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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’.

/D.

Z
O




106 VOICES

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




15/4 CHANGING NOTES 117

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).
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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’)
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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. -

()rl)hlr*i n'.
o PP F :

Vb Vb VIb Vb IVb
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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
SS==E=Ls

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. -

L -0 h_m

S

d_d | |

A

i

ptmtpd
j———

——"

I J— —
r T re 7T
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.)

Another common feature is illustrated by the quotation from the ‘Italian’
Symphony: the harmonic rhythm quickens (the chords change more
frequently) as it approaches the cadence in bars 9-10. Consequently the music
becomes more intense before it relaxes at the cadence. In this way the
harmonic rhythm helps to shape the phrase.

16/4 Second-inversion chords

Non-harmony notes do not destroy the effect of the basic chords in a piece or
of the underlying harmonic rhythm which they produce. Consider, for
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instance, the following progression (a) from a tonic to a dominant chord, both
in root position. It does not cease to be felt as such when it moves via an
inversion (b), or when it is further decorated with various passing and
auxiliary notes (c-e).
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What may seem to be a different situation arises if all these non-harmony
notes are combined, for then what appears to be an extra chord is produced: a
Vc (at +) -
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But this combination of notes is not so much a chord in its own right as a by-
product. It is not really an independent chord at all: it has only a subsidiary

status.
A pair of auxiliary notes can produce a similar situation —

Again, the combination of notes at + does not constitute a separate and
different chord, as can be illustrated by the opening of Brahms’ Variations on
a theme of Haydn -
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In this passage, the first bar is clearly heard as one chord (I ), not three
(I-IVc-I). Consequently the harmonic rhythm is% | | J |> not

503010 J 1.

Although other subsidiary chords can be produced by combinations of
non-harmony notes, so called ‘second-inversion’ (§) chords are the most
common. Indeed, they originated as the product of a double suspension, e.g. -
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and up to about the end of the 16th century were only used in this form. Later,
they also resulted from the use of a pair of appoggiaturas, e.g. -
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In both cases the true harmonic rhythm is J | J (not J\L J J )

$ chords produced by double appoggiaturas are a commonplace in music
of the classical period, particularly at cadences. An example by Beethoven
was quoted earlier (the last two beats of the extract on p.123), and one by
Haydn was included in Part I (p.74).

It would be an exaggeration, however, to assert that all § chords are mere
adjuncts of other chords. The first chord in the Elgar example on p.120, for
instance, is not, since it is far too weighty and extended to be felt as anything
but an essential chord in its own right.
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16/5 Extensions of the triad (7ths, 9ths etc.)

As was illustrated on p.61 (Part I), a triad on any degree of the scale may be
extended by the addition of a 7th from the root. The most common
occurrence of this - a 7th added to the dominant triad, forming the dominant
7th chord - was considered in 8/2 and 9/2b. The 7th chords on other degrees
of the scale are collectively known as ‘secondary sevenths’. Like the dominant
7th, they take their individual names from the degrees of the scale on which
they are based: e.g. a 7th chord on the 2nd degree of the scale (II7) is a
‘supertonic 7th’.

In all 7th chords, the 7th itself is resolved in the following chord, normally
by moving one step down or, very occasionally, by staying where it is, e.g. -
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The only standard exception to this is when the second inversion of a V?
occurs between I and Ib, and the 7th rises one step e.g. -
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The V’c in this progression, however, is another ‘second-inversion’ chord
produced by non-harmony notes: the F in the melody (like the D in the bass)
is heard simply as a passing note, with the B as an auxiliary note. (It is worth
noticing that the parallel 5ths which arise in the last two chords - top stave —do
not break the convention regarding consecutive 5ths mentioned in 16/2 since
they are not both perfect 5ths: B-F is a diminished 5th.)

What is popularly known as the added sixth chord is sometimes regarded
as a type of secondary 7th chord. Originally, however, the term was used to
describe a subdominant chord to which a 6th from the root had been added as
a passing note -
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Here, the combination of notes produced by the passing note (*) is clearly
another by-product rather than a chord in its own right. In different
circumstances, however, the same notes can form what is a truly independent
chord -
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Nowadays, this II’b chord would also be described as an ‘added sixth’, as
indeed would any chord consisting of a major or minor triad plus a 6th from
the root. One such chord became a cliché in jazz and popular music: a 6th
added to a final tonic chord. In this situation it would of course be absurd to
label the chord as VI'b, e.g. in C major -
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Further extensions to the basic triad may be made by the addition of a 9th,
11th or 13th from the root, e.g. -
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However, it is not always possible for all the notes of these chords to be

included. Even 7th chords may lack a 3rd or 5th, e.g. 4—s
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This may be because of the demands of good part-writing, or simply because
all four notes cannor be performed - e.g. in a piece for three solo voices.
Similarly, there are too many notes in 9th, 11th, and 13th chords for them all
to be included in a piece written for SATB or in one written in four-part
counterpoint. But even where complete chords are possible (e.g. in keyboard
music) notes are frequently omitted. The 5th from the root is the most likely
note to be missing, as in the V® chord in the third bar of this passage (at +) -
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In the next example the 5th, 9th and 11th from the root are not included in the
VB (at +) -

Grieg, Lyric Pieces, Op.71 No.10
(Allegretto tranquillamente)
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Db major: Vi3 I
It is interesting to compare this cadence by Grieg with one by Schubert -

Schubert, Piano Sonata, D.575 (3rd mvt)
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The chord marked + could be explained as IIIb in G. Nevertheless, it has a
strong dominant character, producing the effect of a perfect cadence, and for
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this reason might be regarded asa V' chord, in spite of the absence of so many
notes. There are times in the study of harmony when it can be salutary to
remember Shakespeare’s lines in Romeo and Fulier -

What’s in a name? that which we call a rose
By any other name would smell as sweet.

Very often, what may appear to be 9th, 11th and 13th chords are really
nothing more than the result of adding appoggiaturas or other non-harmony
notes to simpler versions of the same chord. Thus the descriptions of chords
contained in square brackets below the following examples are misleading:
these chords are merely dominant 7th chords embellished by non-harmony
notes (marked *) -
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Even harmonic progressions which include ‘true’ 9th, 11th or 13th chords
often closely resemble simpler progressions decorated with non-harmony
notes. Compare, for instance, (a) and (b) in each of the following pairs of
examples -
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Thus it can often be a fine point whether to describe a chord asa V7 or as a
more extended V chord. The chord marked +in the Grieg quotation on p.138,
for instance, is virtually identical (apart from the difference of key) with the
chord marked + in this quotation from Mendelssohn -

Mendelssohn, Song without Words, Op.30 No.3
(Adagio non troppo)
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But although the V chord in the Grieg can only be a V'3, the V chord in the
Mendelssohn could be regarded either as a V13 or as a V7 (with the C#and the
G# in the melody as appoggiaturas): i.e. as an elaboration of -

O u 4,
&Ll T
y 4\ 0 T T
A6 — —
o e 2
-[9 >
Y
oy
o #LITI¢ 1
M VAR - 1
haf 1
o

16/6 Modulation

Pieces very rarely stay in the same key throughout. Almost without exception
there will be a digression to at least one other key - for the sake of variety and as
a means of giving shape to the piece as a whole.

