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This text is mainly about harmony and harmonic gsial- though other aspects of analysis are
mentioned too, along the line. It is possible (@tolb even) that you are informed about some topics
in this text. | am mentioning these things mairdy the sake of some completeness.

Since around 1600, in most compositich®rdsare used: triads and seventh chords. In other
words: theharmonyplays an important role. In a harmonic analysisolEions can be made about
the relations between chords, and about their pfatee key(s). It may also be important to look
for relations between the harmony and other aspd@somposition, like the melody or melodies,
the phrases, the form, and the meter and rhythm.

Some tones in tonal music are part of the melogtynbt of the harmony; these tones are called
embellishment tonésAnd in most tonal music the harmonyayered,meaning that not all chords
are equally 'important: we can distuingish betwstencturalandnon-structural chords.

When making harmonic analyses you could use setegfahiques, such as:

- analysisof thedegrees the harmony of a composition is described usioghB numerals for the
scale degreesthe inversions of the chords can be added. IngiERdman numerals sometines
chord symbolsare used.

- harmonic reduction: the score is 're-written' in such a way, thaypat mainly, the harmony is
visible. Of course, this techniqgue may be combiwvét an analysis of the scale degrees.

- harmonic/melodic reduction usually the score is 're-written' in such a vihgt only, or mainly,
the (most important) tones of thassand theupper voiceare shown. An analysis of the scale
degrees may be added.

When making, or reading and understanding, an haimanalysis it is necessary to be aware of the
meaningof the chords, mentioned in the analysis. Sometiimesneaning of a chord, or a group of
chords, is clear through description with a Ronsuake degree) numeral(s), sometimes it makes
sense, or turns out to be necessary, to add fusipdanation or interpretation to a scale degrees
analysis (or to a reduction).

degrees and functions; main degrees and secondargatees

Every tone of a minor or major key has its own alter, and therefore plays specific roles in a
piece of music (and doesn't play certain othershoke quite obvious example is the leading tone in
the major and harmonic minor keys: usually it resslto the root of the key. Another - maybe less
obvious - example is the sixth in the major andrglanic) minor keys: this tone often leads down,
to the fifth of the key. In tonal music, such '®llare determined by tlaidible relation with the

root of the keythe presence of this root creates the possibdityafcertain tone to play specific
roles.

For triads and seventh chords applies the same ordess. For instance: a chord that contains the
leading tone, logically is followed by a chordwich the root of the key plays an important role.
The role of a chord often can be described everempuaacisely than the role of a single tone: the
combinationof three or four tones (and therefore: the coliiam of several 'roles’) clarifies the
status of the chord they are forming.

1 Further explanation: see the chamerbellishing tones (passing tone, neighbouring,tenspension, anticipation

2 Further explanation: see the chapteuctural and non-structural harmony / faux-boundopedal pointWe can
also speak of structural and non-structiiamony.

3 For an explanation see the sectilggrees and functions; main degrees and secondsyredelow.

4 The use of chord symbols is common practice wheseribing Jazz music, for instance. Chord syméaxdsalso
sometimes practical in the description of musitheftwentieth century.

5 Some examples of harmonic reduction you can findy text“An example of sonata-rondo: Beethoven, sonata in
¢ minor op. 13 (Pathetique), third movement(ftbm page 4).
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On every tone of the major and minor keys a choyrad or a seventh chord) can be plag&dich a
chord on a tone of a key called:degree.There are seven degrees, as many as there ararnidhes
key. Degrees can be 'labelled’, using Roman numdfal example: Il means: the triad on the third
tone of the key, IV7 means: the seventh chord erfdbrth tone, 16 means the triad on the first
tone, in first inversion.

Degrees differ of course, because they are onreiffeones of the key (and thus consist of differen
tones), but they differ above all because of tl&ferent sound:

1. in amajor key the triads on |, IV and V are major ; the triaaslp Ill and VI are minor; the
only diminished triad is on VII.

2. in aminor key the triads on | and IV are minor; the triad on fmally is major - because
of the use of the (artificialpading tonen minor keys In the so-calledhatural minor key
the triad on s minor. On 1118 and VI stand major triads, and on Il and VIl uspal
diminished triads. The use of the leading toneaisseg the diminished triad on VII: in the
natural minor key the triad on VIl is major.

The minor key isnore complexhan the major key: in fact a minor key considteine tones, as
(often) the seventh and (less often) the sixth toag be raiseé:

1 2 3 4 5 6 6# 7 T#
Therefore, in theninor keyin principle more different chords are possiblentimathe major key.
A schematic overview of the degrees (triads) innttagor and (harmonic) minor keys:

(May =major fin = g Major: VI VIl 11 vV VIV
[min] [dim] Maj min min Maj Maj min dim

minor: | Il v v vi vilt i} [H]
min dim  Maj min Maj Maj dim |
min [dim]
]

As a music example:  examplel
maj=major min=minor dim=diminished

D major

Imaj Wi Wi

In the above schedule is visible that the chordsnmajor and its relative minor key almost
completely correspond: the minor key is a minorcielow its relative major key, and consists
basically of the same tones. For example, an E mtira@l can be used as Il in D major, but also as

6 Chords might alos be placed on samisedor lowerdtones. | am disregarding these possiblities here.

7 The so-calledharmonc minor scale

8 In a minor key, when the leading tone is usedgplpears as aaugmentedtriad. 11l as an augmented triad is much
less common than Ill as a major triad - and fot thaon only the major triad is mentioned in thieesiule.

9 Itis common practice to speakldrmont minor (minor scale with raised 7), andneélodc minor (minor scale,
using raised 6 and 7 when going up, and usingralaiand 7 when going down). In practice we obsémixed
use' of these scales though. Therefore they canrmdered as merely theoretical '‘constructions'.
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IV in B minor; a D major triad can be used as Dimajor, but also as Ill in B minor, etc. As
normally the leading tone is used in V and VIl imanor key, these degrees differ from Il and V in
the relative major key (in example 1: A# ). The &g of a major key correspond exactly with the
degrees of itsatural’ minorrelative:

(Maj = major min = majeur: [V.I] [YII]I | II. III. v | \Y, .VI | VII_
minor dim = [min] [dim] Maj min min Maj Maj min dim
diminished)
natuurlijk mineur: | Il u v v Vi Vil Il ]
min dim Maj min min Maj Maj [min] [dim]
As a music example: example 2
maj=major min=minor dim=diminished
D major
L Unaj Limin Wanin Wingr Vingj \‘:Imin ‘(’Pd:‘m
&Fg—g 5 8§ 8 8 O—

v O b A A

B minor ('natural') I i I I I

A Umin Wdim Wmaj Wmin Vimin Vimay Vilmay

Degrees can also be used in the forrmesfenth chordBelow is a list of the most common seventh
chords in major and (harmonic) minor keys:

_ _ _ _ majeur: vry v 1’ s m" v v: vir Vi’
(Maj = major min = minor . . . . . . . .
dim = diminished [min] [hfdim] Maj min min Maj dom min  hfdim

dom = dominant seventh

chord
hfdim= half diminished) ~ harm. mineur: 1 1kt m* v v VIT VI 1] [117]
min  hfdim Maj min dom Maj dim [min] [hfdim]
As a music example: example 3

maj=major min=minor dim=diminished
hfdim=halfdiminished dom=dominant seventh

D major

Uy Winin Wiyin Wings Vigom I7mm H7hfdim
() = (]

DS - A A

B minor (harmonic) I I I
17 i H7hfdfm m7maj VT i Viom VI7maj VI g,
Q

The termfunction is used to describe whicble(s)a chord plays in a piece of music. We
distinguish three functionsonic, dominant andsubdominant (abbreviated: T, S and D). Each
chord in a piece of music has one of these thneetitns. Some chords always have the same
function, others may have different functions, aad therefore play different roles, depending on
the context.



The seven degrees of the major and minor keys ealMiled inmain degreesandsecondary
degrees Main degrees are functionally clearer than seapndegrees. The main degrees are: I, IV
enV ; the function of | is: tonic ( | can be calesed as the 'central chord' in a tonal pieceabse

it stands on the root of the key); the function\bfs subdominant, and the function of V is:
dominant.

The role of thdifth in the harmony of tonal music probably is the ma&iason that I, IV and V can
be described (and heard) as main degrees:

- The fifth can be considered as the 'simplesthuallg(after the example4 in G major
octave, but an octave is hardly heard is an intet¥&/hen two ;
chords with roots a fifth apart are connected, ¢bisnection is P
perceived as 'strong'. (We could also say: as 'easy S
understandable': every other connection of twodha more
complex.) I and V are a fifth apart, as are IV an |
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- Adiatonic key (a key, consisting of five whotmes and two semitones) basically is a row of
perfect fiths''The major and the 'natural’ minor keys both areodia keys. In other words: major
and minor keys consist ofpart of the circle of fifth(namely half of it, plus one tone):

example 5 tritone (_ofl_'?ff{q_effﬁﬁy_\
QQ < A -
. L) = (&) y i —= =
Cmajor —~"¢5 {5 () —>{’\th & o o ©
O . O v o o ©
perfect fifths
tritone (dimished fifth)
/"‘—g--ﬁ! <> 5] T o O
. . = (@) 7 7 o <O
Aminor =5 {s (8] S 7o T —
LAY A
< YA [Y)
perfect fifths

It is therefore logical that chords on tones s fifth apart from the tonign both directions) have
special importance. Chords on tones that are fugway from the tonic (measured in fifths) have
weaker relations with the tonic, which resultsaad functional clarity. For instance: a triad omD

the key of A minor is just one fifth apart fronettonic, and has clearly dominant function; a triad
on F on the other hand is four fifth apart from tbeic, and therefore functionally much less clear.

In the next chapter | try to specify theeaningof the terms tonic, subdominant and dominant.

10 After the octave, the fifth is the masinsonantnterval. This is visible in the structure of theertone series.
11 Next to major and minor keys, the so-called “chumodes” (or better, and shorter: “modes”) aréodia as well.



tonic, dominant and subdominar / main degrees

The functions: tonic and dominant are relativelgyeanderstandable. Thenic can be regarded as
resting point,or starting point.The first degree in particular is clear: the vaajanty of tonal

music ends on |, most pieces also start onadther places in a composition a conclusion of a
phrase on | mostly sounds as a resting point als wel

The dominant tends tdlead to'this resting point. Thereby the following pointg amportant:

1. Achord with dominant functioalwayscontains deading tone(= the seventh of the scalefanor
secondelow the root). The presence of the leading t@mebe regarded as 'minimum condition' to
which a chord must meet to be able to act as ardomiThe leading tone hasmelodic functionit
leads into the root of the key, in the same vdiceother words: iresolvedo the root:: 70 —> 17).

In minorkeys, in all dominant chords tljertificial) leading tone must be usek the seventh of the
'natural minor' scale is a major second below tla¢, :and therefore not useable as leading tone. See
example 6a.

2. The main degree V contains the leading tone ¢=ttind of V ), and moreover ttidth of the key.

This fifth has a tendency to fall a fifth down famp a fourth up) to the root of the key. This
tendency can be called: tharmonic aspect of the dominant function.

example 6
a. b. c.
C major A minor C major A minor C major A minor
!
e — T : o i i
ﬁ — f’ © = zu!z
5 5 5 5
d. . _
So, in the triad on V, the melodic function of thading tone , bmaor A tnor
. . . . . N ¥ ]
is combined with the harmonic function of the doamt) see h8—o e
examples 6¢. en 6d. e e
The relation V — | can be understood as: the donureates o = o o
tension, which is put to rest in the tonic. e o
— —

Thesubdominantis less clear than the tonic or the dominant (sdvbeorists even deny the
existence of the subdominant ...). Since Rarieatoduced the term “subdominant”, a wide range
of explanations have been given. | more or ledeviothe explanation of Schoenberd:

Two chords standing a fifth apart are stronglyteslabecause they have@mmon tone(through

the distance of a fifth). This applies to V andut also to VI and Il, and so on. Schoenberg calls
this the'harmonic tie* between two chords (see the dotted lines in exauég). Logically, every
triad is harmonically connected with two otherdsan this way: with the triads a fifth above, and
fifth below. For instance: | is harmonically 'tieal V (the fifth of | is the same tone as the robt

V), and to IV (the root of | is the same tone asfifih of IV).

