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PART II

CHAPTER 14

Voices

Most of the points of notation discussed in Part I of The AB Guide to Music
Theory are common property to all musicians and are used by singers and
instrumentalists alike, but there are others which are applicable only to
particular instruments. Usually, in fact, they are technical playing
instructions: how a violin passage is to be bowed, for example, or how piano
pedals are to be used. Details of this kind can greatly affect the sounds
produced - their colour!, dynamics and articulation - and thus can be crucial
to the total musical effect.

Evidently, then, there are essential aspects of musical notation which
require even non-players to possess some knowledge of the special
characteristics of individual instruments. And there is a further complication:
how notation combines the separate parts of a group of musicians performing
together simultaneously, as in a choir or orchestra. The special problems of
notating music for voices will be considered in this chapter; those which
concern instruments will be discussed in Chapters 19-22.

14/1 Singers and choirs

People have voices of different pitch: the voices of women, girls and boys are
higher than those of men, for example. Not only that, some women have
higher voices than others, and men’s voices vary similarly. Most commonly,
voices are divided into four groups: Soprano, Alto, Tenor, Bass. Their
approximate ranges are:

0 -©-
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10ther words for ‘colour’ are ‘tone quality’, ‘tone’ (not to be confused with the interval) and
‘timbre’.
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This is only a rough-and-ready guide, however, since people vary
considerably not only in their natural voices but also in the extent to which
their voices have been developed. Trained singers may manage a few notes
above or below those shown, or both; untrained singers may well have a much
more limited range.

The division of voices into sopranos, altos, tenors and basses (often
abbreviated as ‘S AT B’) can be somewhat arbitrary: as we shall see later, there
are some singers whose voices lie between these categories. Nevertheless, the
SATB grouping is the most usual when different voices are combined,
especially in choirs and choruses.

Nowadays, both ‘choir’ and ‘chorus’ imply a group of singers, with each
section - sopranos, altos etc. - being sung by more than one singer. The two
words are virtually interchangeable, although a group of singers in church
services is usually described as a choir, and one in a stage production (e.g. an
opera or a musical) as a chorus.

Tenor and bass parts are always sung by men. The soprano part is sung by
women or girls, or by boys with unbroken voices: traditionally, church and
cathedral choirs used boys’ voices, though they are more often called trebles
rather than sopranos. In the traditional church or cathedral choir, the alto part
is sung by men with high voices (or using a special technique known as falserzo
singing). Elsewhere, e.g. in opera or oratorio choruses, women’s voices are
more usual. A solo woman singer with an alto range is always called a
contralto, not an alto; but a group of women with the same range may be
referred to either as contraltos or altos.

The most common type of choir or chorus is a four-part combination of
. sopranos (or trebles), altos (or contraltos), tenors and basses. This is the
grouping normally used, for example, in church hymns. It is also found in
many choral and operatic works such as Purcell’s Dido and Aeneas, Handel’s
Messiah, Mendelssohn’s Eljjah and Britten’s Peter Grimes, to name but a few
examples at random.

14/2 Voices in score

Often it is practicable to write all four voices on two staves, with the soprano
and alto parts on the upper stave in the treble clef and the tenor and bass parts
on the lower stave in the bass clef. This is particularly convenient when the
voices change notes together, or mostly together, as in hymn tunes and
chorales, e.g. -
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S. Webbe, Melcombe
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In a two-stave arrangement the stems of the soprano and tenor notes always go
up and those of the alto and bass go down, however high or low they may lie on

the stave. Thus, if this were written for alto and soprano -

, the

soprano would sing A and the alto C. Had those two notes been semibreves,
guide-lines would have been needed to show the crossing of parts —
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If the parts cross frequently, or if they have much independence of
rhythmic movement, it is more satisfactory to write them on separate lines. In
this fragment from A German Requiem by Brahms', for example, the singers
would have no difficulty in following their individual parts -

f — ]
But -the right - eoussouls are in__ the_hand of God, and
() u [ .. T N
1 1 1 A I . I T Il
A te——+—
= — } > o—9o 1 4 J_—
souls are in__ the__hand of God, there shall no tor -
o o ]
i | S e S i | ] I
T N — & | — | n
T 1 I | I — ) 1 | - Al 17 | | 1
Y, T T I - ’ I
- ment__ touch them. But  the right-eous souls are
T ~ - .
B . h—!—F 7 +—— 1
b — T 1 = = —— < S — H
N ] I T ' I
them, no tor - ment touch them, and there