Since the music ultimately returns to the original key, no change of key
which occurs during a piece is truly permanent. Nevertheless, an important
distinction has to be made between a brief visit to another key and one which is
longer-lasting. When the listener feels that the music has really settled in a
key, at least for the time being, the key is said to have been ‘established’.

A digression to another key is usually described as a modulation, but
the word is used with different shades of meaning, and this can cause
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misunderstanding. It is better to think of modulation as a process by which one
key may lead to another. The most common process involves the use of a
‘pivot’ chord. A pivot chord is one which can be found both in the first key
and in the second: the chord of G major, for instance, can be found both in
C major (as V) and in G major (as I). In the following passage, the first chord
in bar 3 is approached in C major but left in G major. At the moment when
the music arrives at this chord there is no reason to suppose that it is anything
other than V in C, but by the time the passage has ended the listener realises
that it also functioned as I in G.
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The pivot chord here is both V in C major and I in G major.
Two keys may have more than one chord in common: consequently there
may be not just one pivot chord but several, e.g. -
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The more chords two keys have in common, the more closely they are
‘related’.

Instead of a complete chord, one or two notes may act as a pivot. A note of a
chord in the first key becomes a note of a different chord in the second key; or
the two chords may have two notes in common. In the following examples, the
common notes are linked by dotted lines -
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Three quotations will illustrate these modulation processes. The first, from
the first movement of Mozart’s Piano Sonata, K.457, uses a single pivot

chord -
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The second quotation is from Elgar’s ‘Enigma’ Variations for orchestra. It
starts at the close of Variation 8 (in G major), which ends on the tonic chord.
Finally, just the tonic note (G) is left by itself. In a magical moment, the G is
then tied over to become the 3rd of a tonic chord in Ep major at the opening of
the ‘Nimrod’ variation -
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In the third quotation (from the first movement of Beethoven’s Piano Sonata,
Op.7), two notes provide the connection between the keys of D minor and Eb
major. D and F appear both in the tonic chord of D minor (bars 3-4 of the
passage quoted) and in the following chord (bars 5-6), which is the dominant
of Eb major -

(Molto allegro e con brio)
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The presence of a modulatory process leading towards a new key is no
guarantee that the new key will be felt to be established - not even if there is a
perfect cadence in the new key. To illustrate this, here are the first four bars of
Schumann’s ‘Merry Peasant’ (from Album for the Young) -

Allegro animato

0 = ™ — ™ N | -
EEEEEE PEEE £ £2 EELEETE
| £on VLA § 1
ER\1Y.
s
— |
L//-—m/" g P ~
r<a X -° | el § & | T 1 |l
0 el Y1 | wel T 1 )
T 7 1Y T 174 i
1 L4 2
T s |- |
F major: V7 Ic
0 N | C major: IVc
G5 iy
17 V‘
o
e ~
Il A
1 IAY
L4 I 1
; T
Vb
Ib— Vic— 1

The passage starts in F major, and modulates to C major by means of pivot
chords. But although the last two chords are those which form a perfect
cadence (V'c-I) in C major, there is no feeling that the music has now seztled in
the key of C major. The original key - F major - is still very much in the
listener’s mind; and in spite of the modulation, the C major chord at the end is
heard as a dominant (in F major) rather than as a tonic (in C major). This can
easily be tested by playing a chord of F major after the four bars quoted above.

To give a genuine impression that the original tonic has been superseded by
another usually takes a relatively long time. That is why a real key-change is
rarely found in short pieces. For the same reason, it cannot be illustrated by a
brief quotation. Its effect can easily be appreciated, however, by anyone who
takes the trouble to compare the impression given by the C major chord at the
end of the Schumann extract quoted above with the impression given by the C
major chord which occurs before the first double bar in the first movement of
any of Mozart’s three Piano Sonatas in F major, or of Beethoven’s Piano
Sonata, Op.10 No.2. (In each case, the music has settled in C major well
before the double bar, but, to ensure a valid comparison, the whole of the
music up to the C major chord should be played.)

Finally in this section, it has to be added that music can modulate through
keys without settling in any of them - even temporarily. This aspect of the
matter, however, will have to be deferred to the next chapter (see pp.169-70).
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CHAPTER 17

Chromatic chords

A chromatic chord is a chord including at least one note which does not belong
to the diatonic scale of the key. (In a minor key, the notes of both the harmonic
and the melodic forms of the scale are diatonic.) Chromatic chords may be
used in the process of modulation, or they may be used without any hint of
modulation - simply for their expressive effect.

17/1 Borrowed chords

Music in a major key may use chords ‘borrowed’ from the minor key with the
same key-note: e.g. a piece in C major may borrow chords from Cminor. The
chords most commonly borrowed in this way are the diminished chord on II,
the minor chord on IV, and the major chord on the flattened VI (bVI)! -
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The quotations which follow illustrate each of these possibilities in turn.
The first one, the opening of Schumann’s song ‘Ich grolle nicht’ (from
Dichterliebe), includes the diminished supertonic chord (at *), to which a
minor 7th has been added -
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Ich grol-le nicht, und wenn das Herz___ auch bricht,
I’ll not com-plain, e’en though my  heart __________doth break,
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1A b or § sign before a chord indication in roman numerals shows that the root of the chord is
lowered or raised a semitone. (See Appendix D.)
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The second quotation is the opening of Mendelssohn’s Overture to
A Midsummer Night’s Dream. The key is E major, but the third chord (*)is the
minor subdominant chord -
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The third quotation is from the Scherzo of Schubert’s Piano Sonata, D.845.
The key of the particular passage printed here is C major. The dramatic A
chord (*) is the major chord on the bVI -

(Allegro vivace)
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Another example of the bVI chord - one used with touching effect - is
played by strings at the opening of the last movement of Mahler’s 9th
Symphony. The key is Db major, so the bVI is Bbb. Here (*), however, the
composer has written it as Af (presumably to make it easier for the cello and
double bass players to read) -

(Sehr langsam)
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An illuminating comparison can be made between this passage and the hymn
tune quoted on p.126 since their harmonies are almost identical, except thatin
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the hymn tune the VI is nor flattened. To make the comparison easier, the
Mahler quotation is here transposed into the key of the hymn tune (Eb), and
with the true bVI in the bass -

4444

fy

It is much rarer for music in minor keys to use chords which have to be
regarded as borrowings from the major. This is simply because minor keys
themselves already provide many alternatives. They arise out of the fact that
the 6th and 7th degrees are variable in the harmonic and melodic forms of the
minor scale (see Part I, p.58). In C minor, for example, all of these triads, and
the chords derived from them, are strictly diatonic -
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However, pieces in minor keys sometimes end with a major tonic chord. In
this situation the major third itself is known as a zierce de Picardie (French for
‘Picardy third’). The minor-key pieces in Bach’s ‘48’ provide many examples:
one of the best known is the ending of the C minor fugue in Book I. It comes at
the end of a tonic pedal -

0O ~
)" 4 12 \
W
CRN | r—=
ﬁ:-ﬂ')l =1
V0 0 e )
Dy

A chromatic chord can act as a pivot chord in a modulation between two
keys: a chord which is chromatic in the first key may be diatonic in the second,
or vice versa; or it may be chromatic in both keys. Borrowed chords are often
used in this way - the next two quotations provide examples. The first is from
the first movement of Beethoven’s Piano Sonata, Op.10 No.2 -
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The G minor chord in bar 4 acts as a pivot between D major and F major: it
is a minor subdominant chord in the first key and a straightforward supertonic
chord (II) in the second.