The relations between | and IV, and between V aae Isimilar: | could be considered as a 'kind of
dominant' to 1V (see example 4): | may 'lead¥4ds V is leading to | - because of the distavice
the fifth, the 'harmonic tie'. The function of Idd of the subdominant in general, could then be
described as: 'leading away from the tonic, moawgy from the centre' (centrifugal).The
dominant is 'moving to the centre' (and theretme be called: centripetal). It is then logical to

12 Rameau: Nouveau Systéeme de Musique Théoriqué)172
13 Arnold Schoenberg: Harmonielehre (1911)
14 German: harmonischer Band



assume that after | — IV (moving away from the ¢ M — | should follow (recomfirming the tonic)

When we look at these basic example 7
harmonic relations in this way, the

. MAJOR
relation between IV and V actuall MINOR
is almost a 'non-relation’: these o direot relation _ _
chords have no common tone (ne e ?‘fff’f‘g relation

harmonic 'tie"), as they do not stg v 7 v v
a fifth apart. Ir_mlnor keyghere IS | subdominant dominant subdominant dominant
amelodicrelation though: the thiri | centrifugal - - centripetal - - centrifiigal - - centripetal -
of IV (6" of the key) normally =
leads to 5 - see example 7.
I I
\ tonic , \ tonic }
- resting point - - resting point -
) dowd /I S —
b - = = &) 6P o o D)
o T TTr A VS I B
o) — o) b [ —
—— I = P I =
= | L]
5 (=4) 3 5(=4) 5

=
<

|

=
=

It is also possible to describe the function 'submant’ in a different way:

Especially in the Classical era, the harmony ab#gnning of pieces, or at the beginning of
sections of a form, often consists of only tonid @oeminant chords. We then have the impression
that the harmony does not really move yet, anddbate harmonidevelopmenis needed, before
the music can aim at some kind of harmonic 'comehiga final cadence, for instance). The
subdominant often appears after moving forth aruk frm tonic to dominant for some time (in
themes the first subdominant often appears ategehing of the consequent). The subdominant
then can be seen as starting point of a harmoanclagsion'. In a way this is logical: as soon as th
subdominant appears, all three fuctions have bsed, and the music then will move towards a
cadence.

This phenomenon is clearly visable in the firsitleeof Mozart's piano sonata in G major (see
example 35): in the first four bars only tonic ataminant harmonies are used. The subdominant
appears in bar 5, and from here the music is aiminthe full cadence in bar 8 (or bar 10). In the
first theme of Mozart's piano sonata in A minore(sgample 12) we observe a similar procedure: in
the first four bars only | and V7 are used (onadp tonic pedal point); the consequent (from Bar 5
starts from a tonic harmony, and in bar 6 the hawms 'put into motion' by IV.

secondary degrees

The relation betweeen the three main degrees canderstood from the distance of the fifth
(between IV and I, and | and V); the relation begwéhemain degreeand the scondary degrees
can be understood from the distance of the thindd§ with roots a third apart hat@o common
tones;therefore their sound is somewhat similar (thougthatl triads a third apart are sounding
equally 'similar'). Probably this is the reasort tf@ords with roots a third apart drenctionally
related.The three main degrees each are functionally e latéwo secondary degrees, standing a
third higher and a third lower. IV for example isittinally related to I, and to VI.

As visable in example 8, there are a few ‘overlgpsich is logical: three main degrees relate to



six secondary degrees — but a key contains onbrsdggrees!): Ill and VI are a third apart from
two main degrees wittlifferent functionsln major keys both chords are functionally uncletre
context has to clarify their function. The samel&go VI in minor keys - but not to Ill: when no
leading tone is used in this chord, it has tonicfion; when the leading tone is used, it
automatically has dominant function .

In minor keys, when talking about harmony, we ndlynzan assume thiearmonic minokey: in
tonal music the seventh of the key often is ra{¢eading tone). You should realize though that
scales like 'natural’, 'melodic' and 'harmonic'oniare basically artefacts: in most tonal musigthe
are mixed. The choice to use the leading tone ¢anté raised sixth tone) nearly always depends
on melodic directionthe *high’ 6" and 7” ‘cause’ ascending motion, lbe’ 6" and 7” ‘cause’

descending motion. Else than V and VII, Il in mirkeys seldom contains the leading téne:
example 8 TONIC
{4 o os § =3
g = o S S © ]
) > =3 g o ,
N4 © > > ~ 1
o e = b mostly [
I mostly tonic functon,
tonic functon, sometimes 3lwa_ys ;
always sometimes dominant ominary
subdominant subdom function function
function functioﬁ E—
TONIC
| o b e P .
VA > o A L4 o ]
F AN }'Vl P > b= b= ~ |
] Py 4 g b<d |
Y g < always  always

tonic  dominant
function function

| will not give detailed description of the relat®between secondary degrees and main degrees
here. Just a few observations:

- Secondary degree mostly are ‘weaker represensatova funtion than the main degree with the
same function: they stand further apart from that of the key (measured in fifths).

[l and VI are the ‘weakest' degrees - the functibthese degrees is not clear beforehand (bun Ili
minor keysis functionally clear, see example 8!)

- VIl israther clearly a dominant: the chord does not contain the fifth of the kidys(fifth
characterizes V, and the relation between V anblut}, theleading tonan VIl makes that it leads to
a tonic chord. In other words: VIl is lacking tharmonicdominant function, but theelodic
function ( 77 —> 1" ) makes clear enough wherei¥aiming at'.

- |l isvery clearly a subdominant The relation between | and Il is less clear thatween | and IV
(as they are not a fifth apart); but the relatietneen Il and V is more compelling than IV — V: I
and Vare a fifth apart (see example 9). This distance betwieand V is without any doubt an
important reasons that Il is used very often irgV:

H | | | |
example 9 i — o E— o
Il i instead of IV, before the dominant {[& i = f i =
J | J |
e} - 77 Y Fo [® ]
J I ) |
Z } } [® ] r I [® ]
' |
vV I n v I

- Secondary degrees often are usesudstitutesof main degrees. A secondary degree may also be
usedafterthe main degree with the same function, causinduthetion of the main degree to last
longer; in this case we can spealpailongation?® of a function. See example 10.

15 So, Il in minor normally has tonic function, aseldom dominant function.
16 This term is used also for other 'extension tegles'. Compare page 30: voice leading chord wihpnolongation
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The funcions oVI and oflll depend of the context. In the chord progressien/\/ VI takes the
place of | (because wexpect after V- substitutution ); VI in this situation is a (weak) tonic. In
the chord progression | - VI -V — 1, the funetiof VI is: subdominant (it takes the place ofdv

I). In the chord progression | - Il - IV —V, lik a tonic, becauseig prolonging | (and thats why;,
in minor keys, in this progression the use of dagling tone in Il is not possible..) See again
example 10.

It makes some sense that the 'row of thirds'Xanmgle 8 starts on Il and ends on VII. It is a nice
idea that the tonic is standing in the middle (&rfmklongs in the centre, of course..) More impuatrta
is that 1l en VII, though they are a third apare hardly connected - in spite of the two common
tones. Il is related to IV (and: a third apart frovi), and always a subdominant; VIl is related to V
(and: a third apart from V), stands the leading tonend therefore always has dominant function.
This functional difference rules out any direct&n between Il and VII.

example 10 prolongation and substitution, using secondary eegr

H_ | | | L | Ho || L
A —— = 77 7 & = i m— 7 © e
L B e [ L A S S S B R
d 4yl 4 |d I I N R PN
1) fo] 7 e | s = (]
F L) | | hdF FTIV fa) = =
yd | | 7 7 A b | 7 | | | [&])
I ' ] = | = P i i i
\ \ I \ \ !
Vv VI I VI oV 1 I 111 IV vV I
substitute substitute prolongation
of tonic of of the
subdom. tonic
1 |1 I || I
tonic subdominant dominant tonic

We can deduce from example 8 (or example 5) #nairsdary degrees - like the main degrees - are a
fifth apart from each other. Relations like V - | have equivalents among theosdary degrees:

we could argue (simplifying matters a little) thia¢ progression V - | can be 'imitated’ by secoyndar
degrees!’ For example: between VI and I, or Ill and VI andioant-tonic-relation can be suggested

- as it were on a lower level: the second chorigeal' tonic, and the first chord no real dcamin
(often there is no leading tone in this chord). &ese of the distance of a fifth the progression is
nevertheless similar to V — 1 . In such cases wddcepeak of'figurative’ or 'improper’

dominants. As the major and minor keys may be describedragvaof fifths (see example 2), every
degree can act as ‘quasi-dominant’ of another dedteentually, all degrees can be put in a row of
fifths:

v Vil
1 Vi
Il \% I

This order of all scale degrees is very commommnat music. The last three chords then act as
final, complete cadencé:

of a function.

17 Maybe even | — IV is an 'imitation' of V — | ?
18 Complete cadence: see page 14.
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examplenr under way' closing
all degrees, in a row of fifths e

(diatonic sequence with descending fifths) D . SR . = o =
94 £ s = =
o — T F |f
T SRS >s D T
S R VR R S .
oY X 7 o7
VA F 2 e z
[ [ bl I ) I [
\ \ ‘ \ i i \
I v oovom om vi IV I

This chord succession sometimes is callsdguence with (diatonic) dominantsit is more
correct to call it aliatonic sequence with descending fifthsdescending fifths' because of the
distances between the chords, 'sequence’ becpasem is constantly repeated. Sometimes it is
simply called:row of (descending) fifthsWe normally tend to hear the chords in this seqeémvo
by two', and then (often through threelody)perceive a sequential pattern witdsscending
seconds®

In diatonic sequences with descending fiftheinor keyshe leading tone is only used in the V,
preceding the final tonic: VII en Ill contain ncalding tone: they use the 'low' seventh of the key.
We could speak of 'natural’ VIl and 'natural’ Iérl, or adopt the common Dutch (and German)
practice and call themolian (abbreviated:Vlleol, llleol).

Example 11 also shows that Il takes a speciakbpdaoong the secondary degrees: it is, as the 'last
fifth before V', particularly suitable as substddor IV in a final cadence.

Some of the above mentioned points are visableamele 12. The first four bars of this theme
move forth and back between tonic and dominantdgprof a pedal poir® in the bass). In fact the
harmony starts to move not earlier than in bahé first bar of the consequent. Bars 5-9 contain a
completesequence with falling fifthisee the harmonic analysis in the example). Frénmlbar 8

we can speak of a final cadence - within the secgierith falling fifths.?! The leading tongG#) is
only used at the end of the sequence, in V7:

example 12 Mozart, sonate in A minor, K 310, beginning of flrst movement

Allegro maestoso

AE
=O
ey

L 10N
D
lr"l
-]
oy

L 10l
M
lL'll

N

Fal e P N ‘ ‘
" - | I bl Y D) X I I
ESE=2Fi=s PP E—
S R p 2"
P MM
HZ—)J E L a— 2 7 i ciziv ¥ ¥ ;:H i —— — I I ; ; ; ]
Z . I \’/ i ry . } \VJ z r ry i } }
Ive/s  Vlleol(7) /5 VI(7) e | 16/4 V7 I

19 Because: two descending fifth result in a descdradsecond. Bars 5-9 of Mozart's Piano Sonaganinor are a
good example of this procedure (see example 12hear sequencesr barin the melody, falling a second. The
underlying chirds form a sequence with descendfttgsf

20 See the chaptstructural and non-structural harmony / faux-boundopedal point

21 See page 12.
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Closes, (final) cadences

Cadences (or: closes) are an important meansuctste music: they mark for example the end of
musical phrase,s or of sections of a musical form.

Below a schematic overview of the different typésloses/cadences.am using two different sets
of terms, referring to different phenomena (thotlggre is some overlap):

The following terms descrikia which way we reach a final tonic:
1. authentic cadencean ending, in which the final tonic seceded by a dominantmostly: V).
see example 13a.
2. plagal cadencean ending, in which the final tonic pgeceded by a subdominan{mostly: IV
or Il). see example 13b.

The following terms describen which function we are ending:

1. full cadence an ending on I, the tonic. Normally this finatlin root position.We speak of a
perfect full cadence when the the baswd the highest voice both end on the root of the key
(= the root of 1 ). When the highest voice endgtenthird or the fifth of the key, the cadence
sounds less 'stable’. We then speak afrgoerfect full cadence. See example 13c.

2. semicadencdor: half cadenc@: a ‘temporary' endingn the dominant,normally V ; the usual
place of a semicadencehsalfway a musical phrase (typically: halfway a period)As a rule, V
in a semicadence is in root position, but ending$-¢ 6/5-, 4/3- of 2-positions are also
possible. See examples 13c en 13d.

