Brahms, Fariations on a Theme by Haydn, Finale.

The Passacaglia and the Chaconne

Although these terms were used more or less interchangeably during the Baroque
period, the comments that tollow reflect a distinction commonly made between them
today; in the passacaglia the basis for the variations ts a melodie ling, whereas in the
chaconne it is a harmonic succession. However, passacaglias trequently involve an
implicd harmonic pattern that recurs, while chaconnes gencrally include strong con-
trapuntal clements, Thus the dividing line between the two forms is not always a
clear-cut one, even under current definitions.

Traditionally, the passacaglia is in triple meter and minor mode; the theme, which
is heard alone at the start, 1s most often eight measures long. (These features have not
always been retained by twentieth-century composers who have used the form, how-
cver.) In addition to being longer than most ground basses, the passacaglia theme is
generally 4 more eventful and satisfying melodic line. The vaniations tend to be rather
quict at the start and to increase in animation and complexity as the work propresses.
Occasionally the theme is transferred to an upper voice for the sake of variety.

The chaconne, like the passacagha, is usually in triple meter and in minor. The
harmonic rhythm of the chordal succession that serves as the theme is slow, often
involving only one harmony per measure. Although the first and last harmonics of the
theme always remain constant, in certain variations different harmonies arc some-
times substituted for those originally heard in between.

While it is impossible to gencralize about the length of passacaglias and cha-
conngs, it is worth noting that some of the most famous are monumental in their pro-
portions. For example, Bachs Passacaglia in C minor for organ tnvolves twenty
variations, his Chaconne for unaccompanied violin, thirty. Example 4 shows the
theme and the beginning of fourteen of the variations froim the Passacaglia. In cases
where the characteristic figure of a variation 1s introduced in the final measure of the
preceding variation, that complete measure (rather than simply the anacrusis) is
included in the example. Among the features to be noted are: (1) the increasing rhyth-
mic activity in the first six variations; (2) the fact that the theme is sometimes moved
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10 an upper voice; (3) the use of rests in the pedals and/or a lightening of the texiture at
certain points {c.g., Variation 14); {4) the pleasing contrast between highly fincar and
maore chordal textures.

Example 4 BACH: Passacaglia in C Minor
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Examples of the Passacaglia

Bach, Passacaglia (C minor), for organ (Organ Compositions, Vol. I).

Buxtehude, two Ciaconas, for organ (Dietrich Buxtehude: Complete Organ Works,
ed. J. Hedar, Vol. I).

Couperin, Passacaglia (Piéces de Clavecin de Louis Couperin, ed. P. Brunold, rev.
ed. by T. Dart, 1959).

Pachelbel, Ciaconas, for harpsichord (4dntologia di musica . . . per pianoforte, ed,
G. Tagliapietra, Vol. 9, page 59).

Monteverdi, L'Incoronazione di Poppea, duet, “Pur ti miro” (Geschichte der
Musik in Beispielen, ed. A. Schering, No. 178).

Examples of the Chaconne

Bach, Chaconne (D minor), for violin.

Frescobaldi, Cento Partite sopra il passacaglio (Antologia di musica. .. per
pianoforte, ed. G. Tagliapietra, Vol. 2); Partite sopra Passacagli and Partite
sopra la Follia (Girolamo Frescobaldi: Selected Organ Works in Two Volumes,
ed. H. Keller, Vol. II).
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Georg Mulffat, Passacaglia (G minor) (Historical Anthology of Music, ed. A. T.
Davison and W. Apel, No. 240).

Pachelbel, Chaconne (D minor), for organ.
Vitali, Chaconne (G minor), for violin.

THEME AND VARIATIONS

Most works entitled “theme and variations” are predominantly homophonic in char-
acter and are therefore not appropriate material for study in a counterpoint course. Of
the exceptions, by all odds the most famous is Bach’s Goldberg Variations, originally
titled Aria mit verschiedenen Verdnderungen (Aria with various alterations). The
inclusion of canons at different intervals as Variations 3, 6, 9, etc., was mentioned in
Chapter 8 on canon, and portions of two of these canons were quoted there. The other
variations are freer; each maintains a characteristic pattern throughout, and several
are decidedly virtuosic.

Example 5 shows the first eight measures of the “aria” portion. Notice the strong
similarity between this passage and the theme in Example 2; the bass pattern com-
mon to the two was a popular one used by many composers.

Example 5 BACH: Goldberg Variations, Aria
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In the thirty variations that follow, the ground principle can be seen in operation:
the bottom voice of the theme (rather than the aria melody or the harmonic pattern)
proves to be the chief basis, the fixed element. Of course the title “Ground’ would not
have been appropriate here because the theme is thirty-two measures long and in
double-period form.

Once again, the inclusion of musical examples from these variations has been felt
to be impractical, given their number. However, a portion of Variation 30 is shown in
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Example 6 BACIL: Goldberg Variations, Var. 30
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SUGGESTED ASSIGNMENTS

Page in
Horkbook
). Be prepared to give the characteristies of the ground,
the passacaglia, and the chaconne, ‘ ,
2. Using one of the themes on page 36 in the Horkbook
write a short ground, instrument(s) optional. 36
3, Using one ot the themes on page 36 in the Horkbook,
wrile a short passacaglia for organ (theme plus at lcast 36

three variations),
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accents, 7,28
accompaniment
in canons, 103-5
in chorale compositions, 250-55
in duo sonatas, 198
in fugues, 206-8
in three-part inventions, 173, 186, 189
i.n two-part inventions, 126, 129-30
active scale steps, 11
Albrechtsberger, Johann Georg, 3
Four-Voice Canon, 107
altered chords, 52-53, 57, 58, 149, 156
analysis
of fugues, 228-34
of three-part inventions, 189-90
of two-part inventions, 14044
symbols and abbreviations, for, 139
andamento subjects, 204
anonymous composers
Marche, 81--82
Menuet, 80
Musette, 83
Polonaise, 83
answers, 206, 207
overlapping with subject, 216
real, 171-72, 180-82, 184
tonal, 174-82
writing of, 183-84
anticipations (A), 40, 43, 71-72

applied dominants. See secondary dominants

appoggiaturas (App), 26, 40, 41
arpeggiated harmonic successions, 156
arrangers, |, 2