The second quotation is from the first movement of A German Requiem by
Brahms -

(Ziemlich langsam)
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This passage is played by the orchestra, but the tenors and basses of the chorus
enter in the third bar (singing the notes with upward stems in the bass stave).
The Db chord here is approached as a chromatic chord in the first key (bVIin
F major), but then re-interpreted as the tonic of Db major. (It is in fact the
opening of a lengthy section in Db: some editions even insert a double bar and
a change of key signature at this point.) The last note at the top of the treble
stave (F) also acts as a melodic pivot: it serves both as the tonic in F and as the
mediant of Db - a condensed version of the process employed by Elgar in the
quotation on p.143.
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17/2 Altered chords

Diatonic chords may be changed (e.g. from minor to major) by means of
accidentals. When the accidentals produce notes which are chromatic, the
chords themselves become chromatic. In C major, for example, -

As well as the notes of the basic triads, diatonic 7ths are sometimes altered
so as to produce chromatic 7ths, e.g. -

%— might become %
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The chromatic notes often arise as the result of stepwise movement: i.e. they
are often approached and/or left by step. Typical examples occur in No.30 of
Schumann’s Album for the Young -
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Here, the gradual ascent of the bass is an important feature (see pp.192-4).
Two stages in this ascent are produced by chromatic notes: B and C§. Both
change diatonic chords into chromatic chords. The BY changes a II7b chord
into the first inversion of a chromatic supertonic 7th chord; and the C#
changes an ordinary Ic into the second inversion of an augmented tonic chord.

A comparison of the next two quotations, both from Dvof4k, illustrates the
difference between a chromatically altered note which is approached by step
and one which is not. The chromatic note in both cases is the result of
sharpening the 5th of a major chord, thus making it augmented (the two
chords marked *). In the first passage, the sharpened 5th of the tonic chord
(the AY) can be thought of as a passing note - though a long one. In the second
passage, the sharpened 5th of the dominant chord (the A#) follows a leap
(from C).
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Dvotak, Serenade for String Orchestra (Trio in 2nd mvt)
(Tempo di Valse f,l =170)
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Dvorak, Symphony No.8 (3rd mvt)
(Molto vivace d = 80)
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When the addition of a chromatic note or notes produces a major chord,
the major chord often functions like a V chord in an ordinary V-I progression.
Consider, for example, these two progressions in C major —

=SSP

{

FEE

FE

| Il
o 3 | 1 0 1
* a %' = - » f' >
lI 1 1 1
| I

They are of course identical except that, in the second, one note has been
-altered: the F in the second (supertonic) chord has been changed to F#. What
was a minor chord, therefore, becomes major. This major chord now
resembles a dominant: the two chords marked ., would be V-I if the
key were G major. The altered chord could be similarly used in the minor (C
minor) -
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Chords which function like dominants in this way are known collectively as
secondary dominants. They may be found on other degrees of the scale
apart from the supertonic, as can be seen in the three pairs of examples below.
In (a), a # added to the 3rd of a mediant chord (III) in C major transforms it
into a secondary dominant leading to VI. At (b), a # added to the 3rd of VI
transforms it into a secondary dominant leading to II. And in (c), a badded to
the 7th of I’b transforms it into a secondary dominant leading to IV.
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Playing these examples will show that a secondary dominant does not
necessarily create any feeling of modulation. Indeed, it may do the exact
opposite: it may strengthen the sense of the tonic key. This happens, for
example, in the common cadential progression II-V-I when II is changed
into a major chord, thus becoming a secondary dominant to the true
dominant. Bach sometimes uses this approach to a perfect cadence in his
chorales, where it gives a magnificent feeling of solidity and finality. Two
features are usually included which heighten the effect: the chromatic note
is made particularly prominent by being placed in the bass (i.e. the chord is
used in its first inversion), and the chord is extended to include a 7th. The
following quotation (the end of the harmonisation of the chorale melody ‘Wir
Christenleut’ in Cantata No.40) is typical of his use of this chord.
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G minor

One other characteristic detail should be noted here: Bach quickly counteracts
the effect of the C# in the bass by introducing a Cl (in the tenor) as a passing
note. This was his usual practice. Composers of the classical and romantic
periods most commonly produced the same result by moving directly toa V
chord cluding the seventh (i.e. a V7 chord).

Not surprisingly, altered chords are a very common means of modulation.
The tenor solo, ‘Comfort ye my people’, in Handel’s Messiah provides two
examples! -

(Larghetto)
Speak ye com-for-ta-bly to Je - ru - salem, Speak ye
O 44, I I\ N Ny ¢ NN
) RALT& 1 1y . . I N1 S
MR- ¥ ) - d Vi & ): 7 - (]

M

=

p'\' c (simile)

. ﬁ' oW L 1 1 1 r 1 1 I T 1 |
yuﬂ_ﬂﬂ 1 Il T 1 I[ { } j‘ } : : : It T T 1 | 1 1
- E— R E A —
—— 4 R R P R
S~~———
com -for-ta-bly to Je - ru - sa-lem, and cry un-to_ her, that her
r 7 J -
NN . | N | -
i = r e PP
IAY W
-
L_J
L.Orch. -
U ] "
o ¥ 11, | — T I T T | 1 1 1 1 1
o #1ITT 1 1 [ 1 T 1 I 1 1 1 1 I -
A o o - o
oo —o—¢ ;4

d;

The passage quoted here begins on V of E major, which moves to Ib after the
first bar-line. When the Dh is added to this chord, the chord becomes
chromatic in E major. But it can now act as a pivot chord - it is also a
straightforward Vb in A major, and in fact it resolves on to an A major chord
in the next bar. The root of this chord (A) is then altered to A4 in the following

'The quaver chords of the orchestral accompaniment have been slightly rearranged in order to
fit the music on to two staves, but the harmonies and the bass are not affected.
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bar, changing what would otherwise have been a minor chord (VIb in A) into
a major chord. This now acts as a dominant to the B major chord in bar 4; and
there the music settles for the time being. Notice the bass moving upwards in
semitones in this progression: G#-A-A#-B. (Further reference to this series of
chords will be made on p.169 in discussing harmonic sequences.)