'English version adapted from the Bible by Ivor Atkins (copyright Novello & Co. Ltd).
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But if the passage is squeezed on to two staves, it becomes very congested and
difficult to sort out -

But  the right - eoussouls are in,:. the _hand of God, and
e
souls are in— the _ hand of God, there shall no tor -
- ment touch them. But  the right - eous souls are
'J' J —y— $ Y . —
T : | T
B bl 1 | | I + ] } = 1 g S\ 1' I !
~ I | ! N—— I
them, no tor - ment touch them, and there

It is important to compare the tenor part in these two versions. In the
compressed, two-stave version it is written in the bass clef and at its true pitch;
but when it has a stave to itself (as in the four-stave version), the tenor is
written not only in the treble clef but also an octave higher than it actually
sounds. The reason for the latter notation is that it avoids the necessity for
many ledger lines. It is a convention which is well understood: often, as in the
passage quoted above, there is no special sign to show that, when tenors sing
notes in the treble clef, they are to sing them an octave lower than written.
Nevertheless, it is not a good principle to use one sign to mean two different
things; and to prevent any possibility of confusion various symbols have
sometimes been added to the treble clef to show that the notes are to be sung

00 0

an octave lower. Thus ffes—— %—u and fpy————— all mean that
g o 8

the note to be sung is actually . The first and second of these signs

are now obsolete, but the third - the little 8 below the treble clef — has become
standard.

When each voice is written on a separate stave, the music is said to be in
open score; if compressed into two staves it is in short score. (These terms
are also applied to instrumental music.) A vocal score shows the music ofa
composition for voices and instruments (usually an orchestra) with the voice
parts given in full - in either short or open score - but with the instrumental
parts adapted and arranged so that they can be played on the piano!.

Although choirs and choruses most commonly consist of SATB, other
groupings are often found, divided into fewer or more parts. For example,

10ther uses of the word ‘score’ are explained in Chapter 22.
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there may be no sopranos (leaving ATB) or no basses (SAT). Further, any of
the SATB parts may be divided into two or more separate lines. When this
happens, they are described as first and second sopranos (S, S,) or first and
second basses (B,B,) etc. The choir in Bach’s great B minor Mass, for
instance, is mostly divided into five parts: S;S,ATB (as in the opening
Kyrie), but the Sanctus uses six (S, S,A,; A, TB) and some sections use only
four (S AT B). In the Osanna the singers are divided into two separate choirs:
S,A, T, B;; S, A, T, B,; this arrangement is called a double choir. As far back
as the 16th century, Thomas Tallis wrote a famous motet, Spem in alium, in
forty parts: eight five-part choirs. Choirs may also consist of women only, or of
men only, such as S;S,A or T,T,B,B,. Numbers are often omitted in
describing choral groupings, e.g. SSATB or TTBB.

As was mentioned earlier, the basic division of choirs into SATB is
somewhat arbitrary, since the voices of many singers lie somewhere between
these ranges, e.g. not quite as low as a bass but not quite as high as a tenor. A
voice of this last category is called a baritone. Similarly, a mezzo-soprano
has a range between that of a soprano and a contralto, and a basso-profundo
is an exceptionally low bass. Counter-tenor, on the other hand is merely
another term for a male alto.
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CHAPTER 15

Non-harmony notes

Earlier in this book (Part I, p.57), ‘harmony’ was said to consist of ‘mixtures of
simultaneous sounds of different pitch’. In more detail, the word is used to
refer to the ways in which chords are constructed and to the ways in which
individual chords relate to each other. “Tonal harmony’ means the kind of
harmony found in music written during the 17th-19th centuries (and much
that has been written since), for although music developed greatly during this
period, evolving many different forms and styles, it continued to be rooted in
certain principles.

The two most fundamental principles were the building of music out of
notes forming major and minor scales, and the varying degrees of importance
attached to these notes (the tonic, the key-note, being the most important of
all). Other basic issues include triads and the chords derived from them, and
the use of chords at cadences. These matters were considered in Part I.
Chapters 15-17 now go further into the workings of tonal harmony.