Art of the Fugue, The (J. S. Bach), 91, 108-9

performance medium, 248-49

Canon No. 1, 100

Canon No. 2, 92

Fugue No. 6, 101

Fugue No.7,217-18

Fugue No. 8, 6, 7, 245

Fugue No. 9, 242

Fugue No. 10, 121
augmentation

in canons, 99-101, 102, 113

in chorale compositions, 26061

in fugue subjects, 106-7, 202, 217, 223,

224,225,227

in invention motives, 133,134
augmenstfszd second, in minor scales, 12-14
augmented fourth, 31, 32
augmented sixth chords, 53-54, 57, 58
auxiliary tones, 40, 41

’

Bach, Anna Magdalena, 80n
Bach,C.P E.
Kurze and leichte Klavierstiicke
No. I, dllegro, 32, 87
No. 11, Allegro, 66
No. 12, dllegro di molto, 71
No. 15b, Minuetto I1, 11, 42
No. 17, dlla Polacca, 50
Piano Sonata No. 111, 8889
Bach, J. S.,2-3, 116, 201
canonic treatment, use of, 94, 96, 100—
101, 103-4, 108-9, 112--14
chromaticism, treatment of, 5152
duo sonatas, 198
modulation, use of, 53-54
Art of the Fugue, The. See main entry
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Bach, J. S. (cont.)
Chromatic Fantasy and Fugue, 247
Duet in F (Clavier-Ubung 111), 6, 14
English Suites, 82, 169
Flute and Harpsichord Sonata No. 1V, 8
French Suites, 82, 169
No. 2 (C Minor), 38, 82, 83
No. 4 (E-flat Major), 177
No. 5 (G Major), 167-69
No. 6 (E Major), 43, 52, 54
Fughetta (BWV 952), 147
Fugue, from Prelude, Fugue, and Allegro
in E-flat (BWV 998), 179
Goldberg Variations. See main entry
Inventions. See Three-Part Inventions;
Two-Part Inventions
Little Notebook for Anna Magdalena
Bach. See main entry
Mass in B Minor, 239, 247, 274
Musical Offering, The. See main entry
organ works, 194, 196, 204, 239, 242, 247,
250--58, 26264, 266, 268—69
Ach wie nichtig, 254
Allein Gott in der Hoh'sei Ehr',
257-58, 268
Christe, aller Welt Trost, 256
Christ ist erstanden, 254
Christus, der uns selig macht, 255
Da Jesus an dem Kreuze stund, 255
Dies sind die heil’ gen zehn Gebot’, 107
Fantasia on Jesu, meine Freude, 148
Fughetta on Allein Gott in der Hoh 'sei
Ehr', 268
Fugue in C Major, 181, 204
Fugue in C Minor, 180
Fugue in D Minor, 179
Fugue in E-flat Major (““St. Anne”),
236, 244
Fugue in E Minor (*Wedge”), 204, 205
Fugue in G Minor, 180
Fugue on Allein Gott in der Hih' sei
Ehr’, 268-269
Fugue on Durch Adams Fall ist ganz
verderbt, 269
Fugue on Vom Himmel hoch, 269
Gelobet seist du, Jesu Christ, 261
Herzlich thut mich verlangen, 252
In Dulci Jubilo, 111
Kommst du nun, Jesu, 263-64
Passacaglia in C Minor, 5, 245, 274-76
Sonata No. 1, 19, 194-95
Sonata No. 5, 106
Sonata No. 6, 197

Fugue in C Major, 60

. hris . e i
Variations on Christ, du bist der Helle Fugue in G Major, 7

Tag, 267
Va;lg;lons on O Gott, du frommer Gott, cadences, 28-29, 90, 143

o . . added notes, inclusion of, 85-86
Va£16a;10rls on Sei gegriisset, Jesu giitig, anticipation in, 29, 40, 43, 71

in canons, 90, 95, 108, 109
in chorale compositions, 91, 264
chords at, 169
in fugues, 90, 209, 214, 220, 235, 247
interior, 29, 138
and modulation, 53
octave, approach to by, 21
rhythmic motion and, 90, 220
in Three-Part Inventions, 189, 190—-92
cambiata figure, 40, 41
canons, 14,91-114
accompanied, 103-5
Well-Tempered Clavier. See main entry in iiﬂ?il‘gﬁg’dﬁ‘ 2”5)2 ’ ;29264—65

iod, 3,9, 14, 26
Ba(rj(;gz: ?:rr::sd, 82’_83 crab (canon cancrizans), 102-3
duo sonatas, 198 double, 111-12
harmonic practice, 53-54
rhythmic pulse in, 147-48

Variations on Vom Himmel hoch, 95,
100, 118, 179, 267

Wenn wir in hochsten Nothen sein, 253
Prelude in E Minor (BWYV 941), 16465
Prelude in G Minor, 165-66
Sinfonias. See Three-Part Inventions
Suite in E Minor (BWV 966), 82
violin works

