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

Since around 1600, in most compositions chords are used: triads and seventh chords. In other
words: the harmony plays an important role. In a harmonic analysis observations can be made about
the relations between chords, and about their place in the key(s). It may also be important to look
for relations between the harmony and other aspects of a composition, like the melody or melodies,
the phrases, the form, and the meter and rhythm.

Some tones in tonal music are part of the melody, but not of the harmony; these tones are called
embellishment tones.* And in most tonal music the harmony is layered, meaning that not all chords
are equally 'important': we can distuingish between structural and non-structural chords.?

When making harmonic analyses you could use several techniques, such as:

- analysis of the degrees: the harmony of a composition is described using Roman numerals for the
scale degrees;? the inversions of the chords can be added. Instead of Roman numerals sometines
chord symbols are used.’

- harmonic reduction: the score is 're-written' in such a way, that only, or mainly, the harmony is
visible. Of course, this technique may be combined with an analysis of the scale degrees.’

- harmonic/melodic reduction: usually the score is 're-written' in such a way, that only, or mainly,
the (most important) tones of the bass and the upper voice are shown. An analysis of the scale
degrees may be added.

When making, or reading and understanding, an harmonic analysis it is necessary to be aware of the
meaning of the chords, mentioned in the analysis. Sometimes the meaning of a chord, or a group of
chords, is clear through description with a Roman (scale degree) numeral(s), sometimes it makes
sense, or turns out to be necessary, to add further explanation or interpretation to a scale degrees
analysis (or to a reduction).

degrees and functions; main degrees and secondary deqgrees

Every tone of a minor or major key has its own character, and therefore plays specific roles in a
piece of music (and doesn't play certain other roles). A quite obvious example is the leading tone in
the major and harmonic minor keys: usually it resolves to the root of the key. Another - maybe less
obvious - example is the sixth in the major and (harmonic) minor keys: this tone often leads down,
to the fifth of the key. In tonal music, such 'roles' are determined by the audible relation with the
root of the key: the presence of this root creates the possibility for a certain tone to play specific
roles.

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

1 Further explanation: see the chapter embellishing tones (passing tone, neighbouring tone, suspension, anticipation

2 Further explanation: see the chapter structural and non-structural harmony / faux-bourdon / pedal point. We can
also speak of structural and non-structural harmony.

3 For an explanation see the section degrees and functions; main degrees and secondary degrees below.

4 The use of chord symbols is common practice when describing Jazz music, for instance. Chord symbols are also
sometimes practical in the description of music of the twentieth century.

5 Some examples of harmonic reduction you can find in my text “An example of sonata-rondo: Beethoven, sonata in
¢ minor op. 13 (Pathetique), third movement...”” (from page 4).
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On every tone of the major and minor keys a chord (triad or a seventh chord) can be placed.® Such a
chord on a tone of a key is called: degree. There are seven degrees, as many as there are tones in the
key. Degrees can be 'labelled’, using Roman numerals. For example: 111 means: the triad on the third
tone of the key, IV7 means: the seventh chord on the fourth tone, 16 means the triad on the first
tone, in first inversion.

Degrees differ of course, because they are on different tones of the key (and thus consist of different
tones), but they differ above all because of their different sound:

1. in a major key the triads on I, IV and V are major ; the triads on Il, Il and VI are minor; the
only diminished triad is on VII.

2. in a minor key the triads on | and IV are minor; the triad on V normally is major - because
of the use of the (artificial) leading tone in minor keys’ In the so-called natural minor key
the triad on V is minor. On 111® and VI stand major triads, and on Il and V11 usually
diminished triads. The use of the leading tone is causing the diminished triad on VII: in the
natural minor key the triad on VII is major.