17/3 The Neapolitan sixth

The Neapolitan sixth chord probably owes its name to its popularity
with composers in Naples during the 17th-18th centuries. It is the first
inversion of a major chord on the flattened supertonic (bIIb): e.g. in C major
and C minor -
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Although it can be found both in major and in minor keys, it is more common
in the latter, and in this context it can be readily understood as another altered
chord. Compare, for instance, the following -
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The use of the Neapolitan 6th chord is illustrated in these quotations -

Beethoven, Piano Sonata, Op.31 No.2 (Ist mvt)
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(Lento) Chopin, Waltz, Op.34 No.2
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The flattened supertonic chord is less often used in root position. This
example is in C minor -

(Largo) Chopin, Prelude, Op.28 No.20
/——f \
[ | ,
1 | —— N |
1 b | 1 | 1 | ——
— =E==
D) - g * e
(p) ritenuto
0 1 § t
ﬁrkb@iv 5 e 1

i

Both in root position and as a Neapolitan 6th, however, the flattened
supertonic chord is the most common means of modulating down a semitone.
Here is a typical example, with the tonic chord of the first key becoming the
bII of the second -

Beethoven, Piano Sonata, Op.31 No.l (3rd mvt)

(Allegretto)
i P P
0y B L—) Yeeee
¢ ——F ——
] f be ¥
Z be L L - [*.QL": ‘ e o b
: . e
o — i ] — T
L i
Ab major: Vb I
G minor:  bII Vb
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17/4 The diminished seventh

The structure of the diminished seventh chord is easily remembered: it

consists of three minor 3rds on top of each other, e.g. . The

chord is named after its most striking interval, the diminished 7th between

be
the top and bottom notes, e.g. - E

Apart from the diminished 7th interval itself, the chord contains two other

0O l)e—
dissonant intervals: two diminished 5ths - i":ﬁ = s . Each of these
o
dissonances, of course, seeks a resolution, e.g. —
0 | 0 b g Lo {,) be- -
SSAESTIESES sl

The chord as a whole is most satisfyingly resolved, therefore, when the next

b
chord resolves all the individual dissonances, e.g.%% » though,
O]

T T

as will be seen, it can be followed in other ways.
There is only one circumstance in which a chord consisting of three minor

3rds is a diatonic chord. This is when it occurs as a 7th chord on the leading

note of a minor key (VII’, e.g. in C minor - ), as in this

harmonisation of a chorale melody in Bach’s St John Passion -

| N ) , |

y | |
VID. 1 1 I T T [ 1 I ! 1

. i T,
G minor: —~/ | r VII? o/

A diminished 7th chord can also be used on the leading note in major keys,
and indeed on many other notes in both major and minor keys. In all these
situations, however, it is a chromatic chord. For example, the diminished 7th
chord on the leading note of C major is chromatic (because of the Ab) -

&F
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When it is based on a leading note, the diminished 7th has three notes in
common with the first inversion of the dominant 7th, e.g. in C minor -

%. By adding an appoggiatura before the root of the

ANV M 1 1

K VII’ Vb g é (app.)
V7 chord, all the notes can be made the same - = ] 1 It will be

i

V7—
noticed, also, that both chords tend to resolve on to the tonic chord -

by
7] 17) s)
C minor mtﬁ C major oy - F
- \!j/

M | 1 1| T 1) :‘ IL

O — '

4

These similarities' are helpful in understanding how diminished 7th chords
operate, for they can function like secondary dominants (without necessarily
implying a modulation). Compare, for example, these first inversions of
secondary dominants in C major with the diminished 7ths below them -

Q t Tr t 1 i = 7 ||
|y Z 1 1G5 7 i |
| v — > Z o T —
1t &, 1 & 1l
Hﬂa = T v |
C major: II III v \Y VI
Q T 10 | mi‘; | 7 | 12
{rs—> 1, 7 g H‘b‘% Z oz Eﬂ
O Z gz & &, | 12 i
o & 1t =4 =4 T
11 111 v v VI

The following quotations illustrate uses of diminished 7th chords
(marked *) which do not lead to a change of key -

Schumann, Kinderscenen, (‘Wichtige Begebenheit’)
MM. J =138 A A
N &8 |- ~[— ] A A

1T I 1 I

. ) ~

N
| 18

'Some theorists regard them as more than similarities: in their view the diminished 7th chord is
a dominant chord - a dominant minor 9th ‘with the root missing’. It can often be convenient to
think of diminished 7ths in this way, but the explanation does not seem appropriate in all
situations.
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(Adagio) Tchaikovsky, Album for the Young (‘The Doll’s Funeral’)
]
—r—= ;
'——i’q—i—. h (_‘_)
(m) p—— etc.
ho
B3 e = e —Ho—
S a L i
C minor: * \Y% [¢9)]
(Andante) Schubert, Andante in C, D.29
{l > I I 1 i
o1 N 3& : TrL\' ! J .E )
g R A 3 -
g s -
~——— ~——— = etc.
T
L e ‘_T' >/-\
s 73 =/ d- 1 | 1 | ;
: - ==
—'_.7—57 0 r I V
-~ =
C major: * Ic \Y%
(Andante con espressione) Mozart, Piano Sonata, K.311 (2nd mvt)
Q g 3 q E N ¥ '/' hl f  ——
i ’ e e e
\;J‘} S 3 é 1 y {\-}I- A ‘]. . - ~
S| =
‘ -
; i ST vy -
y AR ~———— I'I 1 17 { - i t } ) ual —
=+ —— — | I'
G major: * VIb * IIb

One characteristic of the diminished 7th chord has far-reaching
consequences: when the inversions are spelt differently (changed enharmoni-
cally), they continue to consist of three minor 3rds on top of each other, e.g.

-

o

k1

1
10

b=4
1 >
DO

7
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P
[©
<

b

a0
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7

7
CH

Py Iy
& L

In other words, the inversions are enharmonic equivalents of different
diminished 7th chords: e.g. the three bracketed chords are diminished 7ths
on the leading notes of Eb, F# and A (major or minor) -

0 D e 4ty | 0O ud |
12 DZA4 = 1 7\ B 1D 24

N VD SN Y D

oJ DJ o e D by

0 sl 0

b = )

{as—1t i {AS & i

A\I VA ANN\I VA" ] - A

o] D),
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Another way of showing this is to treat each of the notes of a diminished 7th
chord in turn as an appoggiatura resolving down a semitone. For example, if
the necessary enharmonic changes are made, what was a diminished 7th in
C major or minor can be transformed into a diminished 7th in Eb, F# or A
(major or minor in each case) -

LL

=k s

in C in A in F§ in Eb

In this way, the chord offers considerable scope for modulation. Used as a
pivot, it can be approached in one key and left in another. A passage from the
first movement of Beethoven’s ‘Pathétique’ Sonata provides a good
illustration -

(Grave)

n.“v‘-'_rl-'lmr
"‘AIIUI
X .

J1 p
p/\ decresc
z Z | e PP~
- T — I - JF#‘G_—
!/ ; ‘ITI [V] ™ | T AL\
) LAt = 1 l) L | LJI
x x R
vIl'd V7
Molto allegro e con brio . . #:% ﬁ
— H B — - 4
T T ¢ — !
o kg * : I
P cresc. f etc.
i 1 | 1
e e e > ot
* I
o - - - < < -

This extract starts in G minor, and the first three chords marked * are all
diminished 7ths in that key (inversions of VII?). The fourth * chord sounds
exactly the same as the second, but it is spelt differently: Eb has become D4.
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Written in this way, it can be regarded as VII’d in E minor (D#-F§-A-C) or,
more simply, as V7 - the C in the bass being an appoggiatura on to the root of
the V7. It is worth noticing that although the diminished 7th chord here
resolves into E minor it could also have resolved into E major. (In addition to
the chords mentioned, there is also another diminished 7th chord: the one
above the bass C#in the first bar. This is used as a chromatic chord resolving
on to the dominant of G minor.)