The first point to be explained is that the notes heard at any one moment do
not always belong to the particular chord being used. Other, ‘non-harmony’,
notes' may be added as decorations of the melody, or of any part in the music
which has a ‘melodic line’. This could be the bass line, or an inner part (such as
the alto or tenor in a piece for SATB). Non-harmony notes may be simply
ornamental, but they can also be deeply expressive. This chapter deals with
the most common types. The non-harmony notes are marked *.

15/1 Passing notes

Passing notes are used to provide a link between two notes in a melodic line.

The simplest kind is a single passing note between two harmony notes which

are a third apart. The two harmony notes may belong to the same chord, e.g. -
* *

m; 1 H
Qi ﬂ'— »-
SN— SN—
1 1
(C major)

They are also known as ‘non-harmonic’ notes - or as ‘unessential’ or ‘inessential’ notes,
though the last two terms are misleading since the notes in question may well be essential
to the effect of the music.
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or to different positions of the same chord -

* *
1 H
S ——— '__—_H
o — o
I Ib Ib 1
or to different chords -

* %

=

1 Vb I \Y
Notice that in each of these examples, the passing note is dissonant (i.e. it
makes a discord!) with at least one note in the chord to which itis attached. In
the last one, for instance, the E on the top line of the stave makes a discord with
the D at the bottom.

Harmony notes which are a major second apart may be linked by a
chromatic passing note -

I Vb Ib II

Two or more passing notes may be used in succession to provide the link
between two harmony notes —

Passing notes are found not only in the melody but also in the bass and in
middle parts -
0

y 4l 1
fAs—1

kB
oy

| 1

*§
—~ TN j w |
TTe (e sl

—
—

I IVb

1See Part I, 7/5
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They are also used simultaneously in different parts of the music (e.g. in the
melody and in the bass or the middle parts) -

0 * o * % *
— — 1 — f I 1 i —
i S B e o E o —

L

N e
- P 1
— THy

* *
| 4 Jld g
- Ia LD 1 I | I
I | — — ]
I *
Most commonly, passing notes are found in relatively weak positions
rhythmically, e.g. as the second of a pair of quavers. All those demonstrated so
far are examples. But they also occur in relatively strong positions (usually ‘on
the beat’), when they are referred to as ‘accented passing notes’. Compare, for
instance, these two examples -
() k k

A—F—— I o s m—
%ﬁ: g —
ﬁ and-i-
e Py

where the first F is an ordinary (i.e. unaccented) passing note but the second F
is an accented passing note. Similarly, compare

— N s
= ==
4 wd J

Notice that a passing note always moves from and to a note which is next to
it. Other ways of putting this are to say that passing notes move ‘by step’, or
that the movement is ‘stepwise’ or ‘conjunct’.

The following quotations illustrate the use of passing notes —

(Allegro di molto) Mendelssohn, A Midsummer Night’s Dream (Overture)
* * * *
il e i ol S
N I
K 4 1
ANIA T € P h P (J:
o | — — = @
I * * * * etc
= = -Z _?_ = - -
Y 7 'g ] 7 7 b‘ L
i
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Chopin, Mazurka, Op.7 No.l

. ’r x
Vivace % * * *
N
0 P —— / o - oo N yR-
Y 1Dy T ——— - 1 o~ o7 1 1 1 I ya-| F’”
s e e ohi e L =
oJ T - t
f cresc. ff .fz | P scherz.
OIS S ) 3: 1 t 1 I N T
ﬂ:’ 1D o) I Il ] el 1 { | | el
o e = —
?’ g T 0 _‘_ O T
D). % D % D). % R %
Bb major: V7 1 v I
J. S. Bach, Chorale ‘Machs mit mir’
) 4 * . .
-r- % * % ﬂ* etc.
™ AZF_J_
] ]
| 1 1
b il 1 | T 11 ) — | L
f | [ ' >
D major: I *Wvb Vb I n m Vv

15/2 Auxiliary notes

An auxiliary note is a note which follows a harmony note by step, either above
or below, but then returns to the same harmony note. The opening of the well-
known song, ‘Wiegenlied’,' provides examples -