3. deceptive cadencen an ending, thénal chord after the dominant igot | (though we are
expecting ), but another degreég Common procedure: tHeading tone(in the dominant
chord)is resolvingto the root of the key, though this root is paradivrong chord' (often VI,
less often IV6, and sometimes still another chokdjJeceptive cadence often is used to achieve
prolongationof a musical phrase: after the decepetive cadenesvaattempt has to be made to
reach the final tonic. See examples 13e en 13f.

example 13 a. authentic cadence b. plagal cadence
cadences C major A minor C major A minor
’Q IJ [ ] ,’} [ ] fl [ ] ,’} « ,’} [ ] i
o 7= = 73 = = © 7 r= o S
v F I \ ! \ \
I e J 4 o Jle | d |e
0 WY ©r =9 O =~
I'- [® ] W\f \}J [® ] r [® ] = =
r } [@ ] | | i [@ ] i [@ ]
v oI V7 I IV I IGTAR v I me/5 I
c. full cadence _ d. semicadence (or: half cadence)
perfect imperfect imperfect
- J Z— | |
eSS e == —o—F-—to
or © \ | f o \ o
| 4 |e 4 |= | J
/ © | © | © 2 o o
f | © ©
A | \Y% I \Y% I I v Iﬁf v

22 Sometimes the German tefimugschlul® (triigen=to deceive) is used. In French (and Spaflortugese etc.) the
deceptive cadence cadence is callbdoken cadencecadence rompue, cadenca rotatc.
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antecedent (ending with semicadence) consequent (ending with full cadence)

O ‘ | | N ‘ ‘
P AL I Y I I \. I I I | I I
&F 0 1, D e, T e e, [ —
}j\/ > 3 .\ -- Y N 1—f o
i Tt |f A
NN P R R ] Ll 2 .
/""E € I \ \ ol  d > ez o 1
I [ I | = | = I >
R | | —
I - » IV A% V- - > I v7 I
e. deceptive cadence f. deceptive cadence as technique of prolongation
C major A minor
H | ‘ (R I T ) I
. — e o
NS — — o ) ” r — o
o | Jeidtoon fleidmon © we | r r ﬁ.r
rax é Res J b3 4 J J IL 1 J r}‘ (o3
= T == S
| L rr
V7 VI v7 VI v VI v I
[ J [ J
failing 'second try':
cadence’ cadence "succeeds’

Deceptive cadences caauseprolongation of a phrase, because a 'proper endiagoided.

Plagal cadencesften are prolongation in itself, because theyfallewing aftera full cadence. See
example 14. This use of a plagal cadence is, famgie, frequently found in the 'Amen' at the end
of a section of a mass:

v
example 14 _ Aa | Ny | N _
plagal cadence as prolongation - b 4 S
- < I <y
o T T F ER A
s de | S o
e = — e S
i w— e ——— i -
| ! I
I o6 |V I v I
authentic cadence / plagal cadence
full cadence

An example of amen Jinked to a plagal cadence - the example is fr@@0F>

0
example 15 %‘ 1 ee— = :
Bruckner, final bars of thave v T riE r |=° g N <
Maria From the motets) o - ra pro_|no bis. A - - |men
S S S s N N (N Y s To o
T 2 —r o o °
\ . \ \ o
D > TI S—m T

plagal cadence

authentic cadence /
full cadence

At * the melody (in fact: the piece) is finished. The plagal cadence is an addition.

Three centuries earlier (1567), in a compositioPhlestrina:

23 See also the beginning of the second movemeBg&thoven's Third Symphony (example 19), bar 8.
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example 16 . . | | | | [

- _— A ] —— : = ] T 7 ——
PalestrinaMissia Papae O—2—e 9 - z - e ——— =
Marcelli, final bars of the ¢ d o ? !
Kyrie = ! i — T2

&——o &— % o o+t — 9o
o © \ E=S £ T 4 o
il f (1)
S P S Y
V.4 | | [ } } I
N
/)
& o o IS |
SV Oy [ ) L 1l |
o i
9 (Tz T T Il |
6———— = ==—— 1
e =

I R £ A

- | o Ted J g I
)" [ IHI et - O] Il |
t{nﬂ O ii

In fact, the terntadences used in different ways; apart from describingaia types of endings
(like described above: full cadence, deceptive negetc.), it is also used in a more general vaay, t
indicate that some endpoint or cesura is reached.itAis also used to describe certgmups of
chords.

- Cadence, in the mobteral sense of the word means: a closure (on a certala degree - often the
tonic is meant; the harmony 'falls to' the tonaxere=to fallf* The word 'cadence’ can be used in
sentences like: "After the modulation we end wittadence in G major”. In this context, we could
also speak of @adential point', to indicate the precise point where the cademicempleted(in a
closure V — | this point is the 1%We can speak of @omplete cadencevhen an ending contains all
three functions, for example: IV V 1 of Il V I. Beexample 17:

example 17 cadence

i i, —_— P
VI e e S B P B AP R P TN
CEENESS S e == - %ﬁ% &
v I Pl | \ | I i r 7
—
gl MdeAdld Tl=dld S Ll 210
. . I . = - ot o =
= | A 1 e Ew.—h’ -
C major: 1 hY modulation to G major e v I
semicadence cadence in G major
(fidl cadence)

- Another meaning of ‘cadence’ is: a series of chddefining' a key. Mostly we need at least three
chords for that purpose: combination of for exantp&eC major and F major triads can be
interpreted in different ways: for example as V #lF major, or as | — IV in C major. It is quite
obvious that many different combinations are pdss#sone combinations though are of particular
interest, as they often occur, and therefore care@parded as a kind of 'fixed formulas'™:

1. the above mentionembmplete cadencethis cadence is often shown with a tonic at the
beginning (which is not always the case in ‘reasiaiu.), and then consists of the functions
tonic-subdominant-dominant-tonic, for example espeal through the degrees | — IV -V — |
orl—11-V-—1.

24 The cadences in example 13 could also be calteiires' in this sense — only the deceptive cadiana bit
problematic, because an actual endirgvisidedthrough of a deceptive cadence.
25 | don't believeadential pointreally is part of existing English terminology thgbu.
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2. the so-calleéxtended cadencd —VI- IV -1l -V —1. Here, we can see VI as
prolongation of | , and Il as prolongation of IV.

1. thedeceptive cadence, and what is happening after éfter a deceptive cadence normally
follows either an authentic, or a plagal cadencegkample: | -S-V-VI-S—-D-T, or
|-S-V-VI-S-T

example 18 a. complete cadence b. complete cadence c. extended cadence
defaul T S iy BN
cadences L5 = = = = = T— = e
o [ 7 | —r F—F [T ] o
Abbreviations: | j | < j | I
. ' o7 171 [ [ 6. ] Oy Z7 (8] <y
I=tonic, e R e T i = = o
S=subdominant \ ‘ \ \ \ \ f F ©
D=dominant I NV I I o v 11 Vv mov I
T S D T
d. extended cadence
| | | | |
i —— = 2 . P e
{cy” 2 o
AN [ 7 O PN
T o
o) | U‘ ’J ’J ,J <y <y
e O
? 1 i |0 f _F =
| I VI - I\Y III |V | I
T S D T
e. deceptive cadence and full (complete) cadence f. deceptive cadence and plagal cadence
H | | | | | \ | | | | |
A——1- = 7 | Pt = ]
{5 i o P L 4 74 P
Dl f = o= i o=
T e e
L R e N
F O - o/ O (% ] T - o/ [ @ ]
e o S 8 b ¢ o 8
T f T - F
I IV A% VI IV v I I v v VI IV I
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embellishing tonegpassing tone, neighbouring tone, suspension, acipation)

In most compositions, not all tones are part ofithiemony. Next to the chords used in a piece,
mostly horizonral linesplay an important role. Those lines hardly everraoxing in the same pace
as the underlying harmony (mostly they move fast@metimes slower). Imagine for example a
stepwise moving melody above a single chord, oeldy over a slower moving chord succession:

example 19 NN
P Marcia funebre. Adagio assai ) =80
) | sotto voce ‘
Beethoven, Third  violin1 |[{{ab5%5 — i = = _‘EJ‘ e
Symphony, ) L . & P >
y p . Y pp # # k\h__/ AN [ S
beginning of the |
Lo P’ AP >
second movement  Violin2 .%,“p b — & : : Foo
— 3 5 3 =\
viola | {85257 ¢ S | | Ny
- = = = = = o
pp S
. T L — ) | | | | | K
Violencello | E252 57 » P 3 @ £ » » s
pp —~
Contrab. b2 ﬁ}\v 7 J .ﬁlbv 7 J ‘\ E . L] F‘fjp—vﬁ
ontrabass V. LV. % 7 7 & ] r W <7 I T <7
N IPE: 3 \’ 7 E I 7 g:
1 16 I6/4 'V
T D
5
| =
Vin. 1 - PR = - i i
R e B R R =
sf — S
p s
Vin. 2 |Hfes?>— 3 T K — rm—
N4 T I A} T T T T T
Y # ¥ = == = #33
—’
,S_‘f I ——
via 855+ | = — — = .
. o o - | = — o L
S — \_/‘- ~—
) ] I I I E o o \k\
Ve | e —+ r r — e~ tjgi
| |4
S_f ————
. X 5 A 3 3 A
v I A I
o [P, T frew M%ﬁ;ﬁt
T [ L2 o P T . 7 | I o o & [
N T ooo”
VII2 vz V7 1 16/5 Ie/d V7 I Iv 1
D T 1 S D T ||s T |
afsluitende plagaal
(authentieke) cadens slot

The first three bars of the above example contaha single harmony: the tonic triad, consistihg o
the tones C, Eb and G. The tones B, D and F ifirtebar are not part of the harmony (as they are
not part of the tonic triad). The same appliedan5, for the tones Eb and G in the first violida

for C and Eb in the double bass: the underlyingrioany, V117, consists of B, D, F and Ab. Such
tones are callecembellishing toneqor: ornamental toneg. We are looking thefrom the

harmony, and note that some tones in a (melodic) lingpareof the harmony, and some are not.
Often the melody is the voice that is moving fasban the underlying harmony; sometimes another
voice (a middle voice, or the bass) is moving faste: embellishing tones can occur in all voices.

There are four types of embellishing tongassing tone, neighbouring tone, suspensi@nd
anticipation. And within these four types we can distinguistween differenforms.Below a
schematic overview; at the left examples with dmlg voices, at the right similar examples with
four voices.
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- passing tonestand orweak beats and connedtifferenttones; they are not part of the underlying

harmony, whereas the tones before and afeepart of the harmony:

example 20 passing tone

P 3 pcons p .
When a passing tone causes a (dfs') (©on) iss)
dissonant, we can speak of a /S B
dissonant passing tonewhen a r—t — — =%
passing tone is not causing a F r

p = passing tone
diss. = dissonant
cons. = consonant

dissonant we call tonsonant
passing tone

Sometimes two notes form a kind of

'passing tone group': see the first rel. strong p
bars of both examples: --> 49%171—1—0—#‘—!_'!—1—|
G, - * s,

) — — —

Sometimes a passing toise I Ef‘ F g

standing on a (relatively) strong P

beat, giving the impression that it is rel. strong p. = relatively strong
coming ‘'too late’ (in the second bars,assing tone

of the examples the passing tone

could stand on the second half of the

first beat as well).In such situations

we can speak ofelatively strong

passing toneg®

P
(diss.) P (diss.)
VE: | fi \ \(C(i)nS)‘ |js T
by L I b4 i’—.ﬁ@:
o rLrrrr
I
e LTy —
M ——
rel. strong p
Qﬁu.z j | l(\e\ i .
%:y%:ﬁa—f}ﬁ:
A L ’J ‘; -J_ J ’J
ﬂ#ﬁ@ P 77
= O
5

- Neighbouring tonesalso stand oweak beats in principle they connect two identical tonesyth
are not part of the underlying harmony, whereagsdhes before and aftare part of the harmony:

example 21 neighbouring tone

We can distinguish betweepper
neighbouring tonesandlower

neighbouring tones(or: upper

neighbour / lower neighbouy).
Like passing tones, neighbouring
tones may cause a dissonant - which _
means that we can speak of h = neighbouring tone
dissonantandconsonant

neighbouring tones(neighbours):

incompl. n incompl. n

0 # | 4" | | ‘L\ | |
G "t e T "fe |2
Y, F \ \

A neighbouring tone may be
incomplete it may bereachedby
leap - in fact it is thereached from
another tone of the chorady it
might beleft by leap - in fact it is
thenleaping to another tone of the
chord?