The minor key is more complex than the major key: in fact a minor key consists of nine tones, as
(often) the seventh and (less often) the sixth tone may be raised:®

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

(May =major drinniwri]nzished) major: [VI] [VII] I Il 1l IV V VI VI
[min] [dim] Maj min min Maj Maj min dim

minor: | I - v v ve vie 1] [
min dim  Maj min Maj Maj dim [
min [dim]
]
As a music example: example 1
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In the above schedule is visible that the chords in a major and its relative minor key almost
completely correspond: the minor key is a minor third below its relative major key, and consists
basically of the same tones. For example, an E minor triad can be used as Il in D major, but also as

6 Chords might alos be placed on some raised or lowerd tones. | am disregarding these possiblities here.

7 The so-called harmonic minor scale

8 In aminor key, when the leading tone is used, Il appears as an augmented triad. 111 as an augmented triad is much
less common than 111 as a major triad - and for that rason only the major triad is mentioned in the schedule.

9 Itis common practice to speak of harmonic minor (minor scale with raised 7), and of melodic minor (minor scale,
using raised 6 and 7 when going up, and using 'natural’ 6 and 7 when going down). In practice we observe 'mixed
use' of these scales though. Therefore they can be considered as merely theoretical ‘constructions'.
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IV in B minor; a D major triad can be used as | in D major, but also as Il in B minor, etc. As
normally the leading tone is used in V and VII in a minor key, these degrees differ from I1l1 and V in
the relative major key (in example 1: A# ). The degrees of a major key correspond exactly with the

degrees of its 'natural’ minor relative:

(Maj = major i = majeur: [VI_] [YII]I _ II_ III_ IV_ V_ V! YII
minor dim = [min] [dim] Maj min min Maj Maj min dim
diminished)
natuurlijk mineur: 1 I i v Vv VI AV 1 I 1
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

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

o)

Umin Wdim Wmaj Wmin Vimin Vimay Vilmay

Degrees can also be used in the form of seventh chords. Below is a list of the most common seventh

chords in major and (harmonic) minor keys:
[VI']
[min]

] _ _ _ majeur:
(Maj = major min = minor
dim = diminished
dom = dominant seventh
chord

hfdim= half diminished) harm. mineur: I’
min

As a music example: example 3

[viry v nm v v vre v
[hfdim] Maj min min Maj dom min  hfdim
1"’ m’ v v vIe vil' 1] [
hfdim Maj min dom Maj dim [min] [hfdim]

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

B minor (harmonic) I I
H7hfdfm m7maj

17
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D major

Uy Winin Wiyin Wings Vigom I7mm H7hfdim
() = (]
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The term function is used to describe which role(s) a chord plays in a piece of music. We
distinguish three functions: tonic, dominant and subdominant (abbreviated: T, S and D). Each
chord in a piece of music has one of these three functions. Some chords always have the same
function, others may have different functions, and can therefore play different roles, depending on

the context.



The seven degrees of the major and minor keys can be divided in main degrees and secondary
degrees. Main degrees are functionally clearer than secondary degrees. The main degrees are: I, IV
enV ; the function of | is: tonic ( | can be considered as the 'central chord' in a tonal piece, because
it stands on the root of the key); the function of IV is subdominant, and the function of V is:
dominant.

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

- The fifth can be considered as the 'simplest' interval (after the ~ example 4 in G major
octave, but an octave is hardly heard is an interval).” When two

chords with roots a fifth apart are connected, this connectionis ~ ,, 3 — _
perceived as 'strong'. (We could also say: as 'easy o 8 S |
understandable’: every other connection of two chords is more ¢ & |
complex.) I and V are a fifth apart, asare IV an I: v I v