Because it so easily suggests uncertainty of key, and because of the
dissonances it contains, the diminished 7th chord can have a very restless
quality. This effect is heightened when several diminished 7ths follow each
other in descending semitones, e.g. —

a1 L UCY

lll"'.-l“l-l.—

L B 1 > = <G s A B (.
7

i

Mozart used precisely these chords with brilliant effect in his Fantasia and
Fugue in C (K.394) for piano. The passage (which is in free rhythm and
without bar-lines) would take up too much space to quote in full, but the
chords are laid out in wide arpeggios which all follow the pattern of the
opening -

="

P
7 4 n - 1 I Il =

R =
The last diminished 7th (on D#)is followed by a § chord on E in A minor, so in
spite of its many chromatic notes the passage ends where it began as regards
key. (A similar succession of diminished 7th chords occurs in the closing bars
of the Fantasia in Bach’s Chromatic Fantasia and Fugue [BWV 903],
although there it is used with quite different effect - supporting an
elaborately expressive melody, and over a tonic pedal.)

The chord has often been used with great dramatic force in opera. Mozart
again provides splendid examples - particularly towards the end of Don
Giovanni. Two characters (first Donna Elvira and then Leporello) are both
accompanied by diminished 7th chords as they cry out in horror when they
catch sight of the statue of the murdered Commendatore approaching to

summon Don Giovanni to hell. The actual entrance of the statue is marked by
another diminished 7th chord (£f) -
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Enter the statue of the Commendatore
(Molto allegro) Andante o S
e $2 £
i — =¢r == =
— i +— —+ }
(Orchestra) (p ) ya ff
0 — —+—
&wl{r L - 4 L4 - {ET’! h - -
' =3 = = =
F major qv z
The Commendatore:
A
hH Y 2 y ) 1Y 1 =)
P Py )| 17 =
. | | T - — }
¢ Don - Gio t van ni!
¥
(OI‘Ch ) :
Y e E— s o o
N — o o —0 >
v haf hel 1 | 1 T
#3: = #j ? B -r- -B
D minor

This last diminished 7th, in fact, is not only important for its dramatic effect
but also crucial for the musical structure of the entire opera, since it turns the

music back to the tonic key of the entire work: D minor.

17/5 The augmented sixth

In the following pairs of examples, the chords marked * are identical -

Q e T - 9 b — T T
'7“"‘11—5_]]7 ,7{ j Y 4 |—V-| [ [ L’IJ;
(a) © f f © ]9 f
2 4d < |4
?—'_h I P Q—i I"D11) 7 =
| i I I
C minor:  IVb \Y *
= = = A — !
o - — | - 2
D) D)
o o7
4 | J < J
) z ¥
r 7
C major: IVb \Y 3
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t B — t Q ) ) | T 1
e O b bt
L5 e — 9 —o < 1) —& o Hgy =
-fh f o fn f
“ o d
» »
1 b | . 1

5 =Yoo

D1 Ia Db 7 [9

r %
C minor: IVb \Y%

These chords have all arisen because accidentals have been introduced into a
simple diatonic progression: IVb-V. In (a), F-G in the melody becomes
F-F4-G. The same thing happens in (b), but also the bass is changed: A-G
becomes A-Ab-G. In (c), the normal resolution of the suspension (F) is
changed to F§.

A strongly dissonant harmonic interval is produced by the chromatic notes
in these progressions: Ab-F#. So striking is this interval that the chord itself is
named after it - the augmented sixth. However, the augmented 6th chord
occurs in three versions, and although all of these may be described as
augmented 6th chords they also have individual names. All of them include
the interval of a major 3rd as well as the augmented 6th above the bass note:

e.g. % . If only these three notes are used (as in the examples above),
the chord is known as an Italian sixth. If an augmented 4th above the bass is
added, e.g. % , it becomes a French sixth; and if a perfect 5th
above the bass is added, e.g. , it is a German sixth.

The augmented 6th chord originally arose as a result of chromatic notes
moving by step, as illustrated by examples (a), (b) and (c). When, towards
the end of the 18th century, it began to be treated as an independent chord
(not merely as an elaboration of a diatonic progression), the chromatic
notes were no longer always approached by step e.g. -

0 |

§r

| l I
Being dissonant, the interval of the augmented 6th still expects a resolution.
Normally the two notes open out to form an octave (or a compound octave) -

§—fo , in which case the chord is commonly followed by V or

Z. M
| Fan WV S ) P= ¥
V4 ©

o o) o - o [
by Ic-V, e.g. in C major or minor - ?#EEH or %
()

R — oot
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These quotations from Beethoven’s piano music illustrate straightforward
uses of augmented 6th chords -

Beethoven, Bagatelle, Op.119 No.1

Allegretto
\J \} v
Q | a v v v | | :
_?j_—-'_ I [ T | T
SGES SETSsEss S s s s
v v )y Y . v 'v_ ﬂ' . etc.
1 .- T -
3 B £ e L T
b JA PN 1 I LA PN PN 1 T
v ks 3 1 1 '
G minor: Ir.6th
(Allegro) Beethoven, ‘Pathétique’ Sonata, (3rd mvt)
0 | {
Hh b e e :
D} > ’ o » g
\/
p/\ . etc.
RN e be |,
ﬁ 1 1 |o”) P I I {
CE ) Y ) Y A 1 T 1 1 I |
| N0 . ' P2 & 1 { 1 1 | T M 1
v T T L | 1
Eb major: Fr.6th

Beethoven, Piano Sonata, Op.109 (3rd mvt)
(Andante)

E major: Ger.6th

Augmented 6th chords are most frequently based on the minor 6th of the
scale, as in all the illustrations given so far. But they are also sometimes used,
both in major and in minor keys, on the minor 2nd (with corresponding
resolutions on to I or IVc-I). This French 6th occurs in the orchestral
introduction to Act I of Puccini’s La Bohéme -

(Allegro vivace)
/——_x# . Q
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C major: Fr.6th
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Occasionally augmented 6ths are based on other notes, for example the
subdominant in major keys.

When the lower of the two notes forming the augmented 6th interval is in
the bass, the chord is often described as being in ‘root position’. This is
certainly convenient, even though it is also somewhat illogical. (As the
examples at the beginning of the section show, the bass note is not a root in the
usual sense, i.e. it is not the foundation of a triad.) Similarly, and with similar
reservations, the chord can be described as inverted when the lower note of the
augmented 6th interval is not in the bass.