26 This is certainly not a standard English ternugfo..

incompl. n

incompl. n

R "Ne_
b
R

N

MR~ Q (M,A

T

27 In Dutch (and German) these neighbours are destes 'freely entering' and 'escaping’ respégtiVeere is no

appropriate English description for this distinatio
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- Like passing and neighbouring tonasficipations stand orweak beats Anticipations are tones
that 'appear too early'; they are not part ofugerlying harmony, but part of the harmamnythe
following strong beatAnticipations mainly occur in closures, where tladmost always theoot of
the keyis antocipated,in the upper voic& The anticipation appears then on top of a dominant
harmony, just before the final tonic:

example 22 anticipation

a a
Anticipationsalwayscause a o1 l'h. . /I N l'h
dissonant: - @%ﬁjﬁ 3
ticipati v 57 - S - =
a = anucipation v —— -
P P i r A
[ r
anticipation (forming
A small example, the final bar of tAér from Bach'sSecond a dissonant fourth
) . . . . 16 with the bass)
French SuiteThe penultimate tone in the upper voice (C) is . w
anticipation, forming a dissonant with the baée fnhterval & = . ?
between bass and upper voice is a dissonantn jo@ththe v 6548
third beat the two voices form a consonant agasta{e): i
e ==
2 "J#‘;‘k’ r é

- Different from all other embellishing tonesjspensionstand orstrong beats they are 'delaying' a
tone of a chord Suspensions are mostlissonant and resolve into a consonant on a weak beat.
We distuingish two types of suspensions:

- prepared suspensiona consonant tone on a weak beat is reapeate@daiotia tone on the
next strong beat; on the strong beat this tonerimihg a (dissonant) suspension;

- unprepared suspensionthe suspension is reached by step or leap - ther@tone repetion (or
tie) from the preceding weak beat:

example 23 suspensiofi

Prepared suspension: imagine the

prep. susp. res.

| |

'procedure’ as: AL LY e e e =
" 7 Py (& ]

P’ A T I T T I ] .) |

. . . 8) I = 1 |
preparation suspension  resoluton ¢ [ < - J o o
consonant dissonant consonant ‘):bb & —
|

S = suspension

Susp.  res.

. susp. res. ‘ ,L‘

Unprepared suspension: g ¢} - (s
A4 [ | | 1 v ‘ <

[ f - - ‘ A - .
> r <

28 But: compare example 32!

29 In a way suspensions are exactlydppositeof anticipations: a suspension causes that a(tamieh is part of a
chord) is appearingpoo late'; an anticipation is a tone that is appeating early'itself.

30 Compare example 32.
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Sometimes a suspensiore#t by leapln that case it is in fact not resolving — thougblably
another voice takes over the resolution. In exar@f)ebar 10, Bb in the upper voiskouldresolve
into Ab, but is leaping up to Eb instead. The s&aggpens in bar 14 (also in the upper voice).
Sometimes a suspension is redlly dissonant, though weerceivea dissonant - because itrist
part of the underlying harmony, thoughtforming a dissonant with this harmofihis is called:
consonant suspensiorAs there is no factual dissonance, we can speak of
“Auffassungsdissonanz®:

example 24 Andante _ — -

g_chubgrt, t et e e e o e e st e St e 4:1' === =

iano Sonata wjﬁﬁ S e 5388 == g

in A major - IS ~— T o - F\ff/

D64, I P T ol e PV av ey |

peginning of bsss4 g i e

the second R e e e e e === % r =

movement VII7 - V6/5 VI6 -- v76--3 VI V65 1
or V6/5 or16--5

| believe we hear the harmony in the first andhflfiar of this movement as I, with -
consonant - suspensions 6-5 in the soprano (ttmedffl is suspended by the sixth). But
objectively on the first beat of the first bar stands Vlinstfinversion...

With the termsyncopated dissonanceve describe the situation that fweparation of a
suspensiofis tied to the suspension, while the other voicesen

example 25 suspensions
syncopated dissonance l

jj%

~»

|

T

. -
|

LS.
> e M ]

—

syncopations (in the upper voice,
the first time also in a middle voice)

This type of suspension is already very commonusimof the Renaissance, usually in closures.
There we always see the following pattern:

preparation suspension resolution close
consonant dissonant imperfect  perfect consonant
consonant (mostly octave)

In the following example of Josquin des Prez tlukthese 'patterns' are indicated:

31 Meaning: 'dissonance by perception’ or 'dissoméyadnterpretation’. There is no adequate Englisinslation for
this German term.
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example 26
Josquin des Prez, Misse
da Pacem, Crucifixus

p = passing tone
n = neighbouring tone
S = suspension

imitation in the octave
T
8 7 6 56

(prep-susp-res-close)
N

6 6 6 54 56 8 9 10 9 8 7 6 8
8 ALTUS b
) [ | ” ] a
P A | I | - 7 e O O
e  — O —— ——— i - ~
Ej’ : — - : ! 1
s
Cru - o -| fix-us et - il-am pro no - bis:
BASSUS Eoon P b » b |
(3 H S S S SR T A S R -
7 );) 1 o - r\ =l Ca & i i } i i T e
Cru-ci - fix-us et-i - am pro no - bis: sub
| I
imitation in the fifth
f T
83 3 5 6 7 8 7 5 3 2123 4 6 7 8 7 6
Vi 1 - . =
e R R A — ™ B | — R v ————
oV I | I I I I
y T I T p p \p \S |
sub  Pon - ti - 0 (orp)
I 7 2
P = =
! } ! 1 T T T T
Pon - ti - o
imitation in the fifth
— |
86 )] 5 4 3234375 67 8 753 2123 4676 6 6
2 1 e e — e —
| I
nop s Pl P ‘
¥ _ Pi - la - - (orp) - - - - -
| L P L1 | b
r4 \: | I | O | I |
Ld | I I I } I } I I
7 T 7 P 7 —
| Pi - la - - - - - - - -
(prep - susp-res - close) imitation in the fifth
900 6 6 7 8 7 6 8 3 3 4 6 8 6 3
| | . | | | |
#@ i o ] ol = 1 i ] = ™ ———
& f - res - TN -~ & 7 2 >
5) : s P
- - - to pas - - sus et se
b | | , , | | 17 | , | |
: — i — 0o = —
5 ! P} P= = = ”) P —
‘ s
© (orp)- - to pas - - - sus, et
L
(prep-susp-res - close)
—~
94 3 3 3 4 6 7 87 5 4 6 8 6 6 7 8 7 6 £ 8
0 , | | | | , | | , ,
P I I I | I I I I I T I
e e e e — " R 4 = 7 m— ] =
B | P @ s
- - pu] - - - - - tus est.
| | | , | ,
) [ I [ I I I T | |
), = 2 e ., = i o e . |
2 - o J o =
T I
14
_ se O - - - pul ?or-p ) tus est.
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harmonic rhythm

Thenumberof chords per bar, and the exatacemenbdf these chords in the meter, form the
harmonic rhythm. The speed of the harmonic rhythm at a distinaneiat in a piece of course is
interdependent with other aspects of a compositik@ the structure of the phrase, the musical
tension at that moment, and so on.

In the first theme of the Mozart's piano sonat&imajor (see example 35), the harmonic rhythm
in bars 1-7 is per bar: all these bars containgusihgle harmon3t From bar 8, the harmonic

rhythm isacellerating:every two beats show a change of ch®®uch accelerations cause increase
of harmonic tension. In most four-part choralestihrmonic rhythm is relatively simple: the
melody and the harmony move at the same, or althesame, pace. Only when for instance a
suspension and its resolution is taking two beats;hen other embellishing tones are used in the
soprano, the harmonic rhythm is moving slower tieenmelody. Faster notes in other voices
likewise often are embellishing tones. Some exasaple

augmented fourth )
example 27 r/’//;\\ so nimm, Herr, ~ p sus ~
Bach: bet L | [ | I v || |
ach: ﬁ Ef | g P r = I ke . i o 7
beginnings of | T — ‘c le r 'F‘Tﬁf—f: - T ‘y
choralesEs K \, h =L p — |
is Genugand Es st ge -|nug so |nimm,  Herr, mei- nen_ |Geist zu | Zi - ons Geis tern_ | hin.
Nun danket J_ 2 D J J J 2 J rJ h‘[ J_ ~
alle Gott n ﬁl i >y o ¢ 'H!£ %P—:m_: — = | —ug LJ J
0 i 1 1 i . el =3 e

/"ﬁ C— — } I ——r - i — P -
— T e e I ‘ —t

augmented second p p Psus e

harmonic rhythm:
co dddts L Jd hie Jd o

Nun danket alle Gott ~ incompl. neigbours

™
%;‘ N e S |
i i s i S i i S— el e =
D)) | \ | \ \ \ (S \ | | | vu \ \D
Nun |dan - ket al - le Gfg\tt, mit |Her-zen, Mund und | Han ~ den.
: m
Al a4 ) yeldd 42 4 2T
e~ L. I | = & I = r =
PR e e = ————
| P \._IAD Y I-II) - Lj -
1 1 I6 IV IVelv I I V6/s5 1 V2 I6 1 Vi Z 1
harmonic rhythm:

In mostinstrumentalmusic, and a quite a lot of non-chorale vocal muse encounter more
complex patterns than in the above chorales: ysuatlodiesmove faster than the underlying
harmonic rhythm: normally multiple tones of a melody are combiméth one chord; melodies
often are (partly) consisting of tones of the uhdeg chord(s) (whether or not in combination

with passing tones, suspensions, etc.). Espeamfast movements melodies tend to move much
faster than the underlying harmony. See for exanti@éeginning of Schumann's Rhenish
Symphony: example 28 shows the melody, the charttsthe harmonic rhythm; the second system
contains a harmonic reduction of the same bars:

32 The situation in bar 7 actually is no more tharhange of inversion: V4/3 becomes V6
33 This accelerating harmonic rhythm is connectad thiehemiolain these bars. See page 29.

21



example 28 Schumann, Rhenish Symfony, beginning of the firstement,

melody and harmony./harmonic rhythm. And a harmeoadtuction:

1

in the chord:

5
P

|| &N
[ Y ™~
f g
ar
H B
my 7M
T §
| & a
&
o
 Yi)
i
(e
T r~
AT B
- A
(=
Ll
o
ol o
Q
y
Wl
YN £
N o
:
=

harmonic reduction:
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Example 29 shows the harmonic rhythm of the fiGbars of the&sradualeof Bruckner:

example 29 Bruckner, Gradual€hristus factus est pro nobfgsom the motets) Rhythm of the melody and harraoni
rhythm

rhythm in the melody: (alto) (soprano)
) : b RN, 8 I B I S
harmonic rhythm:
== = = =
¢ o o 4 dde | o o » . |
te—

The complete score of the beginning of this piece:

Christus factus est pro nobis

Anton Bruckner
Moderato misterioso komponiert 1834
mf —_—
- ) P e — I , f
o T I L I I | I I
Soprano| [{fey P €—T— T . ——— —— — — = — e I3 5555'
NG I I I | | I | I | I I I
v [#4 [« L LA 4 - [ v [#4 r I I
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¢ 2 3 & de s T+ ° e —
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P fi mf
) p | — L o s* - =
taodidbe LT FT T 1T 11T 3 L (L1088 [ [a —_———
- e = ———
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i
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motifs, bar groups, and harmonic structure

Closes, cadences and harmonic rhythm hardly caom&dered seperated from the role they play
in musical structuredogically (for example), semicadences usually staindhe end of the first half
of a phrase, full cadences at the end (and thesphireen can be calledperiod). A semicadence at
the end of a phrase rather suggests: 'now somdogevent will follow'. A semicadencat the end

of a sectionoften lasting for some time) suggests: 'hereafteew section will start' . And so on...