Chaconne, 10, 274, 277

Concerto for Two Violins, 6

Sonata in A Major, 94, 198-99

Sonata in G Major, 199-200

enigma, 112-13
leader and follower in, 91

Lo e _ perpetual, 108-9, 111-12
ba;‘S’"al imitation in, 174-84 special devices in, 97-103
spiral, 114

figured, 26, 190, 198
ground, 148, 271-74, 277
in two-voice counterpoint, 26, 38
basso ostinato, 274
Beethoven, Ludwig van, 2
Piano Sonata in C Minor, Op. 13 (Pathé-
tique), 36, 63, 66
Symphonies
No. 3, Op. 55 (Eroica), 245
No. 9, Op. 125,274
Bennett, Robert Russell, 1
binary form, 54, 79-83, 198, 203, 235-36
Béhm, Georg, 80n
brackets, in musical analysis, 140
Brahms, Johannes, 2
Es ist ein Ros entsprungen, 25354
Liebeslieder Waliz No. 16, 105
Motet, Op. 74, No. 2, 267
Variations on a Theme by Handel, 247
Variations on a Theme by Haydn, 119,
273
bridge passages, 131, 173-74, 178, 199,
208, 209,211, 216
Buxtehude, Dietrich, 250, 262
Ciaconas for organ, 276
Erhalt’uns, Herr (chorale prelude),
260-61

of three or more voices, 105-8
time intervals in, 91-93, 105
in two voices
at other intervals, 94-96
at the octave, 91-92, 95-100 passim
writing points, 96-97
cantatas, 250
cantus firmus (C.F), 4, 35, 25171
catches, 110
chaconne form, 274, 276-77
chain suspensions, 70, 74, 154
changing tone (Ch), 40, 41
Cherubini, Luigi, 3
chorale fantasias, 265n, 268
chorale fugues, 248, 250, 268-70
chorale motets, 259, 260-62, 269,270
chorale preludes, 250-66
canonic, 255, 264
embellished harmonization in, 251-52
history of, 250
imitative treatments, 256—64
melody in various voices, 264-65
motivic accompaniment in, 254-55, 264
ornamented cantus firmi, 252-53
principal elements of, 251
ritornelle with chorale, 262-64
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chorale variations, 250, 265-67
chords, chord tones
at beginning and cadence points, 169
contrapuntal, 25
embellishing, 25, 26
at end of fugues, 227
outlined, in melodies, 9-10
in three-voice counterpoiny, 156-58
in two-voice counterpoint, 22-23, 24, 46,
64,72,74
chromaticism
in canons, 95
in nonharmonic tones, 39
in three-voice counterpoint, 149-5]
in two-voice counterpoint, 22,46, 50-59
chromatic spelling, 55
cross relations, 55-56
and inversions, 120, 121
melodic vs. harmonic usage, 50-53
modulation, 5354
circle of fifths, 114, 149, 221
climax point, in melodies, 5, 6, 7,205
codas, in fugues, 220, 226, 227, 235
concert fugues, 246
consecutive leaps, in melodic lines, 14—15
consonance, 19,30-33
contrary motion, 82
in canons, 97-99, 100
in fugue, 202, 217, 223-25
in inventions, 133, 134
vs. inversion of voices, 115
in three-voice counterpoint, 156-57
Corelli, Arcangelo
Sonata in F, Op, 3, No. 1, 193
corroboration of elements, 1617, 22,205
counterexposition, 218
counterfugues (Gegenfugen), 217
countermotives (CM), 127-30, 138, 151,
186, 189
counterpoint, 3—4
invertible, 99, 115-25
“natural” vs, “artificial” 118
species, 35
see also two-voice counterpoint; three-
voice counterpoint; four-voice coun-
terpoint
Counterpoint (Jeppeson), 2
Countersubjects (CS), 170, 207, 208,
213-16
defined, 207
second and third, 208, 213, 214
as second subjects, 243, 244
Couperin, Frangois, 80n, 276
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crab canons, 102-3
cross relations, 55

dance suites, 54, 79-83, 177
development sections, 203
diminshed seventh chords, 13, 14, 52
diminshed triads, 138, 157
diminution
in canons, 101-102
double, 217,218
in fugue subjects, 202, 217, 223
of invention motives, 133
dissonance, 19, 31-33, 68
dominant elements, 10
in answers, 171-84, 186, 190, 193, 198,
206
in canons, 98
of minor keys, 12, 14, 139,207
in pedal points, 225, 227
secondary dominants, 52-53, 149, 158
in three-voice counterpoint, 170, 172, 173,
175,182,186, 189
in two-voice counterpoint, 25-28, 31, 32,
37
in binary forms, 81
in inventions, 130, 138, 139, 140
dominant ninth chord, incomplete, 52, 157
Donington, Robert, 167
Dorian mode, 174
double canons, 111-12
double counterpoint, 115
double fugues, 240-44
doubling, 20, 24, 8386, 154, 156-57, 209
duo sonatas, 198-200
dux-comes, in canons, 91