The following arrangements of three passages from the second movement
of the Symphony No.1 by Brahms illustrate the use of ‘inversions’. They are
all in the tonic key of the movement: E major. (It is true that chromatic notes
produce strong suggestions of E minor, but in context the impression is only
temporary; moreover, the chords in question are the same in the minor as in
the major.) All three passages include the German 6th on the minor 6th of the
scale, but with different notes in the bass. At (a) the chord is in ‘root position’,
at (b) in ‘first inversion’, and at (c) in ‘second inversion’ -

(Andante sostenuto)

L YR |

©)

|
| l ;J. T —
T S S
A N S | we
Bar 22 -
e = = @
%{”E” e e
= g | 1 IAVA T [
= > & > 7 T Il
S ——T ﬁ

(i) (p) espr.
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<>,\‘/'\
I S 4:@@,5 Y [N

o LA } & & & |

(Bar 13)

(iii)

Ne!

~2

(Bar 69)
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Like the diminished 7th, the augmented 6th chord hasrich possibilities as a
means of modulation. The most obvious example of this is the German 6th:
spelt differently it becomes a V7, e.g. -

German 6th
(e.g. on bVI in C) V7in Db

Naturally, the Italian 6th - being identical with the German 6th but for the
absence of one note - can function in the same way, e.g. -
) _bo

58—
0] o

Thus it is possible to modulate by means of a pivot chord which is a V7 in one
key but an augmented 6th in another. A very clear example occurs in the
cadenza of the last movement of Mozart’s C minor Piano Concerto -

(Allegretto)
0 15# o o ﬁ;»a;».. .ﬁ#b'ﬁ P/L\._
o e — =1
AN\I V4 1® ]
d
T — U etc.
:ITU forkd Tkl - — —& |
=== 'r = =+
T I 1

The passage as quoted here starts in Ab major. In the first bar there are two
chords: Ic-V”. The next bar sounds exactly the same, but the second chord is
written differently. Db becomes C#, and the chord thereby becomes an
augmented (German) 6th chord. It is now treated as an augmented 6th on the
minor 6th of the scale of G minor, and the passage continues in that key.

Another quotation from the opening chorus of A4 German Requiem by
Brahms demonstrates a rather similar modulation. Before looking at the
modulation itself it is worth noting what happens when the chorus enters at
the beginning of the movement, which is in F major -

(Ziemlich langsam) 1

~ ) 1
)’ A 1 1
7\ | " ) - { -
| .o VLA 2 1 bl Py
ANV [® ) l‘; ©
p— r
se - lig sind,
Blest are they,
- - J
g. S S S
o ¥ 7 ~ ot y 2 -
H 1 PN
L4 T
\

'In contexts such as this, it is not necessary to write four sets of rests — one for each voice
(SATB). One set per stave is sufficient to make clear what is intended.
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The first bar here consists of a tonic chord. The second bar adds a minor 7th to
the tonic chord, so that it can act as a secondary dominant to the next chord
(bar 3), which is IVc in F. This is all relevant to the modulation in question,
which occurs a few pages further on. Here the music is in Db major (see p.148),
and the chorus re-enters with its opening theme, but now in Db. One expects
it to continue in the same way, i.e.

0
ot
D)

1 Il 4 -
ba &
| To N bo -
= Id
5\- ll‘;c |Lo |IJ,
FH—beo = o ———
“ 1
But what actually happens is this -
I/()
)’ AT I
V 4\ b 1 r -
a2 i &
o) E’_Q_ —
D A= o -r‘
bo b o
Y —+8 = 5= =
)i b8 bo —
1

The fact that the inner parts have been interchanged in bar 1 is of no
consequence - the chord is still I (in Db). However, the re-writing of Cb as By
is of great significance: the chord is transformed into a German 6th. In this
form it can now lead the music back to its home key, F major. It is treated as an
augmented 6th on the bVI in F, followed by Ic. (The orchestra then takes
over this Ic chord and continues in F major.)

The scope for modulation is widened much further when one takes account
of the fact that the augmented 6th can be based not only on bVI but on other
notes of the scale as well - e.g. on bII and on IV. It could be approached as an
augmented 6th on bVI in C, for example, and left as an augmented 6th on
bII in G, or on IV in Eb (or, of course, vice versa in each case).

17/6 Harmonic sequences

A sequence is a pattern of notes which is immediately repeated at a higher or
lower pitch. There may be only one repetition, or several. Sequences may
occur in a melodic line (‘melodic’ sequences) or in the chords used (‘harmonic’
sequences): the two can be used independently, although usually they are
combined. This section deals with harmonic sequences.!

!See 18/3 concerning melodic sequences.



166 CHROMATIC CHORDS

By far the most common kind of harmonic sequence is one in which each
chord is followed by one whose root is a 4th higher or (which comes to the
same thing) a 5th lower. The following example represents the basic pattern.
(For ease of reference and comparison, this outline and the variations of it
which occur later will be given in C major and lettered (a), (b), etc. No special
significance need be attached to the time signature or its strong-weak
implications: the progressions can be differently accented and, of course, used
with different rhythms.)

0 e | , | . ,
)’ 4 2 ] | 1 1 T T 1
@Eﬁ;ﬂ:’;‘l : :iﬂ:l %:[
(a) etc.
l "
1 - 1 I I
0 > T r J I Py T
JA 1 1 P 1 | e 1
= 1 1
i o] -] =

A 7th may be added to alternate chords, or to every chord, without the basic
progression being affected, e.g. -

() | ! | | n | | | |
A =5 : X !
. ¥ EE s
(b) etc. (¢) etc.
| i | n
1T o 1 1 2 ] | I
sellelloly  (oEhrirhs

There is an example of the use of pattern (c) in the third movement of
Mozart’s Piano Sonata, K.533, (although, because of the three-part texture,
the 5th from the root is absent from each chord) -

(Allegretto)
L T =
A\IV2 —— . ;I;g
] |-

Te

et fo

N

o

This passage is simply an elaboration of -
| |

O 1. | | | L | R
Y 1D H | =] =1 | 1 1 1
Y 4 H 1V fo) e 7 77 0 —————— -
D Yord ForJ =Y =y L= 1
1 1 | =4 | —d e 77 7 A AN
| [ [ | T "|r
etc.
,
O | =Y I 1 1 1
E '0 1D h [ =4 1 fo) | =Y 1 | | KN
b 1V T d { ,1[ | =l I 7 { |l
o E— i ! = >
F minor: 1 7 bVII? 111’ vI’ 117 \%

(Note the 7ths and their resolutions, indicated by arrows.)
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The pattern outlined at (a) may be modified by the use of inversions, with or
without 7ths, e.g. -

[9) |

| , I ! 4 0O | ! } N 4
" 4 I t T 1 1 " — 1 - — t
(d) etc (e) etc
ST rirrie e
y R — T T
ﬂ | | 1 1 ' y
Y T - — 1 t t
) etc.
i "L T T i [i %

All the above sequences are entirely diatonic. As a direct consequence, the
opening chord progression in each case is not always followed absolutely
exactly. In (a), for instance, the first three chords are all major, but the fourth
chord is diminished, while the next three are all minor. Notice, too, that one
interval in the bass line is not perfect: F-B is a diminished 5th.