- Adiatonic key (a key, consisting of five whole tones and two semitones) basically is a row of
perfect fiths." The major and the 'natural' minor keys both are diatonic keys. In other words: major
and minor keys consist of a part of the circle of fifth (namely half of it, plus one tone):

example 5 tritone (_ofl_'?ff{q_effﬁﬁy_\
QQ < A -
. : - (] 7 == =
Cmajor —~"¢5 {5 () —>{’\th & o o ©
O . O v o o ©
perfect fifths
tritone (dimished fifth)
/"‘%--ﬁ! <> 5] T o O
. 0 = (@) 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 just one fifth apart from the tonic (in both directions) have
special importance. Chords on tones that are further away from the tonic (measured in fifths) have
weaker relations with the tonic, which results in less functional clarity. For instance: a triad on D in
the key of A minor is just one fifth apart from the tonic, and has clearly dominant function; a triad
on F on the other hand is four fifth apart from the tonic, and therefore functionally much less clear.

In the next chapter I try to specify the meaning of the terms tonic, subdominant and dominant.

10 After the octave, the fifth is the most consonant interval. This is visible in the structure of the overtone series.
11 Next to major and minor keys, the so-called “church modes” (or better, and shorter: “modes”) are diatonic as well.



tonic, dominant and subdominant / main degrees

The functions: tonic and dominant are relatively easy understandable. The tonic can be regarded as
resting point, or starting point. The first degree in particular is clear: the vast majority of tonal
music ends on I, most pieces also start on I. In other places in a composition a conclusion of a
phrase on | mostly sounds as a resting point as well

The dominant tends to 'lead to' this resting point. Thereby the following points are important:
1. Achord with dominant function always contains a leading tone (= the seventh of the scale, a minor

second below the root). The presence of the leading tone can be regarded as ‘'minimum condition' to
which a chord must meet to be able to act as a dominant. The leading tone has a melodic function: it
leads into the root of the key, in the same voice. (in other words: it resolves to the root:: 7 —> 1").
In minor keys, in all dominant chords the (artificial) leading tone must be used, as the seventh of the
'natural minor' scale is a major second below the root, and therefore not useable as leading tone. See

example 6a.

2. The main degree V contains the leading tone (= the third of V'), and moreover the fifth of the key.
This fifth has a tendency to fall a fifth down (or jump a fourth up) to the root of the key. This
tendency can be called: the harmonic aspect of the dominant function.

example 6
a. b. c.
C major A minor C major A minor C major A minor
Q I I I I I I
#h—e__gb_()—H'ﬁﬁ)—Hn—|—H—ﬁ__}_‘)—H—ﬁn———~V()—H
\.j' 1 < e bl == = o — 1 =~ o 1 ey — 1
- b=
T 5 P T
d. . _
So, in the triad on V, the melodic function of the leading tone , Cmapr A nor
- - - - - - ¥ ]
is combined with the harmonic function of the dominant; see S e
examples 6c¢. en 6d. DI R
The relation V — | can be understood as: the dominat creates o = o o
tension, which is put to rest in the tonic. o o
— —

The subdominant is less clear than the tonic or the dominant (several theorists even deny the
existence of the subdominant ...). Since Rameau*? introduced the term “subdominant”, a wide range
of explanations have been given. I more or less follow the explanation of Schoenberg::*?

Two chords standing a fifth apart are strongly related, because they have a common tone (through
the distance of a fifth). This applies to V and I, but also to VI and |1, and so on. Schoenberg calls
this the 'harmonic tie™* between two chords (see the dotted lines in example 6d). Logically, every
triad is harmonically connected with two other triads in this way: with the triads a fifth above, and a
fifth below. For instance: I is harmonically 'tied to' V (the fifth of | is the same tone as the root of
V), and to IV (the root of | is the same tone as the fifth of IV).