échappée, 40, 41
eleventh intervals, 30, 96
embellishing harmony, 25, 26. See also sec-
ondary dominants
enharmonic modulation, 54
enigma canons, 112-13
episodes, 131, 134-40, 144, 188-92
in fugues, 220-22
escape tones (E), 40,41, 43
essential intervals, 31, 33, 37,44, 116
exposition, 206 & n
in chorale compositions, 259-60
and counterexposition, 218
in fugues, 203, 206-14,217-18, 247
in double fugues, 241, 244
with four voices, 210-14
special devices with, 217-18

with three voices, 206-9

with two voices, 240
in Three-Part Inventions, 173, 186-87
in trio sonatas, 196

False entries, of subjects, 229, 233
fantasias
chorale, 265n, 268
fugue, 246
fermatas, 108, 251
fifteenth, inversion at the, 115-16, 118, 121
fifth, imitation at the, 94-95, 108, 127, 128,
170, 171-73, 183
fifths
circle of) 114, 149, 221
consecutive, in melodies, 14
diminished, 21, 30, 31, 32, 33, 158-59
omitted in seventh chords, 157, 163
parallel, 21, 37,47, 48, 62, 65, 73, 158-59
perfect, 21, 30,31, 32, 33, 158-59
as chord tone, 23
“horn,” 32
inversion of, 116
in suspensions, 68
fifth-species counterpoint, 35, 75-76
figured bass, 26, 190, 198
first-species (1:1) counterpoint, 35-38, 46
chromatic alterations in, 57-59
expansions of
to four against one (4:1), 64
to three against one (3:1), 61
to two against one (2:1), 46, 48
in syncopation, 6667
in three-voiced counterpoint, 15660
parallelism in, 21, 37,47, 48
secondary dominants in, 57, 58
Fischer, J. F K.
Fugue (4riadne Musica, No. 10), 175
five-voice counterpoint
canons, 108
fugues, 212,221, 238-39
inversion with, 124-25
followers, in canons, 91
foreign keys, 54
fourth, imitation at the, 174, 183
fourths
acceptable uses of, 33
augmented, 30, 31, 32
consecutive, in melodies, 13
perfect, 30, 31,32-33, 116
in second-species counterpoint, 45
in suspensions, 68
in three-voice counterpoint, 157

fourth-species counterpoint (syncopation),
35,43,65-73
four-voice counterpoint, 209~10
canon forms, 107-8
dropping of voices in, 83-84, 20910, 232
fugues, 202-6, 20918
analysis of, 228--34
answers, 206
countersubjects, 21314
episodes, 222
exposition, 210-14
free material, 207-8
order of entry, 211-12
scholastic model, 234
imitation in, 76, 170
inversion with, 116, 124
Franck, César
Prelude, Chorale, and Fugue, 247
Violin and Piano Sonata, 104
Frederick the Great (King of Prussia), 112
free material
in canons, 95
in codas, 228
in fugues, 207-8, 214, 215, 228
in Three-Part Inventions, 186, 187
in Two-Part [nventions, 128, 129
French sixth chord, 53-54
Frescobaldi, Girolamo
La Rovetta, from Canzoni alla Francese,
39
Partitas (organ), 276
fugato, 246
fughetta, 246, 247, 250, 269-70
fugue, 20249
analysis of, 228-34
bridge passages in, 208, 209, 211, 216
cadences, cadential passages, 209, 214,
220, 235,246
in contemporary music, 202x
countersubjects in, 207, 208, 21314
episodes, 54, 210, 220-22
exposition, 206-14, 217-18, 240
final portions, 220, 225-28
forms, 202-3
ABA (“arch™; “bow™), 202-3, 234, 236
binary, 203, 235-36
chorale, 268-69
concert, 246
double, 240-43
fantasia, 247
five-voiced, 238-39
four-voiced, 205, 209-14, 22834, 235
group, 24748
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scholastic (“student™; “textbook™),
234-36
sectional, 236
six or more voices, 239
strophic, 236
triple, 244-46
two-voiced, 83, 236, 24041
free material, 207-8, 214, 21 5,227
harmonic factors, 10, 55, 175-76, 205,
211
link passages, 215-16
performing media for, 248
strettos in, 99, 105-6, 202, 205, 216, 217,
222-23,226, 228, 233, 234
subjects and answers, 170-73, 203-6,216
See also subjects
Fux, Johann Joseph, 2, 3, 4
Counterpoint example, fifth species, 76
Gradus ad Parnassum, 2,775,279

Gedalge, André, 234-35
German sixth chord, 53-54
Goldberg Variations (J. S. Bach), 96
canons in, 96
Aria, 277
No. 3,96
No. 9, 96, 145-46
No. 13, 147
No. 22, 76
No. 25, 151
No. 27, 95, 96
No. 30, 278
Goetschius, Percy, 245
grace notes, in appoggiaturas, 41, 42
Gradus ad Parnassum (Fux), 2,3,75-76
279n
ground bass, 148, 271-74, 277
group fugues, 24748

3

half-diminished seventh chord, 52
Handel, George Frederick, 190
Concerto Grosso in C Major, 181
Fugue in A Minor, 150
Harpsichord Suites
No. 3 (D Minor), 60
No. 10 (D Minor), 39
Judas Maccabeus
“To Our Great God,” 6
Messiah
“And With His Stripes We Are Healed”
243-44
“Rejoice, rejoice,” 9
harmonic minor scale, 12
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harmonic progressions
in cadences, 28
in canons, 95,97, 114
and the chaconne, 274
in three-voice counterpoint, 149, 162
in two~-voice counterpoint, 10, 22-28
harmonic rhythm, 9, 27-28, 44, 53, 64,
274
harmony, 3
four-part, writing from, 159, 161, 209
in subjects, 10, 175-76, 205, 207
and melodic lines, 9, 10, 16
in three-voice counterpoint, 149-56
in two-voice counterpoint, 51-52, 85, 102
see also chromaticism; harmonic progres-
sions; harmonic rhythm
Haydn, Franz Joseph, 2
Mass No. 5 in C Major, 204
Sonatas
C Major, 42
E-flat Major, 43
Symphony No. 2 (London), 117
Haydon, Glen, 2
hemiola, 53
Hindemith, Paul, 8»
homophony, 147, 198, 220, 247, 277