Andante
*
0 e — *
)" AT 1 T 1 1 1 | T T
@ E i; g I I Il I 1 T Y]
D)

L1

Ne

=
I

F major: I \'%&

1 Although it is often attributed to Mozart, it was actually by a contemporary, Bernhard Flies.
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Where an auxiliary note would normally lie a whole tone above or below the
harmony note, it can be chromatically altered to make the interval a
semitone, e.g. -

*

_Q_Q_J_TD*_J_“ -GM“
@\;_%_4;?__3@“ become fis— rz—
2

S o 4 F’

Some of the ornaments described in Chapter 12 (Part I) involve the use of
auxiliary notes. The upper and lower mordents use the upper and lower
auxiliaries respectively, and the turn uses both (see Part I, p.94).

4

15/3 Anticipations

These are almost self-explanatory: an anticipation is the sounding of a note
before the chord to which it belongs. Good examples occur at the opening of
the Minuet in Beethoven’s Septet, Op.20' -

T >y
L 0 NS S 1| IP I |

Eb major: I V7 I

As in this passage, anticipations are generally a step away from the previous
harmony note. They are very common at cadences.

15/4 Changing notes

This section will group together a variety of non-harmony notes involving
movement both by step and by leap. If only one non-harmony note is used,

'He also used the same theme (though in G major) in the second movement of the Piano Sonata,
Op.49 No.2.
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*
the step may come after the first harmony note, e.g. =——>—*— or
%

% | —

I e ——

P ——— :
—®_—# o — | or before the second, e.g. ——=——— . Two stepwise
- | E—— |

* *
movements can also be used together, e.g. ==—*——_—5— , to produce

| SNSRI S |

patterns containing two non-harmony notes.

The first of the patterns outlined above represents a decoration known by
the French word échappée (or by its English equivalent - an ‘escape’ note).
Before the first harmony note goes to the second, the melody moves one step
in the opposite direction, e.g. —

I IIb 1 Vb VI II I Vb

(These chords are merely outlines of typical harmonisations: as in the
examples which follow, other harmonisations and other lay-outs are possible.
Similarly, the given rhythms are only specimens: many others can be devised.
Illustrations of the actual application of the underlying principles are given in
the quotations of music passages on pp.116-7.)

Apart from the échappée, there is much confusion over the names given to
the non-harmony notes in this section. To avoid becoming ensnared in this, it
is best to describe them all as changing notes.! (The échappée is just a
particular kind of changing note.)

In other patterns containing a single non-harmony note, the stepwise
movement comes before the second harmony note, e.g. -

*
* *
%);Qlt or, with 1 or, with
|
1

\g) D Z two chords ? I two chords

Ao —w— with or, with
— —

e -11; two chords H %— two chordsF

'The Italian for ‘changing note’ is nora cambiata, or just cambiara by itself. Both of these
expressions are often used in English too, but they can cause misunderstanding: ‘nota cambiata’
is also used in more restricted senses (particularly in 15th- and 16th-century music), while
the single word ‘cambiata’ has been used with both specific and general meanings in
reference to later music.

ﬁ
%

1
]
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These are typical patterns involving two changing notes together -

* % * %

two chords ?‘

* X * %

[rr———

+

or, with
two chords - D

*

£
or, with m)-__n

two chords - -
»- 3

Patterns can also be found which do not quite fit into any of the above
categories, although they are similar. Usually they can be regarded as slight
variations. In both of the following passages, for instance, the first non-
harmony note is a changing note followed not by a harmony note but by a
passing note -

%k

* %
——— o s B

¥

The following quotations all include examples of changing notes
(marked *) -

Allegro Mozart, Symphony No.39 (4th mvt)
o, 3 ATT e =
ﬁﬁﬂ%——iw——wmﬁﬂ_'m_"m%m
———— = 12
\____’/

Eb major: Ib vid Ib
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Moderato Chopin, Waltz, Op.69 No.2
e =
“ f/\ ‘ ;/-—N
i e e — i e —
| Fan} h L A [ 1 = ¥ 1 1 1 j=d
ANIVA s 3 L Il I hell L 1 1 | 1
o T
P etc.
. , = i i %
‘ " .4 L5} N 1 - Il — =
y. -"frr 2 S & { —— # i - : T
@€ e &€ ® X * R
B minor: I Vic Vb Ib
Rossini, The Barber of Seville (‘Largo al factotum’)
Allegro vivace x % * % * %

I | A=

e
"

etc.