Examples 30 and 31 show various closes, and vafaosass of harmonic rhythm. The examples
also show thatinal chords usually stand ostrong beats normally these strong beats &rst
beats.

example 30 Mozart, Violin Sonata in E minor, beginning of st , begin van het eerste deel

period
' antecedent | consequent
Allegro
D) g \ \ — ) \
p
Allegro
Wit
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beﬁ
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Qﬂ [—— S o o s e e B s s B s T [7) |
2. S N i A—— L7 O O — L7 [ S E——— — I ? 3 Y f ]
t & & o 1 i |
L i 1

7 . . P

]
I
1
E |

71 I I I et ¥ [ [ [ | et i i i T " " " 1 i ¥ =
r_ L4 I ——— ——— T [
T (full U t
cageme) ‘description’ of the dominant
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period
varied repeat of bars 1-8)

15 antecedent consequent
> g P~ >y > | [ L |
= I I I I I I T I I I
(o — e i ] e P—P_W—P—P—'—'—‘—t'_—.‘j—kf—%
A3 — I i | —— I I e I I o
[Y) ' I — I ! I I =

N>
il
Lh
L IE EER
L
I
RINRT Y N
X
I
I
RINTETY A
|
I
B ==
| 108
D ||
X
| HEE
D ||

D

i

i
——— > D (semicadence) D »>[t][s] D —> t(full
cadence)

Bars 1-8 of the above example form a period (sedance in bar 4, full cadence in bar 8). At the
end of the consequent (bars 7/8) the harmonitinhys accellerating. After a ‘connection’ (bars 9-
12), the first period is repeated (from bar 13hveibme changes..). This example shows that there is
no need to write actual vertical chords to makarclbat harmony is present: despite thesonoof

the first 12 bars we clearly hear harmonic funtticSometimes though, such implied harmony is
unclear: given the harmonization in bars 13-2& guite uncertain whether bars 5/6 really have
'subdominant character'.

In the following example, from Schubef®ment Musical No. Zhe harmonic rhythm is more
complex than in the above Mozart-example. At faight (see the degrees under the notes in
example 31) the harmonic rhythm at the beginninthisffragment seems as follows: one harmony
in bar 18, one harmony in bar 19, three harmomidmr 20. But, when we look at thenctions of
these chords, we can rightly claim that 'littlenothing' is happening in these bars: | is the most
important chord in all three bars, the other chends'encircling’ the tonic, and are dependerntt of i
they areneighbouring chord®' In fact the harmony starts to move not earlientathe end of bar
21, as the bass moves to a new tone (and the hgrchanges from | to 16). In the consequent
(bars 24-31) we observe something similar: in B4r26 the harmony is much more 'static' than
from bar 27: bar 24 contains one harmony; the haxtony is lasting two bars (bars 25/26).
From bar 27 the harmony moves faster: we mosthfsedarmonies per bar. In bars 32-35, the
transition to the next section of the piéeehe harmony moves slower again:bars 32 and 3&iront
one harmony per bar, and in bars 34/35 one harnsogystained:

example 31 tt - s / 5
b e P 2 or e o7 7
Schubert, o : : : : 7+ |
moment musical PP
Nr. 2 in Ab e — e : < : >
i ﬂﬁ% —f — — — — - — = £ — 5
major, bars 18- ! ! ! ! Z ! ‘EEF:
35 cL 5 O o O S o O S R o S o BN
Fif mi I V6/4 112 I IVg/4 1 16
(neighbouring chord) (neighbouring chord) (neig_hbouriﬁlg chord)
22 -
v i ﬁuﬁ i ?/—\ NT— i T [ 1 - >
= e F :
< T T T T T
* cresc. —_— I ————
m (dg)
— —J 1 —J i - i V‘ = - E - it -
v I6 v

114/3 V7?1 I V) —m0
(neighb([)uring] chord) &7 [111]

34 See also from page 30.
35 This next section is not displayed in example 31
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hemiola and syncopation

The rhythm in a piece may of course move at theesaawe is the meter; more common is
interaction between the metric pulse, and rhythstngctureswithin the pulse. When rhythmic
patternscontradictthe meter, this is mostly caused blyeamiola or asyncopation

Syncopations, caused by ties in one or more voamapined withsuspensioin one voice or
several voices, are very common (the so-callgttopated dissonané&$uch suspensions are all
over the place in example 32: in the first sectbthis piece (Allegretto) the ties cause several
dissonant suspensions on first beats, in the uwapee. This is clearly audable in bars 9-16, 27/28
and 31-33, especially because the same materidldaspresented befongthoutsuspensions
(compare for example bars 1-8 with 9-16). The uppée also contains suspensions on the first
beats of bars 18, 20, 23 and 24. From bar 37T{tlog¢ we encounter anticipations instead of
suspension¥.

example 32
Beethoven, Piano Sonate in C# ninor Op. 27 Nr.llggketto

Allegretto )
La prima parte solamente una volta ﬁ"om Z_a’” g}zzyzhm;?
; B variallon o e MoLs
| moltlf D varlat}on | T /__\ . T ; 1 : —
1 - .//—~\\
P NV ot A s S e
(ray e e S S SR S SESSes=— == S =S== =
o BN ! aa ‘ S — S AR
P T \\ - . S~
_!.5 ’ . . > i hoat # //-——\
. ﬁ £ | 1-& 1 - 3 A 7 ! ﬁ o - -
D e e e e e e e e o o e e S S 2 e e A
Z 5 LV ¥ ry r | & (H [ P | & I ry r - | ™ k ry
—ep= 1 1 e * : 3 I ]

36 See page 19/20, examples 25 and 26.
37 The anticipations in the Trio in example 32 awgegof a quite uncommon kind. in het Trio in exaen121 behoren
niet tot de meest voorkomende. Anticipation of b of the key in the top voice is much more usuale-z&ge 18.
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L | . .
syncopations: downbeats (first and fourth beat) ‘expire’ continuation
T T

1 — 1 of syncopations
29 ~ /\; ;A; i/\ ,-i > # Lo o~ [ . TTTTTTTTTTTT
H:I == H:\ S V‘-:'- 17 [ H:\ /\; ‘K’]\ l ‘k/]"\ l ‘kt]‘ l h rj'
CRESSS S S=Sf= v 1 $8 8§18 5% 8§
rpe main motif
n SO N I N A . Y N T Y N N N I ™ 7 o | N
F4 . B ) ! ! ) ! ! )
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4 o0 4. 0 6.9 ¢ o 6.0 o o o e /’ 7
—| pedal point on the tonic -
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___________________________________________ main motif
36 I 1
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G s——3 st s o 5 L 3" ¢
)] A r—i
Pp cresc.
main motif
cawy moil == l .
hl VU [ [ 7 = %\ ] P P ‘l-r :\. :\ ‘k\’ I Ik\/ } ‘k\’
r ! —t 7] rl 6% bl st b
— T minor 7 G bt 3 3 3F 3
downbeat (first beat) [F# minor )
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first part of the main motif 1s splitt off

A ™~
T T
= S o —
7 P S p cresc.
s IAl A | A | I All A | A | I
FaLy. 'r.DT' [7 B | 1Y IC) lfl A | - N |
y ~$ TS 329 M6 g gt gt
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- $ D major V43

The concluding motif'b| J (last beat of bar 24 and fireait of bar 25) is repeated several times, untiPBaThrough
the tie between the two tones of this moti}I J a lteping syncapted rhythm is created (from bar 2.

perceive a shift of meter, and at some moment wé& dear,M J D anymore, buJ | instead.
— — . @

In bar 35 the meter is readjusted - but even tli@resyncopations are permanently present (se®gheoice from bar
37, and the bass from bar 41).

example 34 (Allegro non troppo)
P meter, as suggested by the solo violin
Brahms, fragment 5 3
from the first 4 J J J | J J J | J/’J J J J |4J
. —
movement of the ) g, o tolovoln e . o
Violin Conceertdp on e l A B '
77 B | A G i £ | 5—
— ~ ——]

poco f espressivo

sy ) gl d Sy s g

7 Z— vy D I'qu- hwqp_
L B e
piZZ. arco

meter, as suggested by the basf - - —
sy JBe JIe. J S
—

The solo violin part suggests three 5/4 bars, austd five 3/4 bars. The bass is making the sibnagiven more
confusing, as it is suggesting still another metamely a succession of 4/4, 5/4 en 3/4 barsniiddle voices, though
‘organized' in 3/4, cause confusion through synibops, more than helping to clarify the 3/4 meter.
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We speak ohemiolawhen a shift of metric accent is causing the imgicesof a temporary change
of meter. This may happen for example, when irdnipeter, through a shift of metrical accent, two
groups of three beats are changed to three grdup®doeats. This is quite commonemdings,
especially in Baroque music - we could then spdaka@osing hemiola®® The following example,
the first theme of the first movement from Mozagiano sonata in G major, contains such a
“closing hemiola’: at the end of the theme (bat® 8and again in bars 14-16) two 3/4 bars actually
are changed to a single 3/2 bar. We perceive adiainere because of the placement of the chords
in the meter (on first, third and second beats), lzacause of the angular points in the melody (it
changes direction on the third beat of bar 9, ajid an the second beat of bar 10):

example 35

Mozart, Piano Sonata in G major, beginning of thet fnovement (first theme)

Allegro extension of motif 1 .
mofif 1 motif 1 . (two times) IOngef _f;xtensmn
— motif 2 —mott | § | ,L
4 ‘ =, » oy O e ~ e ™
D g Y I T I = I | et e g 1 F? o & | Y Y Y Y
G al Pl & o |, & —= L F o & = | E=saiaa=
A e | ‘ e
P
et R jrrers| E_E, A e
giagy |2l LT et e e ey : roi P F 8
w/ = -
LI V4/3 V6 6/5 I | I 16 V4/3 V6/5
prolongation of the tonic by r D
——— ! I 'l.ﬁ T
w%ﬁ ——T f f f
J—M—tﬁ_—,f—‘——,tﬁ#ﬁ \ \ \
I | N—r N e N
L I
- AT
¢ & e ¢ S
\ £ ‘
16/4 V7 I
o S —— T
hemiola
S S Pt
Ny | eemPEre, 1 Bars 1-4:antecedent mainly determined by
TPt Lo — the tonic triad (the dominant chords in bars 2
! I E| |% | and 3 are neighbouring chords, meaning they
T are harmonically 'weak’).
9 f 2 s 2 £ :
I T T I
f I

Bars 5-8: actuatonsequent(the first beat of bar 8ould have been ~ Bars 8/9:extensionof the consequent through
the end of a clear final cadence.. ). Extensiomofif 1, together a hemiola, in combination with

with melodic and rhythmical compaction, causesdase of musical @ clear complete authentic cadence TSD T.
tension: motif 1 has a feminine ending now, anejeated after just Barl0 contains the ending that could have
one bar. The appearance of the first subdominaifiteopiece, in bar ~ been in bar 8 already. In bars 11-16 the whole
5, adds to the increase of harmonic tension. consequent (with extension) is repeated.

Dynamic accents may also go against the metecéstain extent: when accents are given on weak
beats, they stand against the meter — though hecesyncopation or hemiola involved.Especially
Beethoven likes the use of such 'antimetric' dycaancents.

38 This is not an English term, | fear - ratherterdl translation of the Dutaflothemiool or GermanSchlul3hemiole.
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structural and non-structural harmony / faux-bourdon / pedal point

In tonal music, mostly thehord successioris not an independent phenomenon. It normally is
connected with, s idependent of, or even: ariga® frorizontalphenomena, in the sense that (more
or less) independent voices togetf@mthe harmony. The ternoice leadingthen describes the
course of these indivual voices.Homophorg music usually theuter voices(top voice and bass)
bear more importance than the middle voices: ndyntiag¢ upper voice contains the melody, and
the bass is the most important voice for the hagmon

We have seen about one aspect of the relation bathhermony and voice leading already:
embellishing tone¥.The use of embellishing tones is adding complexitthe relation between
horizontal (the voices) and vertical (the harmomg)the harmony - and tharmonic rhythrff - is
then movingslowerthan the individual voices.

We have seen above that tlistance of a fifttcan be regarded as primamgarmonic relationshifs;
this holds true for the relation between chordsl, @so for - at a larger scale - for the relation
between key&: Distance of a secondn the contrary, can be regarded as the most isort
melodic relation:in the voice leading seconds usually are the masingon interval. Melodic
movement in secunds often arises from the use bé#ishing tones. Embellishing tones may
create a chord, quasi 'by accident’, becaeseral voicesnove in secondst the same timesuch
chords may be seen gsulting frompassing tones, neighbouring tones, suspensiod&ran
anticipations. Therefore they may be calledice leading chords\oice leading chords are
harmonically and functionally dependent on thewiemment, and often occur within a
prolongation*® of a function. See example 36:

- The first three chords may be labelled: |1 V664, V6/4 is 'caused by' voice leading: it arif@sn
apassing tonén the bass, and therefore is not independenttHeravords: the tonic 'controls' the
first three beats; V6/4 appeavghin a tonic prolongation.