imitation
answers, writing of, 183-84
canonic, 14, 91
in chorale compositions, 25562
in four-voice counterpoint, 76, 170
real, 171-74, 18081, 182, 184, 187,
207
in three-voice counterpoint, 164, 170-84,
185, 187, 190
tonal, 108, 173-83, 193, 196, 207,211
in two-voice counterpoint, 128-29, 143
Interpretation of Early Music, The (Doning-
ton), 167
intervals, 30-33
changes of, in motives, 133, 143
consonant and dissonant, frequency of,
31-32
essential and unessential, 31, 33, 37, 44,
116
of more than a tenth, 30
in two-voice counterpoint, 44-45
consecutive use of, 38
inversions, 115-16
three-against-one patterns, 61
Inventions (J. S. Bach). See Three-Part
Inventions; Two-Part Inventions

inversion, 99, 121-25
vs. contrary motion, 115
of harmonic intervals, 30
at the octave, 115-18
at the tenth and twelfth, 118-21
in three of more voices, 115, 123-25, 207,
223, 246
see also contrary motion
Italian sixth chord, 53-54, 57, 58, 157

Jadassohn, Salomon, 4
jazz programs, 1
Jeppeson, Knud, 2

Kennan, Kent Wheeler
Canon in Contrary Motion, 98
Canon at the Octave, 96-97
keyboard instruments (see also organs)
accompaniments, 198
contrapuntal writing for, 239, 248, 249
keys, key relationships
close relationships, 138-39
in inventions, 127, 129, 131, 138
in tonal imitation, 174
see also harmony
Kirnberger, Johann Philipp, 4
Bourrée, 89
Kurth, Ernst, 4

leaders, in canons, 91
leading tone, 10, 32
doubling of, 24, 37
seventh chord on, 158
in subjects, and tonal imitation, 176, 179,
180, 182
leaps
consecutive, in melodic lines, 1415
and nonharmonic tones, 4041
in second-species counterpoint, 46, 61—
62
with the six-four chord, 24, 25-26
Levarie, Siegmund, 236, 237
link passages, 173, 187, 188, 189, 21516
Little Notebook for Anna Magdalena Bach,
80n
Marche, 81-82
Minuet, 58, 80, 86
Musette, 83
Polonaise, 83

Mann, Alfred, 3
mediant harmony, 26, 27, 138, 140, 189,
190

melodic line, 518
canonic treatment of, 96
in chorales, 148,250, 251-67
chromaticism in, 50-52, 55-58
compound, 10
contour, types of, 5-9, 204
corroboration of elements in, 161 8,22
205
division into two voices, 86
in fugue subjects, 205
harmonic implications, 9-16
minor scale forms, 1214
resolution of scale steps, 11—14
step-leap successions, 15
notes, relative importance of, 8-9
and passacaglias and chaconnes, 274
in quodlibets, 278
range, 11
in three-voice writing, 159, 162
writing points, 12-18
melodic minor scale, 12—14
meter, metric rhythmic pulse, 22
middle entries
of motives, 131, 13740, 189, 190
of subjects, 222-25, 233
minor keys
in bridge passages, 174
dominant harmony of, 12, 13, 139,207
middle entries in, 189
parallel and relative, 139
and relative major, 81, 139
minor scales, 12-14, 55
mirroring, in canons, 98, 102
mock stretto, 229, 233
modal counterpoint, 4
mode
change of, 53, 134
Renaissance concepts, 174
modulation
vs. change of mode, 54
chromatic, 53
by circle of fifths, 221
common chord, 54, 149
common-tone, 54
enharmonic, 54
in subjects, and tonal imitation, 175,
181-82
in two-voice counterpoint, 5455
in binary forms, 54, 80
in inventions, 54, 131, 135, 137, 140
Monteverdi, Claudio
“Pur ti miro,” from L'Incoronazione di
Poppea, 276

’
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Morris, R. O, 3
motets, 250, 259, 260-62, 268, 269
motion (see also contrary motion; retrograde
motion)
ascending, descending, 5
conjunct, disjunct, 5
parallel, 20, 83--84
step-leap successions, 14
stepwise, 15, 20, 23, 64, 156-57
motive-elements, 135-37
motives
in chorale compositions, 250-51 , 254-55
255-59
vs. fugue subjects, 205
in Three-Part Inventions, 186-90
and countermotives, 186, 189
order of announcement, 187
in Two-Part Inventions, 127-44
accompanying lines, 129-30
announcement of, 130-32
countermotives, 127, 128-30, 138
development devices, 133-34
in episodes, 134-38, 140, 144
final statements of, 139
imitation of, 128-29, 143, 186
interval, changes of, 133, 143
middle entries of, 131, 137, 138-39,
140
Mozart, W. A, 2
Double Canon (K. 228), 111-12
Piano Sonatas
B-flat Major (K. 498a), 63
D Major (K. 576), 93
Requiem (K. 626)
Kyrie from First Section, 241-42
Symphony No. 41 in C Major (Jupiter)
(K. 551), 36, 124-25, 246
Muffat, Georg
Passacaglia in G Minor, 277
Muffat, Gottlieb
Fugue in G Minor, 5, 204
Musical Offering, The (J. S. Bach), 11213,
114,181, 193, 239
Canon in Augmentation and Contrary
Motion, 113
Retrograde Canon, 102--3
Trio Sonata, 148, 193