2,>.
==

1 | 1 | | T

Schumann, Piano Sonata, Op.118b (1st mvt)

0 & s — | e —
" A .Y T I - " | 1 1 1 1 | o - o 1
7 — I —— — - o —
WT ; 3 2
p _— f D ———
u .
S L e ) v ¥ (4
7 —nt rs <
s
) el L) %
D major: 1

15/5 Appoggiaturas!

Because appoggiaturas used to be written in a special way, there has already
been some discussion of them in the chapter about ‘Ornaments and
Embellishments’ (Part I, 12/2c). The special notation described there began
to be abandoned in the late 18th century. Nevertheless, composers continued
to write appoggiaturas - but using ordinary notation, i.e. in full-size notes and
with the correct time values. (Examples of both methods will be found in the
quotations below.)

IStrictly speaking, appoggiatura is an Italian word and its plural should therefore be
appoggiature. However, like ‘sonata’ and many other Italian words used in music, it has become
a standard word in English: hence the ‘Englished’ plural used here.
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The appoggiatura was originally so called because of its melodic shape: it
‘leans’ on the following note. At first (in the early 17th century) it was thought
of chiefly as a melodic decoration; but gradually an increasing importance was
given to it as a source of harmonic enrichment. Both melodic and harmonic
features are indispensable to the appoggiatura in the modern meaning of the
word. To illustrate these features, here are some typical patterns (with the
appoggiaturas marked *) -

Y I B

= 3

Pl

I VI I VI

The essential points to note are these:

1) An appoggiatura is a dissonant note: it makes a discord with at least one
other note in the chord to which it is attached.

2) Anappoggiatura is followed by the note below or above it. This note, the
‘resolution’, is one of the notes of the same chord.

3) An appoggiatura is placed in a more strongly accented position than its
resolution: the musical effect is of a strong note followed by a weak one.

An appoggiatura which is approached by step could also, of course, be
described as an accented passing note, e.g. —

* *
H |  — —— EI Eﬂ
1 118 1 T
+r =N
11 \Y II VI

Often it is immaterial which it is called. However, the longer and the more
accented the dissonant note is, the more appropriate becomes the term
‘appoggiatura’. And when written in the old way (as a small-size note), it is
always an appoggiatura - no matter how short it may be.

The following quotations are not merely examples of the technical aspects
of the appoggiatura: they also show that it can be a powerful means of
expression, particularly in setting words to music. The effect is heightened
when two or more are used simultaneously (as in the Elgar example, which is
for large chorus and orchestra).



15/5 APPOGGIATURAS

119

Mozart, Violin Sonata, K.547 (3rd mvt)
Andante
A
1 P v m—
B — —r e
y 4 etc.
S - A:", .
Y] s
F major: I  VIIb Vb I
" Adagio con molt’ espressione Beethoven, Piano Sonata, Op.22 (2nd mvt)
*
S e e =
LSD PR« 7 r — —f o=
m/—\ — ——— etc.
vy L 1 I 1 1 | 1 1 i 1 | I 1 1 ]
Eb major: 1
Andante Gluck, Orfeo!
Che fa - ro senza Eu - ri - di - ce? Do - ve an-
What 1is life to me with - out_—_  thee, What is
*
0 . , |  —) ? —
s 5— = ]
- . - 2 .
. ) ) 1 N T T N
2 | - — . i ! —F =< i
(con 8va bassa) !
C major: 1 \4 Ib
- dro sen-za il mio ben?
left if thou art dead?
() * il A\ *
£ i H— = — 7
0 - 17 1 ry
7 g
TErE
etc.
» \
0 > N A T ]
1 =
+ — *
v V— (V) I

'As well as the original Italian words, a familiar English translation (by Claude Aveling) is
given. Although the English version is not exact, it contrives to make important words coincide

with the musical accents - especially at the appoggiaturas. The Italian includes some elisions

(see Part I, p.42).
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Schumann, Album for the Young (‘Erinnerung’)
Nicht schnell
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Maestoso Elgar, The Dream of Gerontius
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15/6 Suspensions