When the repetitions of the opening pattern are transposed exactly, a
sequence is said to be ‘real’. Here, for example, are the first three chords at (a)
continued as a real sequence -

=SS e

EE=ess

bt

g7
| 128

The other sequences can similarly be turned into real sequences: e.g. (b)
becomes -

g  —r— -+
{ 3 |IDE
b
(h) etc.
E——— —-— 1T 1
e e e

Sequences such as (g) and (h) above, it will be noticed, are simply
successions of V-I progressions in keys descending in whole tones: C major,
Bb major, Ab major, and so on. Real sequences, therefore, are a means of
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modulation. They can be kept going just long enough to get from one key to
the next (e.g. from C to Bb in the last two examples - the first four chords of
each), or they can be continued further to reach more distant keys. An
example of the latter occurs in the first movement of Schubert’s Piano Sonata
in E, where the composer uses the pattern outlined in (h) to modulate from B
major to F major -

(Allegro ma non troppo)

.
Py & P LA . ry
v 1 1

¢ j I 1 I i |
ff etc.

y A ! i
T
st
=3
There is no necessity, however, for sequences to be either diatonic or real.

This can be illustrated by comparing a different sequence with two variations
of it -

$T
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S
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etc. etc.
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0o 1 1 | |
n etc.
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The first of these patterns is diatonic; the second real - a succession of V-I
progressions in C major, D major, E major. The third, however, is neither
diatonic nor real: it is a succession of V-I progressions in C major, D minor and
E minor.! A passage employing this last pattern (but with the addition of a 7th
to each of the V chords) is to be found in the second movement of Beethoven’s
Piano Sonata, Op.14 No.2 -

'This type of sequence is perhaps best called a ‘tonal’ sequence, although purely diatonic
sequences are also said to be ‘tonal’. Another term, ‘modulating sequence’, is usually reserved
for a sequence which leads to a change of key (as in the Schubert example above), and hence can
exclude sequences of the present type - as will be seen in the Beethoven example which follows.
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Nei
|

Ne

o
L

* i T 1o et
5—r Eo o — —8
——5—%—7—g T ——
AR 7
sf S S |

A striking feature of this passage is the way in which the melody moves up
in semitones. The chromatic ascent can be moved to the bass part by varying
the same sequence with alternate chords in first inversion —

0

Ne

T

]
Y t N t T T "4 — 1 T t t
A  — . e A —1 I I
©z 4 | zEa s
etc, °F with etc.
* Tths
ol m . b - m
#F ]‘ } #? T i} 1

T B R A — LT B B

If the bracketed accidentals are included, the sequence becomes real. We have
already seen an example of this progression in the extract from Handel’s
Messiah on p.152.

In the Beethoven quotation above, it is important to notice that the passage
ends where it began: in C major. Indeed, it can accurately be said to be in C
throughout. The 7th chords on the bass notes A and B (bars 1-2) are simply
chromatic chords in C major - secondary dominants leading respectively to
the diatonic chords of II and III.

Even real sequences do not always modulate 7nz0 the keys which they touch
- not even temporarily. Here, for example, is a further variation of (a) above: it
should be compared with (h) -

o
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| 18

YT

"
() etc.
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I

In this progression, the first chord is the dominant 7th of C major. The
listener expects it to be followed by a tonic chord in C major, buta 7th (Bb) has
been added to the C major chord so that it becomes instead the dominant 7th
of F major. This chord is in turn followed by the dominant 7th of Bb major . ..
and so on. No chord, in fact, can be taken as a tonic: the whole progression is
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simply a sequence of dominant 7ths. One can say that it modulates from
C major ‘through’ F major, Bb major, Eb major, Ab major etc., but not thatit
modulates #nzo any of them. However long it is continued, it will not arrive iz a
key until the sequence itself is brought to an end and emerges on what can be
taken as a tonic chord.

All the sequences discussed so far have been sequences derived from two
chords. The two quotations which follow are examples of more extended
sequences. The first is derived from three chords; the second from four (as
shown by the given chord indications). Both are tonal sequences -

Weber, Der Freischiitz (Overture)
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Beethoven, Piano Sonata, Op.10 No.l (Ist mvt)
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CHAPTER 18

Aspects of melody

18/1 Some definitions

At its simplest, melody can be defined as a pattern of different notes
performed one after another, i.e. one at a ime. The pattern is formed by the
pitches of the notes and by their rhythms. In most of the music which is
familiar to us, melody is designed to go with harmony, and is closely related to
it. But it has to be remembered that melody can perfectly well exist by itself -
without harmony or, indeed, any kind of accompaniment.! Most folksongs
were conceived without harmony, and so, of course, was all music composed
before harmony had been invented. After the invention of harmony,
professional composers very rarely wrote unaccompanied melody - not, at
least, until around the end of the 19th century, since when some outstanding
examples have been written (e.g. Debussy’s Syrinx, for solo flute).

When we talk about ‘a melody’, or about ‘melodies’, we mean rather more
than when we talk about ‘melody’ alone. A melody is melody shaped in a
particular way: shaped so that it seems musically complete, and with a clear
sense of inner design. (There is no real difference between a melody and a
‘tune’, although the latter word is often used to describe a melody which is
especially clear-cut and memorable.) The design of a melody or tune is
provided by the ways in which the phrases relate to each other. For example,
they may all be the same length; or a rising or falling pattern of notes in one
phrase may be imitated in another, either exactly or approximately. Later in
this chapter we shall explore these issues in some detail, but first we must
consider a more general aspect of melody: the pitches of the notes, and the
ways in which one note moves to another.

'Melody by itself - i.e without harmony, and not combined with other melodies to make
counterpoint - is known technically as ‘monophony’ (from the Greek for ‘single sound’).
Compare ‘homophony’ and ‘polyphony’ (see footnote on p.126). The word ‘monody’ (from the
Greek for ‘single song’) refers to sung melody: modern composers sometimes use it to describe
an unaccompanied melody for solo voice, but the word is more commonly applied to certain
types of accompanied song, particularly in Italian music of the early 17th century.
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18/2 Note relationships

The earliest melodies were sung, and our notions of melody - of what is
‘melodic’ or ‘melodious’ - have continued to be greatly influenced by what is
easily singable. This, at its most basic, is a purely practical matter. For
example, the voice has only a limited range, and so we very soon run up against
the problem of notes that are too high or too low. Similarly, the voice does not
easily adjust between two notes which are far apart in pitch, which makes it
difficult for us to manage leaps of very wide intervals. But there is a deeper
issue: to be able to sing a note one has first to ‘hear’ it. This means in effect that
one has to be able to relate it mentally to the previous note. If there is no clear
relationship, we have considerable difficulty. The usual way in which notes of
a melody are related is that they all belong to a particular scale. Even then,
however, we tend to find some intervals awkward, especially augmented and
diminished intervals.