3

neighbor tones (N), 40, 41
Newman, Ernest, |

ninth intervals, 30, 95

non-chord tones (NCT), 39»
non-dominant seventh chords, 157
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nonharmonic tones, 8, 39-45
in chorale compositions, 250, 253
and consecutive leaps, 14-15
resolution of, 15,43, 61
in two-voice counterpoint, 22, 30, 31,
43-45,61, 64
types, 3945
note-against-note counterpoint (1:1). See
first-species counterpoint
Notenbiichlein fiir Anna Magdalena Bach,
80n
notes
added, 85-86, 133, 143, 227
relative importance, in melodies, 8-9
repeated. See repeated notes

octave
imitation at the
three voices, 105, 170
two voices, 91-93, 96, 97, 98, 99-100,
101
inversion at the, 115-18, 121-22
octaves
in cadences, approaches to, 21
and doubling, 20, 83-84 '
frequency of, in two-voice counterpoint,
31-32, 33,37
parallel avoided
in canons, 100, 107
in three-voice counterpoint, [57
in two-voice counterpoint, 20, 24, 37,
47,48, 62,73
Oldroyd, George, 3, 207
orchestral fugues, 248
organ music, 194-97
chorale compositions, 250, 269
pedal parts, 196-97, 248, 255
pedal points and, 43
tenor voice in, 262, 265
registration of voices, 265
staves, 196
see also Bach, J. S: organ works
organs, 196-97
echo effect on, 267
fugue writing for, 248
manuals and pedals, 196, 267
stops, 196, 248, 262, 265
ornamentation, 167, 252-54, 264

Pachelbel, Johann, 250, 262
chaconnes (ciaconas), 276,277
Choral mit 8 Partiten
Alle Menschen miissen sterben, 266
O Lamm Gottes unschuldig, 26667

Palestrina, Giovanni Pierluigi, 3, 279n
parallelism
categories of, 4748
fifths, 21. See also fifths: parallel
between inner and outer voices, 21
and inversion, 122
in motion and rhythm, 20, 84-85, 146
octaves, 20. See also octaves: parallel
in three-voice counterpoint, 146, 157
in two-voice counterpoint, 21, 37, 4748,
62, 64
unisons, 20
parallel voices, 242
partitas, 126, 265-66
passacaglias, 5, 148, 245,274-76
passing chords, 25, 26
passing tones (P), 22,23, 46, 61, 251
defined, 40
pedal parts, in organ music, 43, 196-97, 248,
255,262, 265
pedal point (Ped)
defined, 40, 43
in fugues, 225, 227,228
in Two-Part Inventions, 143
perfect intervals, 21, 30, 31, 33
periodic forms, 79, 90, 205, 262
perpetual canons, 108-10, 111-12
pitch climax, 4, 6, 7, 205
pitches, basic, 8n
pivotal melodies, 7-8
Praetorius, Michael
Viva la Musica! 109
preludes, 54, 126. See also chorale preludes
Purcell, Henry, 190
ornamentation in music of, 167
Air, 90
Dido and Aeneas
“Ah! My Anna,’ 271-72
“Dido’s Lament,” 274
Ground in Gamut, A, 272-73
Rigadoon, 166-67
Sonata No. 7, 204
puzzle canons, 112-13

quodlibet, 278

range

of melodies, fugue subjects, 11, 159, 170,
205, 247

of organ manuals, pedals, 196
for vocal canons, 110

recapitulation, 203, 225-26, 236

recitative, 54, 228

Renaissance period, 170, 174

repeated notes
in sequences, 75
in three-voice counterpoint, 158
in two-voice counterpoint
first species, 38
fourth species, 65, 67, 72
second species, 46-47, 61, 73—74
in suspensions, 67
third species, 75
repetition
in binary forms, 79--83
of chords, 25, 26
of elements, in melodic lines, 16~17
of figures, and unity, 61
variations in, 86—88
resolution
....of active scale steps, 11-12
" of nonharmonic tones, 41,43, 45
of suspensions, 43, 67
upward, 43, 67-68, 69
rests .
in canons, 97, 110
with four or more voices, 210,232,
239
function of, 97
and real to tonal imitation, changes in
183
in two-voice exercises, 78
in canons, 97
retardations, 40, 43, 67-68, 73,155
retrograde motion, 102-4, 133, 134,223
rhythm
in cadences, 90, 220
in four-voice counterpoint, 209
in fugue subjects, 205
harmonic, 10, 27, 45, 53, 64, 274
metric, 27
“motoric,” 22
similarity in, 20, 84-85, 146
in passacaglias, 274, 275
sequences in, 17
in three-voice counterpoint, 145-49,
160-62
in two-voice counterpoint, 22, 77-78
from weak to strong beats, 17—18
see also strong and weak beats
ricercar, 204, 236, 247
riddle canons, 11213
Riemann, Karl Wilhelm, 4
ritornelle, 262-64
Rodriguez, Robert Xavier
Catch, 110
root, in chord tones, 23, 156-57
rounds, 109-10