A harmony note may be delayed in moving to the next chord: it is left behind
for a moment when the other notes of the chord change. If at this point it
becomes dissonant with the new chord, it is called a suspension. Compare,
for example, these two progressions —

0 | |~ |

— -

) - andr r
I— Vv I— Vv

They are identical, except that in the second example one note has been
delayed. What happens is that the C in the melody is held up, and is late in
moving to the following note (B). In other words, the C has been ‘suspended’.
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Thus there are three notes involved in the suspension process. Each has a
technical name:
1) the preparation, which is always a harmony note;
2) the suspension itself, which is a continuation of the same note; and
3) the resolution, which again is always a harmony note.
Here the three notes have been ringed -

1 2 3
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The suspended note produces a discord. (In the example above, the C after
the bar-line is dissonant with the D below it, and also with the Gs in the bass
clef.) Consequently, although the next passage looks rather similar, the note
marked + is notr a suspension since it is a harmony note and not a discord -
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(The only non-harmony note here is the B, which is a passing note.)
Two other important details to notice are:
a) The resolution is always a note below or a note above the suspension. In
the examples given so far it was always a note below, which is the more

common. Suspensions which resolve upwards are sometimes called
‘retardations’, e.g. -
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b) The resolution is always in a rhythmically weaker position than the

suspended note: typically the suspension occurs on a strong beat and the
resolution on the following weak beat.
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Suspensions are often used in the bass, and in the middle of the music. e.g. -
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Two or even three suspensions may be used simultaneously, e.g. -
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From a purely harmonic point of view, a suspension is virtually identical
with one type of appoggiatura: an appoggiatura preceded by the same note.
Compare, for instance,

Vb I Vb I

The only difference between the two examplesis the lack of a tie in the second.
Nevertheless, because the D is repeated and not tied in the second example, it
is strictly an appoggiatura, not a suspension.

For the sake of clarity, all the suspensions illustrated above have been
shown as notes tied over a bar-line. Suspensions used in the middle of a bar
may be less obvious when they are notated without ties, e.g. -
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One other point remains to be made. Between the suspension and its
resolution, another note - or other notes - may be inserted. Usually these
added notes are other notes belonging to the chord (e.g. 1 and 2 below), or
changing notes (e.g. 3), or mixtures of these (e.g. 4) - possibly linked by
passing notes (e.g. 5).
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In the following quotations the suspensions are marked * -

D. Scarlatti, The ‘Cat’ Fugue
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Andante * Mozart, Piano Sonata, K.533 (2nd mvt)
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15/7 Pedal points

A pedal point, generally known simply as a ‘pedal’, is a note which is
sustained throughout changing harmonies. This sustained note need not
‘belong’ to each of the chords which it accompanies, and is often dissonant
with them. Most commonly, it is found in the bass. Indeed, in organ music it
can actually be a pedal note: the organist keeps his foot on a low note on the
pedal board while playing independent music on the manuals. (The opening
of both of Bach’s C minor Fantasias for the organ provide examples.) But the
device is not confined to the organ. Here is an example for piano: from
Debussy’s Prelude, La Cathédrale engloutie -

Sonore sans dureté
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In this particular passage, of course, the harmonies used over the pedal are
just an uninterrupted succession of second-inversion chords: a progression
which was an innovation in the early 20th century (see p.243). The chords
used in earlier times followed earlier harmonic conventions, but still went
their way as though the bass were not there. Thus the opening of Beethoven’s
Piano Sonata in E (Op.14 No.l), for instance, consists essentially of these
chords -
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over the pedal note E in the bass:
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Notice here that the bass is not literally sustained - i.e. it is not a string of tied
semibreves; nevertheless the persistence of the E gives the effect of a sustained
note.