- The chord on the third beat of bar 2 may be labelll6/4 ; this chord is not independent, as the
tones A and C act asispensionghe harmonic function of both the third and foustdat of bar 2 is
dominant.

- The first three chords of bar 3 may be labellddIV6/4 1 ; 1V6/4 is 'caused by' voice leading:
arises from twaneighbouring tone@n alto and soprano). The ton@ohtrols the first three beats;
IV6/4 appearsvithin a tonic prolongation.

- The chords in bar 4 may be labelled: 16/4 I\M@4IV; 1V6 is not independent, as it arises from a
neighbouring tonén the bass. 16/4 is also not independent; it arisem twosuspensionéin
soprano and tenor). The dominamritrols the whole bar.

In general we can say that

- succession of functionsften is at an even slower pace tlsancession of chordgas several
chords with the same function may follow each dther chords with the same function may be
connected through a voice leading chord)

In other words:

- Oftenmelodiescontainmore tonesthan the number athords (degrees); and likewise often there
aremore chordsthanindependent functions.

39 See from page 16.

40 See from page 21.

41 See page 6, and page 10/11.

42 As for example the relations between the keysrims like sonata form, rondo, large ternaries etc.
43 Prolongation: see also page 9.

44 See page 9/10.
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example 36 g LN Ll =
voice leading S o e ° - - ‘ ;’}
chords (chords, r b r r n |; " [ i ¥

. n
arising from J 5
melodic . %J_—;Lﬁ-' J: % ;J_;_F_#.‘ o
movement and / ° ‘ —F— & = — cx
or prolongation of PT T T T r
a function. passing suspension  neighbouring neighbour-
chord chord chord ing chord
suspension chord

1 V6/4 16 A% I Iv 64 V, I Vo4 1, IV J6/4 TV6 16/4 V|

prolongation prolongation of  prolongation prolongation of

of the tonic the dominant of the tonic the dominant

Most voice leading chords ameversions(of triads or seventh chords): root positions'str@nger
(more stable) than inversion, and therefore fumetily clearer. And voice leading chords should
preferably be functionally 'weak'.

Voice leading chords are similar émbellishing tonedike embellishing tones are not part of the
underlying harmony, voice leading chords are not piwhat is called: thsetructural harmony.

As with embellishing tones, we can distinguishetinttypesof voice leading chords (see example
36):

- passing chord a chord on aveak beatthat connects two other chords on stronger beatsipg
chords mostly are based on a passing tone in g& ba

- neighbouring chord: a chord on aveak beatthat connects two other chords on stronger beats; a
neighbouring chord is based on a neigbouring tortka bass, or on one or more neighbouring
tones in other voice(s).

- suspension chorda chord on atrong beatthat is perceived as suspension for the followingrd
on a weak beat; suspension chords mostly are lmassdspensions in other voices than the bass.

There is a link wittharmonic rhythnt? passing and neighbouring chords are on weak teadsare
perceived as 'not very important’ in the successfdrarmonies, and in the harmonic rhythm.
Suspension chords stand on strong beats; thegareery important' though in the sense that
not the suspension chord, butmsolutionbelongs to the structural harmony. Some examples:

In bar 1 of the slow movement of Beethoven's St@ugrtet Op. 18 Nr. 1 (see example 37) VII6 is
used as a passing chord between | and 16: it glaaides from the combination of a neighbouring
tone (in the second violin) and two passing tomesi¢la and violoncello). 16 prolongs I in root
position, which is the only structural harmony ar . In bar 2 we likewise find a passing harmony
between 16 and I: V4/3. The first change in shreictural harmonys at the beginning of bar 3, as V
is introduced.

In fact, until the beginning of bar 4, we are deghviththree harmonic layers:
- the structural harmony, consisting of | -V — |

- prolongation of I through 16

- passing harmoniesithin the prolonged I: VII6 en V4/3

45 See also page 21-24.
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example 37
Beethoven, String Quartet Op. 18 Nr. 1, beginmhthe second movement

Adagio affettuoso ed appassionato.
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VIIo becomes  VIIT7 Ie VII6 1 16/5 with V7 v ve/s 1 Te (VI V V Ve/5S 116 (VIIT) V

passing  suspension in
chord the first violin

From bar 4 similar things are happening, thoughight seem a little more "abstract": from bar 4 the
bass is moving stepwise up; | is at the beginnintie stepwise motion (in bar 4), 16 at the end (
bar 7). It is possible to consider all chords itwmen as passing chords: though they are more
independent than V116 and V4/3 in bars 1 and 2y #igpear within a tonic prolongation:

- VI6 ecan be regarded asaighbouring chordcoming from' | (see the second violin)
- 117 can be regarded asaspension chorfibr VII7 (see the first violin)

- VI7/VI6 [VII7 can be interpreted as actuallysingle chord, which is formingpassing chord
between | en 16

When we interprete the whole passage in this viefitst structural harmony after | in bar 1 is a
subdominant: 116/5 in bar 8. G# in the violoncahdoar 8 can be interpreted astaomatic passing
tone,which means that the chooh this tone: (V117) can be heard as a passing chidrdn the next
structural harmony is V at the beginning of bar 9.

This Beethoven-example makes clear that melodybiay and structural harmony each may move
at their own pace. The reduction below only shdwesstructural harmony (what | regard as the
structural harmony..) of this fragment: see therdeg in the example (open noteheads refer to
structural harmonies):
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example 38 ~ PPN

Beethoven, String Quartet Op. 18 Nr. . Jettete 22222 0y
beginning of the second movement — E')'b Teo T e " - —— —

reduction of the harmony

The harmonic rhythm in the first bars of Brahmsigo 5 | J J | Sy
“Traun, Bogen und Pfeil..'is recognizable as: 4 '

On the first and second beats of bars 3 asthdd two different chordsee the degrees in the
example). But in both cases we find only a singyflecsural harmony: 16/4 in both bars arises from
two suspensions (Bb and G on the first beats) tla@refore isnot independenbut has to be
regarded as suspension chorfbr V on the second beats. This means that it doeksave tonic,

but dominant function, along with*¥ Actually, the appearance of 16/4 does not interfeith the
harmonic rhythm in quarter notes and half notesha$armonic function does not change from the
first to the second beat:

example 39 Kriiftig.
Brahms, begin '_
van het lied ? ‘ ! | I -—_-r .-._
TI‘C?L;)I}, _lBO"gen Traun! Bo - gen und Pfeil sind gut fiir den Feind, hiillf- los al - le- weil der
un ell..’, > = = .
Op. 33 p o : = : i N —— | = In- 7 E
o) o 2 L 5 g =
})}/ ks 3 I ——— ‘ \-. r H N ’ A —— i }
S
b g | — ] | | ——
L T i B P
- e -
[V] I IVdm Vlleol vV I

[Es groot | VI VoI V6
[ekem |l T6 16/4V IV 16/4V

ot
T 1 I 1
E-len-de weint, hiilf-los al-le - weil . der E - len-de weint;
), & g2 5 g S
eas et i S aE i@;ﬂ# Sere °
o 2 v — [ == 7 — :
| ‘ —_—
| | | |
e e e e S e
e g v g ¢ - @ e @
: e "

[cKlein |VI6 116 v o T6 Vo1 (VI (V) V
Fsgroot [V6T IV6V6T IV6

In bars 7 and 8 is a 'real' change of harmonidwhythere we find three harmonies per bar. Again,
we could ask the question whether the chords fdractsiral harmonies: | tend to interprete the first
inversions in bars 6-8 (IV6 and V6) as 'weak'. Taedain extena shift of meters taking place

here, as the harmony causes somewhat emphasizesctiad beats (as there are root positions of |
on the second beats). From bar 9 we return tanitialiharmonic rhythm, in quarter notes and half
notes. In bar 11, (VII7) can be regarded as a (ohtiw) passing chord.

In the first bars of example 31 (see pager#hyhbouring chordare usedboth IV6/4 and 112 are

46 Compare with example 35, where , in bars 9 antikewise 16/4 is appearing as suspension char/fdhe same
holds true for bars 3 and 7 in example 32. Seeedample 36.
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voice leading chords, arising from neighbouringesadn top of F# in the bass. Both chordsidb
have subdominant function; actually the tonic tigténcircled' through adduble neigbour' (or:
'double neighbouring tone):

example 40 upper
double neighbour, an&chubert, upper ”615?50“’

- and iower
Mom_ent mUSK_Ja' A neighbours A # neighbours
Nr. 2in Ab major, bar 18-21, M %
reduction. See example 31 3 S = L= x

for the score.

double neighbor upper and lower neighbours combined:

v
be T s ij ’J: =k
=
28 i e |
I IV6/4 m Vel 1

prolongation of the tonic

Example 40 (and bars 4-6 of example 37) show thsitpossible to put more than a single passing
or neigbouring chord between two structural harmenExample 36 shows a common possibility
of 'layered' voice leading chords: in bar 4 of gmsmple a suspension chord, 16/4 , is prolonged by
a neighbouring chord!

In a so-calledauxbourdon also several voice leading chords stand betweaatatal harmonies. A
fauxbourdon consists of'@hain’ of (stepwise movingparallel sixth chords. These sixth chords
hardly have any harmonic meaning: in fact fauxbouarg amelodic connectiobetween two
structural harmonies. This is evident in bars 4%&t&1 47/48) of the first movement of Mozart's
piano sonata in G major: a ‘chain’ of sixth chdodm a coinnection between | and 16 ; it hardly
makes sense to 'label' the individual sixth chaglseperate degrees:

example 41 Mozart, piano sonata in G major, first movemeiralfbars of the exposiotion

faux-bourdon —
_____ cadence —  ,----- -~

[ -

%‘:HI#‘—J_H# : — ‘} } ﬂ} T = I
P o ] SEdp
7 m
54 Jrete?le  de.pe®ste . | . e e .
A ——. T A I B i o i o o o }i EP\P\P r ! } i
@iﬁ) === i i i ! i
[fvieve Ive IIi6 116} [Vi6 Ve e
1 V7 I V7 I > 16 e I V7 I >

! final cadence _

fipf fof fof| fief fof fpf

ihedal

il

) -2 R A R e
7 ] | | T r J W ol o i e r3
16 16 6] V7)oV I (V7) IV Vil .‘[

» 16 6 6/4 V7 pedal point :

Actually fauxbourdon (French fdalse baskis an 'invention' from the fifteenth century,aas
technique of harmonisation, in which a melodar{tus firmus) in the top voice is accomponied by
two other parts, a perfect fourth (middle voicedl ansixth (bass) below the top voice; all three
voices move parallel - though at the beginning emdi of phrases the lowest voice forms an octave
with the top voice. Starting point and end of pbstherefore sound stable; the faux bourdon
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between these stable points essentialiystable, passing’ The accompanying voices sometimes
have embellishments. Like in the above Mozart-eXamp the fifteenth century usually just a
small part of a composition employs fauxbourdormibague. An example from a composition by
Dufay:

example 42 .

No
vl

I

7|

Dufay, beginning %:J#J‘—Jif—‘t =] =SS | =g
of Av_e maris Su - mens il ud A ve___
stella,in faux A ‘
bourdon (ca. A3 —— ——— e e e e e e 1 e
1440) ( '\:j;“ % ;i ‘\T.} o- 'Pd‘ ﬁd - .1 - Q;ﬂﬁtﬂﬁi L La J’ﬁi L .1 €
Su mens il Iud A ve__
@l o o o | & * e o i h=al i ; * ‘t %‘P -‘F‘ﬁ hoall )
3 T ] — i i i —— — a— ——%
? j— 4 r— — L4 —
~ |
Su mens il ud A ve_

Since in the course of the sixteenth centurypdallel fifth became more and more obsolete (and
finally was banned from music, in the middle of #igeenth century..), parallel motion between
two, or more than two, voices is only possiblehinds and sixths. Or in thirdadsixths, in other
words, in fauxbourdon. Therefore it is quite logditteat precisely this - actually medieval -
harmonisation technique did survive.