>
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“Saint Anne” Fugue (J. S. Bach), 236, 244
sarabandes, 82
scales
chromatic, spelling of, 55
minor, 12-13
modal, 174
steps
active, 11-12
in subjects, 183-84
Scarlatti, Domenico
Sonata in A Minor (K. 3), 36
Sonata in B-flat Major (K. 441), 16
Sonata in B Minor (K. 377), 48
Sonata in C Major (K. 104), 32
Scheidt, Samuel, 250
Schein, Johann Hermann, 250
Schenkerian analysis, 26, 39n
“scholastic” fugues, 23435
Schumann, Robert
Canonisches Liedchen, 104
Kapelle, Die, 112
Papillons, No. 3, 93
secondary dominants
in three-voice counterpoint, 149, 157
in two-voice counterpoint, 52-53, 55-59
seconds
augmented, in minor scales, 12-14, 29
major and minor, 30, 31
in second-specics counterpoint, 45
in suspensions, 68
second-species counterpoint, 35
three notes against one (3:1), 60-62,
73-74
two notes against one (2:1), 38-48
sequences
doubling in, 24
in episodes, 134, 135, 136
in melodic lines, 16~17, 22
of motive elements, 133-36, 138, 143
and repeated notes, 61, 75
of rhythm alone, 17
seventh chords, 52, 149, 157-58, 209
altered, 52-53, 149
non-dominant, 157
see also dominant harmony; secondary
dominants
sevenths
diminished, 14, 30
major and minor, 30, 31
in second-species counterpoint, 45
in suspensions, 68, 69
Sinfonias (J.S. Bach). See Three-Part Inven-
tions
six-four chord, 25-26, 32-33,116
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sixth, inversion at the, 123
sixth chords. See altered chords
sixths, 30-33, 37
six-voiced fugues, 239
soggetto subjects, 204
sonatas. See duo sonatas; trio sonatas
species, of counterpoint, 4, 35
spiral canons, 114
staves
in organ works, 196
in three-voice writing, 159
step-progressions, 7-9
stepwise motion, 20, 24, 156-57
followed by leap in same direction, 15, 61,
64
and resolution of nonharmonic tones, 15,
43,61
stops, on organs, 196
stretto
in chorale compositions, 260
contrary motion in, 99
defined, 99
in fugues, 99, 106-7, 202, 205, 217, 222
in closing parts, 226, 233, 234
Gedalge’s types, 234-35
in middle entries, 223-24
mock, 229, 232
in three-part inventions, 189, 190, 191
in two-voice counterpoint, 131, 133, 137,
140, 143
stretto fugues, 216
string quartets, 248, 249
strong and weak beats, 10, 15, 17-18
essential intervals on, 33
and harmonic rhythm, 27-28
and motives, announcement of, 131
and nonharmonic tones, 41, 44
parallelism with, 47,48 & n
and rhythmic motion, 17-18, 77-78
and suspensions, 70-71, 154
and tonic harmony, 10
subdominant harmony, 12, 13, 25, 26, 27
subjects, of fugues, 170, 203-5, 216, 221-25
and answers, 206, 207, 216, 238. See also
stretto
canonic treatment, 99, 101-2
ending of, 21415
false entries, 229, 233
harmonic factors, 10, 175-83, 205
“head-and-tail” type, 232
imitation, tonal and real, 171-84
vs. invention motives, 205
length, 203-5
melodic line in, 205

middle entries, 222-25,233

order of entry, 208, 211-12, 238, 241

range, 11, 205, 248

recapitulation of, 225-27, 236

rhythm, 205

scale steps, numbering of, 183-84

see also double fugues; triple fugues
submediant harmony, 25, 27, 28
subtonic harmony, 138
supertonic harmony, 10, 25,27, 138
suspensions (S)

in three-voice counterpoint, 152-56

in two-voice counterpoint, 40, 43, 67-71,

73-75

Sweelinck, Jan Pieterszoon, 236
syncopation, 65-75. See also suspensions

Telemann, Georg Philipp, 250 and n, 262
Komm, Heiliger Geist, 259
tenth, interval of the, 30
canons at the, 95
inversion at the, 118-21, 122
and melodic range, 11
theme and variations, 277-78
thirds
“added,” 227
doubling of, 24
major and minor, 30, 31, 33
in two-voice counterpoint, 31-32, 33, 37
and implied triads, 23, 32
third-species counterpoint (4:1), 35, 6365,
75
thirteenth, interval of the, 30
Three-Part Inventions Sinfonias (J. S. Bach),
170, 186-92
accompanying line in, 172, 173, 186, 189
analysis, 190-92
construction plan, 190
exceptional features, 190
motives, exposition of, 186-90
imitation in, 172-73, 176, 186, 187
strettos in, 189, 190
'vs. Two-Part Inventions, 186
No. 1 (C Major), 56, 176
No. 2 (C Minor), 190
No. 3 (D Major), 16, 188-90
No. 5 (E-flat Major), 190
No. 6 (E Major), 190
No. 8 (F Major), 190-92
No. 9 (F Minor), 51, 151
No. 10 (G Major), 172
No. 12 (A Major), 41, 187
No. 13 (A Minor), 173
No. 15 (B Minor), 190

three-voice counterpoint, 145-84
bridge passages, 131, 173-74
canons, 105-7, 108-110
episodes, 134-38
fugue expositions, 206-9
harmonic factors, 14956

chromaticism, 149-51
suspensions, 152-56
ties, 151-52
imitation in, 164, 170-84
inversion with, 115, 116, 123-25
rhythmic relationships, 14549, 160-62
voices
dropping of, to vary texture, 83-84
range, 159, 170
relative importance of, 149, 159
writing exercises, 156-62
models, 16469
note against note (1:1), 156-60
other rhythms, conversion of 1:1 to,
16062
see also fugues; Three-Part Inventions;
trio sonatas

tied notes
in three-voice counterpoint, 151-52
in two-voice counterpoint

as chord tones, 72, 74

short notes tied to longer, 78
in suspensions, 40, 43, 67-71
in third species, 75

Toch, Ernst, 84

tones, harmonic, 8, 44-45. See also chords;

leading tone; nonharmonic tones

tonic harmony, 10, 186
departure and return pattern, in imitation,

170, 174, 182, 225
in fugues, 206, 220
in inventions, 130, 131, 138-40
and scale steps, resolution of, 11, 12