Pedal points may last for only two or three changes of chord, or they can be
much longer. Also, they are not necessarily restricted to the bass: they can be
used at the top of the music or, as here, in the middle, e.g. -
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This is no more than an elaboration of -
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A pedal point at the top of the music may be called an ‘inverted pedal’, and one
in the middle of the texture an ‘inner pedal’.
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CHAPTER 16

More about tonal harmony

16/1 Counterpoint

As was seen in Chapter 14, a piece written for a choir consists of a combination
of individual parts: e.g. SATB. Consequently, there must always be a note
(or a rest) for each of the parts - even when they are written in short score
as in the Brahms quotations on pp.107-8 (but see the footnote on p.164).
When all the parts keep together! - as in many hymn tunes - the individual
parts are not always very tuneful. Normally the top line is a genuine melody,
and to some extent the bass also will have a feeling of melodic shaping, but the
inner parts are often rather dull. The alto part in the following is a case in

point -
W. H. Monk, Hymn tune ‘Eventide’
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Often, however, the parts are designed to have an equal melodic interest,
with independent rhythms. When this happens, the music is described as
counterpoint, or it is said to be ‘contrapuntal’. Again, the passage by Brahms
referred to above provides an example.

Naturally, contrapuntal music can be performed not only by groups of
voices but also by groups of instruments, such as a string quartet. It can be
performed, too, by solo keyboard instruments, and frequently is (although
piano music in particular more often uses other textures, such as arpeggiated
and broken-chord patterns: see Part I, 8/5). Many pieces for keyboard include
some passages which are contrapuntal and some which are not. Examples of
keyboard works which are contrapuntal throughout are the two-part
Inventions and the three-part Sinfonias of J. S. Bach.

A characteristic of these two collections is that in each of the pieces the
individual parts are based on the same melodic ideas, e.g. -

'This chordal style is known as ‘homophony’ (from Greek words meaning ‘same sound’).
Music written in this style is ‘homophonic’. The terms ‘polyphony’ (‘several sounds’) and
‘polyphonic’ are sometimes used simply as alternatives for ‘counterpoint’ and ‘contrapuntal’;
but generally they are reserved for unaccompanied choral music, particularly from the 16th and
earlier centuries.
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J. S. Bach, Invention No.7
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Counterpoint of this kind is described as ‘imitative’. Itis an essential feature
of the form of composition known as fugue (see p.189): notable examples are
those in Bach’s 48 Preludes and Fugues. The most exact kind of imitative
counterpoint is canon: two (or more) parts are the same, but starting one after
another, e.g. -

Tempo di marcia molto moderato Bizet, L’Arlésienne (‘De bon matin’)
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(Variations of this basic principle are also used, as when the second part
transposes the first, e.g. a perfect 5th higher). If, when it gets to the end, each
part starts again from the beginning, the canon is said to be ‘perpetual’. And a
perpetual canon for voices, in which a// the voices sing the same melody at the
same pitch, is a round. ‘Three blind mice’ and ‘London’s burning’ are well-
known traditional rounds.

Not all counterpoint is imitative, however. A famous passage towards the
end of Wagner’s Prelude to The Mastersingers, for instance, combines three
quite distinct melodies which have been heard separately earlier. But whether
imitative or not, music which is contrapuntal always has a harmonic basis as
well. The individual parts combine to produce chords - or, at the very least, to
imply chords very clearly. (Sometimes not all the notes of a chord are actually
present.) The chord basis of the opening of the Bach Invention quoted on
p.127, for instance, can be represented thus -
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E minor: I \Y% I

Each and every note in the counterpoint is either a harmony note or a non-
harmony note related to a harmony note (in one of the ways described in
Chapter 15). Below is the same passage again, with the non-harmony notes
marked. Three types are used: passing notes (marked ‘p’), auxiliary notes
(marked ‘@’), and an échappée (marked ‘¢’).

a e 2 a
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The individual contrapuntal lines may be described as the ‘horizontal’ aspect
of the music (on paper they are written along the staves — ), and the chords
which they form as the ‘vertical’ aspect of the music (on paper they are written
down the staves l ).

16/2 Part-writing

When two voices or instrumental parts move from one note to the next

keeping the same interval between them, they are said to move ‘in parallel
motion’, e.g. —

Parallel motion tends to undermine counterpoint, because the more two
melodic lines move together in this way the less they can be said to be
independent of each other.