As harmony became established, people grew accustomed to the sound of
chords. Consequently, melodic patterns made from the notes of chords
became easy to ‘take in’ and therefore to sing - even if they included several
leaps in succession. There is no great difficulty in singing this, for example,
because all the notes belong to a major chord -

O i
T —— T t s
o - " * '
Similarly, these notes all belong to a dominant 7th chord -
0 ,
A—4 —F— - t —
D +  ° < - .

and so can quite easily be ‘placed’ in the mind - even the diminished 5th
between the E and the Bb. But augmented and diminished intervals which are
not related as notes of a chord are still likely to seem difficult. Just one
accidental added to the last example would be sufficient to destroy its chord
pattern, thereby making it far more hazardous to sing -

Not only is there a problem in ‘finding’ the augmented 5th (C-G#), but the
diminished 5th (E-Bb) also becomes troublesome because the sense of a
familiar chord has been lost.

Of course, passages which would be difficult - or even impossible - to sing
may not be at all difficult to play. Most instruments have a much wider range
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than the voice, and some (e.g. the clarinet and the violin) are particularly well
adapted to patterns such as wide leaps. And on many instruments (notably
keyboard instruments) one does not have to be able to ‘hear’ a note before one
can play it. Nevertheless, even melodic passages written for instruments
regularly display many features which are also found in those written for the
voice. Sometimes this is simply because we find anything which we can
associate with singing particularly expressive and eloquent (hence the
frequency of the direction cantabile). But there is another reason. As listeners,
we can very well grasp patterns in instrumental music which are similar to
common patterns in vocal music, even if they could not literally be sung. This
passage, for example, is too high to sing, yet we feel entirely at home with it
since it would be easily singable if it were one or two octaves lower.

Allegro giocoso, ma non troppo Dvofték, Violin Concerto (3rd mvt)
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In much the same way, when we hear this extract from the first movement
of the Clarinet Sonata in F minor by Brahms (played by a Bb clarinet and
quoted as written - i.e. at the transposed pitch!) -

[ ]
(Allegro) X P
R T e £ e Qc;é
.
&4 —— Ge - Lt
\ 4 N
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espress. ~ ——

we have no difficulty in understanding the pattern in the notes marked
™ x ', even though they could scarcely be sung. We instinctively
recognise that they all belong to a straightforward chord, one which frequently
gives rise to equivalent patterns in vocal melody.

Both vocal and instrumental melody, indeed, can be largely built out of
chord patterns. A very clear example occurs in a passage at the beginning of
Schubert’s Symphony No.5, in Bb, starting at bar 5 -

'See p.211.
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(Allegro)

14 15 16

. . /\
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N3P 1 S ——— - 4 T
o
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Bars 5, 7, 9, 11, 13 and 15 are made exclusively from the notes of ordinary
diatonic triads in Bb. In fact, the entire harmony of this particular extract can
be said to be outlined in the melody, as can be seen by comparing the chords
actually used by the composer (indicated below the staves).

18/3 Melodic sequences

It was pointed out earlier (at the beginning of 17/6) that melodic and
harmonic sequences are very frequently combined. Thus, some of the
quotations which were given as examples of harmonic sequences also provide
examples of melodic sequences: notice particularly the extracts from Mozart
(on p.166), Weber and Beethoven (p.170).

It was also noted that melodic and harmonic sequences can be used
independently. In this passage, for instance, there is a melodic sequence, but
no harmonic sequence -

Bach, French Suite No.2 (Minuet)

Q l'r - Irr—r—-‘—!—r—‘l

A
= S L 11 L

Here the sequence is diatonic: it does not modulate, but neither is the
transposition exact. (An exact transposition - i.e. a real sequence - would have
required Bbs in the second bar of the melody.) Further melodic sequences,
again diatonic, are to be found in bars 7-9 of the Wagner quotation on p.187.


John Oosthuizen
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18/4 Regular phrases

The most common type of phrase is four bars long. A typical phrase inZ,
therefore, would contain 16 beats; one in % would contain 12 beats, and so on.
Often such phrases start at the beginning of bar 1and finish at the end of bar 4,
for example -

/AP I P R PP P

However, the 16 beats could be grouped differently: they do not always start at
the beginning of a bar e.g. -

AR P
o IIF RPN

We have seen in Part I (p.68) how a phrase of this kind may be set to a line of
poetry. And just as a line of verse creates an expectation of another line to
follow it, so a musical phrase seems to demand another, matching phrase. Two
phrases working together like this may be compared to a question and an
answer. Technically they are called an antecedent and a consequent, the
two together forming a sentence.!

Even the shortest melody must have at least two phrases: an antecedent and
a consequent. Below is an example (again from the first movement of
Schubert’s 5th Symphony). Although it occurs during the course of a long
movement, it is nevertheless a true melody, complete in itself.

(Allegro) Antecedent
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'In a song, a musical sentence does not necessarily correspond with a sentence in the words, so
the full stops in the words cannot be taken as a guide to the phrase structure! (Some writers use
the word ‘period’ to describe a musical sentence, but that word is also used in more general
senses.)
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It is not just that these phrases are the same length which makes them seem to
belong to each other: their rhythms are almost identical. Moreover, there are
two other features which contribute to the question-and-answer effect. The
first is provided by the pitch-patterns in the melody: the opening six notes are
repeated almost exactly at the beginning of the second phrase, although
transposed one note higher. The second feature is to be found in the
accompanying harmony. As quoted above, the melody is in Bb major,! ending
on the tonic, and harmonised by a perfect cadence in that key. In the middle,
however, it modulates briefly into C minor; and the first phrase ends witha C
minor chord (II in Bb). Clearly the music could not finish at this point. The
harmony too demands an answering phrase, one which will bring it back to the
tonic of the home key: Bb. Other features (such as dynamics) can also
contribute to the feeling of phrase structure in music, but the above example
illustrates the three which are most crucial: rhythm, pitch-patterns in the
melody, and (in harmonised music) the accompanying harmonies.

An antecedent may be followed by more than one consequent. At the
beginning of Beethoven’s Piano Sonata in F, Op.10 No.2, for instance, there
are three phrases: an antecedent plus two consequents -

Antecedent Consequent 1
Allegro r' 1T

-

Consequent 2

D Y N I 1 — 1
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}
etc.
D]

Phrases sometimes (though not always) divide into smaller passages called
sections. The first phrase of the last quotation is an example, made clear by
the rhythmic repetition (shown by brackets enclosed within the phrase
brackets). In the next quotation below, both phrases divide into sections -

1At its first appearance in the movement, it was in the dominant key (F). It is quoted here as it
occurs later, in the tonic key. In the score, the melody is doubled an octave lower by the 2nd
violins, and the bass line is doubled an octave lower by the double basses.
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Allegro Mozart, Piano Sonata, K.576 (1st mvt)
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Here the antecedent and the consequent are almost identical in their first
sections: their rhythms are exactly the same, and both are formed from the
notes of chords (I in the first section of the first phrase, and II in the first
section of the second phrase). Notice the importance of the two cadences
(imperfect at the end of the first phrase, perfect at the end of the second) in
producing the question-and-answer effect.

There are two other basic points to note concerning phrases. The first is that
two phrases may be linked by decorative notes following the cadence at the
end of the first phrase. Two 2-bar phrases are linked in the next example -

Mozart, Piano Sonata, K.570 (2nd mvt)

Adagio
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