Tovey, Donald Francis, 215

triads
construction, on scale steps, 138
implied, 23-24
and parallel fifths, 21
in three-voiced counterpoint, 149, 156

trio sonatas, 145, 148, 174, 193-97

triple counterpoint, 115, 123, 223

triple fugues, 24446

tripling, of thirds, fifths, roots, 156-57

tritone, 5657

twelfth
canons at the, 96
inversion at the, 118-20, 122, 123
and melodic range, 11
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Twentieth Century Composers on Fugue,
202n
Two-Part Inventions (J. S. Bach), 12644
analysis in, 14044
cadences in, 28-29, 90, 138, 140, 143
canon forms, 92-93, 132
construction plan, 139—40
defined, 126
free material in, 128, 129, 140
harmony and key relationships, 10, 127,
130-31, 138
modulation in, 54, 131, 135, 140
motives, 127-34, 186, 205
reasons for studying, 126
vs. Three-Part Inventions, 186
No. 1 (C Major), 29, 127, 134, 138
No. 2 (C Minor), 29, 92-93, 132
No. 3 (D Major), 29, 69
No. 4 (D Minor), 29, 33, 135
No. 5 (E-flat Major), 29, 127-28, 136
No. 6 (E Major), 53, 66, 117, 131, 140
No. 7 (E Minor), 29, 14042
No. 8 (F Major), 85, 132
No. 9 (F Minor), 117, 131
No. 11 (G Minor), 19, 22, 29
No. 12 (A Major), 136, 140
No. 13 (A Minor), 13, 131-32
No. 14 (B-flat Major), 33, 137
No. 15 (B Minor), 129-30, 137-38
two-voice counterpoint, 19-33
binary forms, 79-90
canons, 91-103
chromaticism in, 50-59
consonance and dissonance in, 30-33
harmonic factors, 22-30
cadences, 28-29
chord tones, choice of, 23—24
doubling, 24
harmonic progressions, 25-27
harmonic rhythm, 27-28
inversion in, 115-23
melodic lines in, 20-22
reduction and addition of voices in, 83—
86
rhythmic activity, 77-78
see also first species; second species; etc.;
Two-Part Inventions

unessential intervals, 31, 39, 44, 45
unison
canons at the
three-voiced, 105, 109
two-voiced, 94, 95,97, 98
parallel, 20



292 Index

unity
in binary forms, 79-80
between two voices, 21-22

variations
cantus firmus types, 271-77
chorale, 250, 266—67
theme and, 274, 277-78
Vitali, Tomaso Antonio
Chaconne in G Minor, 277
Vivaldi, Antonio, 190
Concerto in D Major for Flute, Strings,
and Harpsichord, 146
Concerto in F Major for Violin, 42
vocal writing, 248, 252
voices (see also motives; subjects)
inner and outer, 9, 252, 255
parallelism in, 21
perfect intervals between, 21
relative importance of, 149, 158
parallel, 242
reducing, increasing number of, 83-86,
169, 209-10, 232
rhythmic activity divided between, 7778
vorimitation, 256, 259

Walther, Johann Jakob, 250
“Wedge” Fugue (J. S. Bach), 204, 205
Weinberger, Jaromir
Schwanda the Bagpiper, 247
Well-Tempered Clavier, The (J. S. Bach)
fugues
binary designs, 236
counterexpositions in, 218
without countersubjects, 213-14
five-voiced, 238
subjects, length of, 203
subjects, melodic range of, 11
two-voiced, 84, 235, 24041
voices, order of announcement in, 187,
208,211-12
preludes, 79, 126
Book |
Fugue 1 (C Major), 10,212,214, 218,
222
Fugue 2 (C Minor), 7, 13, 206-7, 221,
222-23, 226, 228
Fugue 4 (C-sharp Minor), 13, 172, 236,
238-39, 245
Fugue 5 (D Major), 213
Fugue 6 (D Minor), 75, 99, 208, 209

Fugue 7 (E-flat Major), 156, 182
Fugue 8 (D-sharp Minor), 70, 1067,
154, 208, 209, 214, 223-24, 236
Fugue 9 (E Major), 214-15
Fugue 10 (E Minor), 84, 235, 24041
Fugue 11 (F Major), 218, 225
Fugue 12 (F Minor), 155, 236
Fugue 13 (F-sharp Major), 176-77
Fugue 14 (F-sharp Minor), 11, 17, 235
Fugue 15 (G Major), 17, 171
Fugue 16 (G Minor), 228-33
Fugue 17 (A-flat Major), 70, 184, 214
Fugue 18 (G-sharp Minor), 182
Fugue 19 (A Major), 208, 236
Fugue 21 (B-flat Major), 123-24, 208
Fugue 22 (B-flat Minor), 69, 108, 177,
212,214,227,238
Fugue 23 (B Major), 210~11
Prelude 5 (D Major), 63
Prelude 13 (F-sharp Major), 74, 126
Prelude 18 (G-sharp Minor), 126
Prelude 24 (B Minor), 152
Book I1
Fugue 2 (C Minor), 225, 235
Fugue 3 (C-sharp Major), 216, 217, 247
Fugue 4 (C-sharp Minor), 243
Fugue 6 (D Minor), 60, 150, 205
Fugue 7 (E-flat Major), 235
Fugue 8 (D-sharp Minor), 6
Fugue 9 (E Major), 203, 218
Fugue 10 (E Minor), 227
Fugue 12 (F Minor), 51, 215-16
Fugue 13 (F-sharp Major), 180
Fugue 15 (G Major), 9
Fugue 16 (G Minor), 119-20
Fugue 17 (A-flat Major), 218
Fugue 18 (G-sharp Minor), 243
Fuguc 21 (B-flat Major), 178
Fugue 22 (B-flat Minor), 227
Fugue 23 (B Major), 218
Prelude 12 (F Minor), 155
Prelude 16 (G Minor), 17
Prelude 20 (A Minor), 51
writing
of answers, 183-84
of canons, 96-97
of melodies, 11-18
and performance medium, 24849
of three-voice counterpoint, 1 56—69
of two-voice counterpoint, 4648, 79-80,
121-23