In practice, it would be quite impossible for parallel motion to be avoided
altogether in contrapuntal music. Nevertheless, as long ago as the 15th
century certain progressions seem to have been regarded as particularly
damaging to the effect of independent parts, and it became the convention to
avoid using consecutive unisons, consecutive perfect octaves, and consecutive
perfect 5ths. Also avoided were the compounds of these intervals, e.g.
consecutive perfect 12ths and 15ths. By these standards, all the following
examples are to be considered faulty, because of the ‘forbidden’ consecutive
intervals marked with square brackets —

feasie= = ===
LAinimini T i iU i
2l e gl L L
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These conventions lasted until the late 19th century, but with some
variations of detail at different periods. J. S. Bach, for instance, occasionally
wrote consecutive perfect 5ths in his chorales when they resulted from the use
of a non-harmony note. An example occurs in the chorale, ‘Bin ich gleich von
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dir gewichen’, from the St Maithew Passion, where the quaver A in the
soprano is an anticipation -
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Attitudes have varied, too, to consecutive 5ths and octaves produced by
‘contrary motion’, e.g. -
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At first, these were used only in certain circumstances, and never when they
occurred between the top and the bottom voices or instruments. By the
classical period, however, composers had become more relaxed about them;

and even between outer parts contrary-motion octaves (though not 5ths)
became a commonplace at perfect cadences, e.g. -
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(Allegro) Mozart, Piano Sonata, K.331 (Ist mvt)
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Conventions about the avoidance of consecutive 5ths and octaves come
under the general heading of what is called part-writing (or, particularly in
the U.S.A., ‘voice-leading’). ‘Part-writing’ refers to the ways in which
contrapuntal parts are related to each other, and also to the ways in which they
are individually shaped to produce good melodic lines. Thus some technical
details which were considered earlier also come under this heading. Examples
include the ways in which dissonant intervals contained in chords (notably the
7th in a V7 chord) are resolved, and the ways in which suspensions are used.

Part-writing in contrapuntal music written for keyboard (as in the Bach
Inventions, Sinfonias etc.) is not essentially any different from part-writing
written for a combination of voices or instruments. When keyboard music is
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clearly not contrapuntal, the ordinary conventions about part-writing do not
apply (as in the left-hand chords in the Mozart example opposite). Never-
theless, virtually all tonal music - keyboard music included - has some
contrapuntal aspects. In this respect, the bass is particularly important.
Usually it has real melodic shape, even though it may be much simpler then
anything which may be going on above it, e.g. -

Schubert, Impromptu, D.899/4

(Allegretto)
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Brahms, Waltz, Op.39 No.9
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Consequently, the bass will make two-part counterpoint with any melody or
melodic fragment above it (e.g. the melody in the upper part of the bass stave

in the Schubert example). The two together will then follow the ordinary
conventions of part-writing.
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Before leaving the subject of part-writing, it should be mentioned that the
convention of avoiding consecutive octaves does not extend to a whole passage
performed in octaves: e.g. a melody ‘doubled’ an octave higher, or a bass
doubled an octave lower. Such passages do not constitute two separate
melodic lines: merely one which has been reinforced.

16/3 Harmonic rhythm

The rate at which the basic harmonies of a piece change is generally
considerably slower than the rate of the actual notes heard. For example, the
opening of Mendelssohn’s ‘Italian’ Symphony gives an impression of great
activity and vitality, with rapidly moving notes, yet its underlying harmonies
are changing with much less haste -

Allegro vivace
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Here, there is only one chord (I) in bars 1-4, and one (V) in bars 5-6. The
chords change more frequently in bars 7-10, but even these bars have only one
harmony each (bar 9 being dominant throughout). This pattern of chord-
changes forms a rhythm of its own: the harmonic rhythm of the passage. It
could be represented thus -
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Usually, harmonic rhythm is not only slower but also simpler than any of
the rhythms which are in fact being played. Nevertheless, it is of the greatest
importance in the shaping of music: when chords change is as important as
which chords are used. This can easily be demonstrated by changing the
chords at different places in bars 3-7 of the Mendelssohn example quoted
above —
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The altered version produces an unbalanced harmonic rhythm -
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and in doing so wrecks the entire balance of the phrase. The harmonic rhythm
no longer reinforces the natural rhythm of the melody, in which a regular
pattern of alternating strong and weak beats is created by the relatively long
notes at the beginning of each bar. (Further emphasis is given by the pitches
used, with the highest and lowest notes occurring on strong beats.)
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