The fauxbourdon in example 41 (Mozart) is relagv@mple. Sometimes a fauxbourdon is ‘hidden’,
for example when other inversions stand betweesittike chords of the fauxbourdon. This is the
case at the beginning of the first movement of &@mn'sRhenish Symphori§ the sixth chords

do not always follow each other - wher@ashe backgroundhevertheless a fauxbourdon is
perceivable : | — VI6 — V6 — IV6 — 1116 (etc.). Bruckner's Gradual€nhristus factus est pro nobis
the harmony from bar 7 is employing a fauxbourdamrather complex one, because of the voice
crossings and suspensions, and especially becaubke ahromaticism inthis passage. In the
background a fauxbourdon - with 7-6 suspensiontheriirst and third beats - is audible though:

example 43 Bruckner, Graduale

Christus factus est pro nobisar A | | | |
7-11 (reduction). ﬁ = q: 2 E— Qi = j 1
On the first and third beats the S e 4 — z 3
sixth chords are suspended by a r il g U f
seventh. Y -\P_ f- ~ = ] ! |
S -
f |

7T—6 T—6 T7T—6 T7-6 7T—6 T-6 7T—6 T7-6

Sometimes, we encounter situations very simildatxbourdon, where actually no 'real’
fauxbourdon is at place. This is especially theecahen a bass and an upper voice, moving in
parallel sixthssometime$orm sixth chords together with the middle voicefsyjjood example is

the beginning of thallegrettoof Beethoven's piano sonata Op. 27 Fit. The parallel motion in
sixths in the first two bars of this piece causessability, whereas the cadence in bars 3/4 leads to
stability. Bars 1/2 are similar to a fauxbourdomainly because of the parallel motion in sixthse Se
example 44: Beethoven's original notes are atetthedt the right a 'reconstruction’ of the faux
bourdon resembling these notes:

47 The stable sounds at the beginning and the emist@fperfectconsonants; ths sixth chords in between are less
stable because they contaimperfectconsonants.

48 See example 28.

49 See example 29.

50 See example 32.
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example 44 Beethoven, I/ I | NI ) B ;
Allegretto from piano sonatae Py qgt;E P ts e o2k c{
Op. 27 Nr. 1 (initial bars, and [y I I | D] \
‘reconstruction’ of the faux .
bourdon) TS C— 1\@ -\F_ = e T £ ® - OF Tﬁ f 7~
Joo 7 5 ¥ I I I z ] FIP I 'l-‘vaJ\ I | [
o € 1 a—
6 6 2 6 L——-— 6 6 6 6
4 cadence

As with a faux bourdon, pedal point causes what we could call 'layering' in harmongedal

point is a sustained tone in the bass, indicategstructural harmony at that moment. Mostly this
bass tone is the root of V or | . The higher voicesse 'freely’ on top of the sustained bass, which
may lead to dissonances with the bass: the harmsoany it were split in two layers, where the
higher voices form a chord succession, (quasi)gaddent from the pedal point. In the final bars of
the first Prelude of BachWelltempered Pianwe see successive pedal points on 'V and ondl. It i
clearly audible that the harmony on top of bothgd@aints is more or less independent:

example 45 Bach, welltempered piano, first book, final bafshe first prelude

24
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@" = —_—— == e 1 ——— = e P
pe B B . 2% . ! af;'i/ a—a‘ J.II : = o -
F*FTT FEPE0 I3 = % 3 = 7T IT FT T
e Te—e e Te—» i — L — i — i
I i " T I I i I
V7 16/4 A V7
28 pedal pointon V ——» 4 3
f
7 = = = . s,
%Hﬁ—g;ﬁ.w e e e
* T * I I T F I FT I FTFT
o N | LN | o N | LN | 5 | DEN | N | . |
e s — fo—s Ho—e fo—s oo i — i — i Ca—
I I I - i I I I
(VII7) 16/4 V7 V7
32 4 3
0 E .
7 =7 =l = et Tefrer J |3
L ;fbi";fi' ;fi';t-&' itj# - — === Ty
S IR pYY pry EEGI ;
= =y = = = =
— ]
FZW) F ﬁvm sz f;m T I

pedal pointon] ——»

Pedal points on V often act as a kind of long 'ameement ' of the (return of) the tonic. This
happens often at the end of the development seictisonata forn®, and sometimes before the the
second theme (hence: at the end of the transifidr® pedal tone must not be actually sustained: it
is sufficient when the bassturns to this tone often - the listener then will béeab 'think through'
the pedal point himself.. See the following examgie end of the development section of the first
movement of Mozart's horn quintet: Bb is not suéj we still clearly hear a pedal point on the
dominant®?

51 This is called: dominant pedal point, see my.t&here is the beginning of the second themeage 5.
52 In this pedal point, V is alternating with 16#his 16/4 has dominant function, as it appearsiwia
prolongation of the dominant, as neighbouring dhor
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example 46 Mozart, horn quintet K 407, first movement, endhef development and beginning of the recapitulation

65 dominant-orgelpunt (eind van de doorwerking)
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Alternating chordsometimes function as pedal points as well, esfhg@iden V is “encircled”. In
the harmonic rhythm, V then srongerthan the other degree(s). The following examplaaios
the final bars of the development section, andodgnning of the recapitulation of Mozart's piano
sonata in A minor. Until the end of the developn&aittion, every V is onstrong barwhereas
every | stands onwaeak barThe remaining chords are on even weaker beatsl. thati
recapitulation, V is structurally the most impottaarmony; all other chords 'aim at®¥V:

example 47 Mozart, piano sonata in A minor, first movementl ef the development and beginning of the recaguituh

pedal point on the dominant (end of development section}

V7 1 vIr7)

53 You can find the other bars of this developmentien in example 59.
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Pedal points on | often can be found at the enalesfes, or at the end of a major section of a form.
Such pedal points emphasize the final I, and inftise concluding character of the preceding
final cadence. Moreover, often the higher voiceghmsecond final cadenoa top ofthe pedal
point. See example 45: the final tonic in bar 3@rislonged four bars through a pedal point; the
higher voices meanwhile form an 'independent’, msitlg chord successiéh.

Pedal points at theeginningof pieces - often on | - are quite common as vé@ti.top of such tonic
pedal points the higher voices then form a cadéioceexample | IV V ), or form alternating

tonic and dominant chords, or tonic and subdomichatds - quasi independent from the bass. See
example 12 (Mozart, piano sonata in A minor, beigrof the first movement): in the first four

bars of this piece we see the chords | V7VT on top of a tonic pedal point.. Some pedal {®0in
are extremely long, and 'control’ large parts piege (even a few pieces exist that emérely

based on a pedal point?).

It is not unusual teaombine pedal pointandfauxbourdon: then, on top of a sustained bass, at
least three voices move in parallel sixth chordssTs happening in the following example, the end
of the development section of Beethoven's pianatsoin C minor, Op. 10 nr. 1. V forms the
starting point and the end of the fauxbourdon (ses 158, 162 and 166). At the end (see bars
167/168) the right hand is moving from the fauxlstour via 16/4 and V7 to | at the beginning of
the recapitulation:

example 48 154 L= faux bourdon ——

Beetr?oven, piano VIS i P — T > e ., | L |
sonate in C minor, o= ~f o .Eﬁ%ﬁﬂﬁwﬂﬂ
Op. 10 nr. 1, first yia sf sf p

movement, end of tht

development secion {E¥,2———— P R I R
and beginning of the = = 5 #*°* ° v p
recapitulation ; =z dominant pedal point —>

v >

passing harmony

54 Compare with example 41: the last 3 bars of #pestion of this sonata movement contain a toeitgb point very
similar to the one in example 44 (Bach).

55 To mention just a few quite extreme examples:
- the beginning oBrahms First Symphony first is on a long tonic pedal point, followed byoag dominant pedal
point..
- the development section @drahms' Third Violin Sonata in D minor contains an ‘extreme’' dominant pedaitpo
thewholedevelopment is on a pedal point on Al
- the whole second movement Blavel's Gaspard de la Nuit (Le Gibet) is on a pedal point.
- the whole ofDebussy's Second Piano Preludés based on a pedal point.
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passing harmony

sequences

The general meaning séquences: repetition on a different pitchp the same voice(sh sequence
essentially differs fronmitation : imitation is a repeah another voicg¢on the same, or on a
different pitch) Compareexample 49 with example 50: example 49 contairegaence; example
50 also contains a sequence (bar 2 is a sequehee tj, but an imitation as well (the lower voice
imitates the upper voice).

Example 49 shows that | am using, next to the ®rquence, the term “model” - as a means to
indicate which notes are put into sequence latanestheorists use the term sequence to describe
the combinationof model and sequence(s) as well - | try to avbat though, as | believe it is quite
misleading?®

We can distinguish between differéppesof sequences:

in amelodic sequenceéhe melody moves to a different pitch, but thefi@ny does not move along
with the melody. In the example below bars 5-8aameelodic sequence of bars 1-4 (the sequence is
not entirely literal, but in principle the melodyores up a second). The harmony is not put into
sequence though:

model

example 49 ' Allegro

—
Mozart, Piano Ml b)) D 4L r—L 4o
in D minor K — e — ¢ i
466, beginning of P 5 .

the first o | QW | =] _
movement p L

(reduction) 1 — i

sequence (almost literal)

N DI T

v 1 1 Y  — i i Y — i Y 7— 1 1
‘ ]
rax | i | % 1
F L ol z 2 | z 2 | Z 2 [ = &
Z FV: TE‘O ry 7 iud ;J‘.O ry 7 !\:A TI!.O ry 7 \JE‘! r.S 7
V65 > T
In fact themain bass tones 0
form a se in itself. {5 - —
1a sequence in itself. The o —
motion in this bass-sequence
contrary to the soprano. S o— — - —
Z Il;: %()
L ] L
I V4/3 V6/5 I

56 Maybe one reasarot to adapt this practice is thieeral meaning of “sequence”: “what follows”, sequitur= to

follow.
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bar 1: model bar 2: sequence (not exact)
1

example 50 A

Bach, beginning W@f_ﬁk S

of the two-part  J[& @ e 1= =7

invention in C motif motif

major: sequence |FXe—= ;@—P ¥ ;Fﬂ‘*ﬁ"T ifi

and imitation ~—J \—_g
- imitation

imitation
Likewise, in the following example we see somelodicsequences:

example 51 Bach, beginning of the two-part invention in Ebjona

model varied sequence
model —————  Sequence —o 1 | o 10 |
1 i ‘ ‘ pr——

i — ] - B i | i i W%*

d Pelop ol Pov o  ZresPep Po,eP,0 Pop,0,0 .

54 " # I T ™1 1 T I N | 1] r
v r } -‘\- 7 -
model ! l—d ----- | J L /1 I .. -~

sequence  varied sequence model (varied) sequence sequence  varied sequence

- in aharmonic sequence chord succession is moved up or down: a comgtetg of chords is
repeated on a different pitch. Strictly speakitg, inelody should not move together with the
harmony - and it is my belief that this situatismot very common; normally the melody moves
together with the harmony. An example of a harmeeiguence (I fabricated it myself):

example52  yfbg Rl S P
harmonic Wﬁfﬁﬂﬁﬁﬂ S %
sequence F F | | |
I I Y R B
Y57 7 . Z B PR I B
e el T (P me P |
A I .
| J | |
chords: ¢ D Bb F

- In aharmonic/melodic sequencéoth melody and harmony are movétlve may stay in the same
key - and then in the sequence prefereldyonicchords are used. We may then speakrudra
modulating sequenceand, when only diatonic chords are used, furtioeenof adiatonic
sequence?® It is also possible that we leave the key throongiving the chord pattern. For example:
when the chord succession | IV V in C majoregeated, as a sequence, as | IV Vin Aminor,
then V in A minor is no scale degree in C major:h@ge modulated to the key of A minor. In this
case we can speak ofredulating sequenceSome examples:

example 53 Beethoven, Piano

P’ A TIE X M| I I . i I
Sonata in E major Op. 109, {4 if' = éﬁ. ir — : s
beginning of the first movemer pdolce | = o - g %T - tl ﬂ
S e el R =
%ﬁ—gﬁ I  ———— ———— T 7 Fo 7
? E = ;tj -
model sequens 1 sequens 2 afsluiting (cadens)
I Vo VI 16 v Ie V7 I

57 This for example normally happens isegjuence of falling fifth&ee page 11.
58 Diatonic sequences of falling fifths are a gordneple; see page 11, examples 11 and 12.
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Example 53 contains a variant of the so-calledchelbel-sequence named after Johann
Pachelbel'sKkanon und Gigue in D-Dur fur drei Violinen und BasSontinuo(canon and gigue
for three violins and thorough bass). Pachelb& és@ample 54) wrote a three-part canon on top
of a two-bar pattern in the bass, which is constarpeated (basso ostinat®; the bass consists
of the following tones:

1 -5 - 6-3 - 4-1 4-5-1

|_model_| |_sequence 1_| |_sequence 2 _|

The bass has to be harmonized, as we are dealih@i@sso continuoAs there are no figures
in the score, we can assume root positions hale fdayed on the basstones; this results in the

degrees:
Il =V - VI -l —=IV-1 —-IV -V — |

example 54 PachelbelKanon

und Gigue in D-Dur fiir drei o fﬂQ big _ _ e, | NI
1 1 ”
Violinen und Basso Continuo, Vieline 1 "4 e f 2 ’ ==
beginning A
L Dt o |
Violine 2| Hes—t% T # o o o *
D 1 —
Qﬁun
Violine 3| [fo—Fat
AN "4 > 3
D)
N Z — " PR—  — " PR— — " PR—
B e o T T e P oo g Tl P oo 1, T
§ ! o ! e ! e
7
' ) # p—— e [—— — W p—
AT g s P s 2 -
!g hul - d \=) J—J.J-g -el | L} _“. =l' | | I I
0H# | [r—
e Illluuqﬁ*
G = —==C o
e ===
S ] L
G — T ‘ e e e ; — -
N
N \ L —= ¢ \ L4 5 \

In the beginning of Beethoven's sonata Op. 109n(@¥&a 53) the bass is descending stepwise,
causing the appearance of alternating root positgo first inversions:

l-V6 / VI-1lI6 / IV-16. Like in the Pd®lbel-example, this sequence is completely
diatonic

Example 55 contains modulating sequences, whinbtisery astonishing when we bear in mind
that these bars form the beginning of a developmeection:
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sequence 1 (in Bb minor)

model (in Db major)

VI

v8 -7 VI

116/5

VI

1

Gb major
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example 55 Schubert, Symfony Nr. 5 in Bb major, beginningla tlevelopment section: modulating sequence
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modulation, secondary functions/degrees

In most tonal compositions we encounter more thang single key. The most important key, the
main key or home key is 'the key of the piece' (mostly indicated by key signature). Almost all
tonal pieces start and end in their main key. Sother keys have specific 'names’. Some other keys
also have a specific ‘"name'. For instance, theakiifth above the home key is calletbminant

key; the key a fifth below the home key is calledbdominant key, keys with the same key
signature are callegharallel keys (in major: the minor key a minor thitzelow,in minor: the major

key a minor third above the main key). Major anadanikeys with the same root (eg C major and A
minor) are calledrelative keys®®

Transitions from one key to another are calleddulations. As a rule, we can assume a
modulation when the new key actually is confirmexten through @adencan the new key’
When a new key only is 'suggested’, or "touchedhoat clear confirmation, we better do not
speak of modulation, but of (temporatghicization.®*

Chromaticism within the keywhen we are not leaving the key, in spite ofuke of chormatic
tones) mostly is caused Bgcondary functions a chord, or a succession of chords is as it were
'‘borrowed’' from another key, whereas no modulatiwreven: tonicization) is taking place. For
example: when we use the chord D-F#-A-C (domisanenth chord) in the key of C major, this
does not necessarily mean that we are modulatiegchiord may be usedithin the key of C
major, with F# as chromaticism. | will come backhée topic.

In modulations often pivot chord is used: a chord, forming a scale degree in boyh,kend used
as the centralmpoint in the modulation. Pivot ckardn be labelled in both the 'old' and the 'new
keys with Roman numeraisWe could imagine the 'old' key as the 'past' ehsaichord, and the
new key as its 'future'. Therefore, the new keynaly is not yet audiblén the moment the pivot
chord appears: we, as listeners, indeed don't kdwhat a modualtion is taking place (as we still
hear the chord in the 'old' key). Odyer we realize which chord did form the pivot chordhe
modulation, so: where precisely the modulation tplaice. A little example:

example 56 modulation (to the dominant key), with pivot chord

cadence in deceptive {final) cadence in E major
—3 A major cadence {dominant key)
~—3
i Sase— gg_k.tq;: FEee=rts =
LT3 LT3 17 LT3 [Py - - .Z
AN A I A L A ; ; 5
- LN [— o — P———— J _] |
L a1 o } ! I g ® o — i |
LR, Tt e.e [ [*" T e e i = i e ——
o [ 4 W - ‘ ‘ r. 7 T
[A major | V2 16 I IV V7VEs IVIVI g7 Y
M 16 vV Vevdsd 1 16TV 164 V4--3 1 I
) pivot chord (whenT
pivot chord the repeat is played)

It is customary (in analyses, and in harmony) sbidguish between three types of modulation:

59 It is useful to know that iDutch (and German, etc.) relative keys are caflachllel. And parallel keys are called:
gelijknamig (German:gleichnamig) which means: 'having the same name'.

60 See pages 14 and 15.

61 This is for instance common in fugues: duringgdeond entrance of the subject (comes / answergdaialtion to
the dominant key is initiated. But, as we stayhia dtominant key for a very short time (because wdutate back
to the home key immediately after the second en&gnve better speak tnicizationof the dominant.

62 This is (also) visable) in examples 39 and 52pate points | used double explanations (diffeseate degree
numbers, in different keys, one written below theeo).
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1.

in diatonic modulations a chord is used that is forminglgtonic scale degreim both keys; in

other words: @iatonic pivot chord is used: a chord, forming a scale degree in fdekey, and at
the same time formingnotherscale degree in the 'new' key. The modulatiorexample 56 are
diatonic: the F# minor chord in bar 4 is VI in A jma and appears to become Il in E major. And the
E major chord in bar 8 is | in E major, but as sasrihe repeat is beginning it turns out that we ca
hear it as V in A major as well.

In example 55 something similar happens: the kdysn@jor, Bb minor and Gb major are
connected through diatonic pivot chords; in botldaiations VI changes to | in the new key (see
bars 122 and 126).

It is obvious that diatonic modulations mainly ocathen keys are not very far apart (meaning:
their key signatures are not too distant), as@ntlodulation a chord, forming a scale degrdaoith
keys, is used. The two keys, involved in the matilua therefore must have at least three common
tones.

inenharmonic modulationslikewise a pivot chords is used, but in this ddeepivot chordnay

not form adiatonicscale degree in one of the keys involved. In thetpihord one or several
tone(s) are enharmonized (for example: A# is writie Bb). This is calledgnharmonization; in

the modulation we find aenharmonic pivot chord.

In enharmonic modulations, alwapgartial enharmonization is used: no more than two tones of a
triad, or three tones of a seventh chord are entraizad. In a modulation it doesn't make sense to
enharmonizall tones of a chordcomplete enharmonization, as then reallpnly the notations
changed: when, for example, the chord F#-A#-Ci#sBotated as Gb-Bb-Db-Fb, essentially
nothing has changed, as the F# chord forms V7 enB,the Gb chord in Cb. And in fact B and Cb
are the same key!

Through (partial) enharmonization in a chord we get

- an identic chord, but: ianother inversionor

- another chord, witidentical sound

Not all chords are suitable for enharmonizatiowb@bly the most important are:

- diminished seventh chord

- augmented triad

- 'hard-diminished' seventh chétd

when enharmonization is used in one of these chardmversionchanges (and along with that:

the key in which the chord forms a - diatonic onfthatonic - scale degree)

- dominant seventh chord; this chord may be enhamzedro a doublediminished seventh
chord®

These are by far not the only possibilities (I @amMing lots of possibilities out here...). An exdenp

showing the chords mentioned above:

example 57 enharmoniszations in diminished, doublediminished 'aard-diminished' seventh chords, and in the
augmented triad.

dominant seventh chord

and doublediminished ‘hard-diminished'

A diminished seventh chord: augmented triad: seventh chord: seventh chord:
&
‘
VIO7in  VI6/5Sin VI4/3in VII4/3 in Maugm  M6augm me6/daugm V7in #IVdv6/5 Ihv7in  IThv4/3
Eb minor C minor A minor F# minor in b minor in Eb minor in Eb minor G major or (german augm.) C minor in F# minor
G ninor in F# minor

63 This is not an English term, but literal transkatof the Dutch 'hardverminderd' (or German: hemvindert). The

chord consists of major third, diminished fifth améhor seventh. The second inversion is known iglish as
'French augmented'.

64 This term is not very comon in English (thougis itsed). The chord consists of diminished third, disfied fifth

and diminished seventh. The first inversion is knawEnglish as 'German augmented'.
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For harmonic analysis, it is important to know tb@tnposers often don't notate enharmonizations.
In other words: irenharmonic pivot chordsoften a single notation is chosen; normally fotanse

an A# is not slurred to a Bb. That enharmonic maidwh is at issue then has to be derived from the
context. In the following example though, Beethotias been kind enough to indicate the
enharmonization precisely:

example 58 Beethoven, Sonatra in C minor, Op. 13 “Pathetiqgfiest movement, beginning of the development secti

Grave
} I T E
gl g 4T 4 ‘ P f ‘ i I tl‘ - Iﬁ
1:—‘:-!-[ A:? ‘ h |
. decresc. #
. . pr
ey | ! b—'l -\' v = F - # F : ﬁb\\' \.\/ u— i L
) e T rooml === g S===r /| /.j J | 5%
7?1 i:_ v 77 7 5 e ol ;‘\- ;‘\-w 110
VE attaca suqbil‘a il Allegro
I VInHv VII2 / VII4/3 16 VII4/3 molto e con brio
[E minor VII2 16/4 V7 (ete)
Allegro molto e con brio
) | L .
) A | I L. ™Y
)] * : : \ VII in G minor is
crese enharmonized to
p " VIIin E minor:
I I I I A
Ve o e o « 4 o | a i
o ¢ o < - o org oo
Eminor]

The following example shows the major part of tbeelopment section of Mozart's Piano Sonata
in A minor®. As can be expected in a development, several laiaios are taking place. The
development starts in C major (the relative magy &f the main key A minor), and modulates to F
major after a few bars. In bars 56 and 57 V in fom@ominant seventh chord on C) is
enharmonized to a doublediminished seventh chdrig. @nharmonization causes the modulation
from F major to E minor:

example 59 Mozart, Piano Sonate first movement, developmettt@euntil dominant pedal point

s . i
] I — ——
PP 9% 9@ ¥ 9@ 9% 9% »*
I 112 (neighbouring chord) I
\Y VII2md (neighbouring chord)
) be e \ o be . b
y A I I |
e SNl m
fr fr f
IQ????I??????????IE 3 = )
ry i
CETFPEEEE S FrrE e e
83
[F major| V7 VI2md V7 VIR2md V7 is enharmonized to: (erman
21}116(:) 1r %I;b ouring E;I}lleol r%l;b ouring [E minor $IVdv6/5 agu emented)

65 You can find the last bars of this developmergxample 47; the beginning of the exposition isrghm example
12.
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3. we speak othromatic modulation when
- achromatic step is used (for example C-C# of B-@1w)/or
- achord is used that does not form a scale degr®i'old’ key, butloesform a scale degree in

the new key.

Chromatic modulations normally st contain apivot chord: through the chromaticism we
immediately leave the 'old’ key, and reach the ae&; the connection with the old key is suddenly
lost. For example: when we are modulating from Gomi@ D minor via the chromatic step C-C#,
then the tone C belongs to the key of C major,@#hdo D minor.
At a slightly larger distance though, it oftesrpossible to find a relationship between the twyske
in the following example there is no pivot chatdthe actual 'modulation pointhe tone F in bar
50 belongs to the key of Bb major, the tone F#an4d belongs to the key of G minor. But, as soon
as the G minor chord is reached, it is possibleet@eive it (also) as VI in Bb major. Situatiorieeli
this - diatonic ‘connection’ in the background lafoenatic modulations - are very common.

example 60 Schubert, Symfony Nr. 5 in Bb major, first movemédragment of the transition
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(and also:
VT in Bb major)

The modulations in bars 58, 62 and 66 of the dgraémt section of Mozart's piano sonata in A
minor (see example 59) are to be considered asneticf® even when no chromatic steps are
visable. The reason is that we every tempect a minor triacs resolutions of the preceding
dominant - but anajor triadis appearing insteaqwhich subsequently proves to be dominant in a
new key ). In bars 58-70 we encounter a chord sstwe of falling fifths (Bnajor —Emajor—
Amajor— dminor); because the first three chords appear to be agoifar the following chord we
can speak of ahromatic sequence of falling fifths (or: chromatic sequence of dominan{s This

is followed by a (much fastedjatonic sequence of falling fifths § in bars 70-73.

66 Apart from theenharmonianodulation in bars 56/57, see page. 45. Compateeadample 31, bars 32/33: here the
modulation is taking place via a chromatic steptiiim bass).
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67 See also page 11.
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