The relations between I and 1V, and between V and | are similar: | could be considered as a 'kind of
dominant' to 1V (see example 4): I may 'lead to' IV, as V is leading to | - because of the distance of
the fifth, the 'harmonic tie'. The function of 1V, and of the subdominant in general, could then be
described as: 'leading away from the tonic, moving away from the centre' (centrifugal).The
dominant is 'moving to the centre' (and therefore can be called: centripetal). It is then logical to
assume that after 1 — IV (moving away from the tonic) V — I should follow (recomfirming the tonic)

12 Rameau: Nouveau Systéme de Musique Théorique (1726)
13 Arnold Schoenberg: Harmonielehre (1911)
14 German: harmonischer Band



When we look at these basic
harmonic relations in this way, the
relation between IV and V actually
is almost a 'non-relation’: these
chords have no common tone (no
harmonic 'tie"), as they do not stand
a fifth apart. In minor keys there is
a melodic relation though: the third
of IV (6" of the key) normally
leads to 5" - see example 7.

example 7

MAJOR

no direct relation

MINOR

melodic relation

o K 6--->35
IV _ Iv v
subdominant dormna_mt subdorminant domme_mt
- centrifugal - - centripetal - - centrifugal - - centripetal -
I I
\ tonic ) \ tonic }
- resting point - - resting point -
7 M N B B TN Y I B
.= ZE y AN ZE
[ FanY =y 7 =y V| [ Fan ML) -~ C g £ ]
N | | |l IOV N = I = o F
A U B S e I i
6\: = [ i | - 127
e e
. I
5(=4) 5 5(=4) 5
I Iv Vv I I v v I

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

Especially in the Classical era, the harmony at the beginning of pieces, or at the beginning of
sections of a form, often consists of only tonic and dominant chords. We then have the impression
that the harmony does not really move yet, and that some harmonic development is needed, before
the music can aim at some kind of harmonic 'conclusion’ (a final cadence, for instance). The
subdominant often appears after moving forth and back from tonic to dominant for some time (in
themes the first subdominant often appears at the beginning of the consequent). The subdominant
then can be seen as starting point of a harmonic ‘conclusion’. In a way this is logical: as soon as the
subdominant appears, all three fuctions have been used, and the music then will move towards a

cadence.

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

secondary degrees

The relation betweeen the three main degrees can be understood from the distance of the fifth
(between IV and I, and I and V); the relation between the main degrees and the secondary degrees
can be understood from the distance of the third. Triads with roots a third apart have two common
tones; therefore their sound is somewhat similar (though not all triads a third apart are sounding
equally 'similar"). Probably this is the reason that chords with roots a third apart are functionally
related. The three main degrees each are functionally related to two secondary degrees, standing a
third higher and a third lower. IV for example is functinally related to I1, and to VI.

As visable in example 8, there are a few “‘overlaps’ (which is logical: three main degrees relate to
six secondary degrees — but a key contains only seven degrees!): 11 and VI are a third apart from
two main degrees with different functions. In major keys both chords are functionally unclear - the
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context has to clarify their function. The same applies to VI in minor keys - but not to I11: when no
leading tone is used in this chord, it has tonic function; when the leading tone is used, it
automatically has dominant function .

In minor keys, when talking about harmony, we normally can assume the harmonic minor key: in
tonal music the seventh of the key often is raised (leading tone). You should realize though that
scales like 'natural’, 'melodic’ and 'harmonic’ minor are basically artefacts: in most tonal music they
are mixed. The choice to use the leading tone (and/or the raised sixth tone) nearly always depends
on melodic direction: the ‘high’ 6~ and 7” “cause’ ascending motion, the ‘low’ 6* and 7” ‘cause’

descending motion. Else than V and VII, 111 in minor keys seldom contains the leading tone:*
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
| P Lace
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 relations between secondary degrees and main degrees
here. Just a few observations:

- Secondary degree mostly are “weaker representatives’ of a funtion than the main degree with the
same function: they stand further apart from the root of the key (measured in fifths).

[l and V1 are the 'weakest' degrees - the function of these degrees is not clear beforehand (but: I11 in
minor keys is functionally clear, see example 8!)

- VIl is rather clearly a dominant: the chord does not contain the fifth of the key (this fifth
characterizes V, and the relation between V and 1), but: the leading tone in VIl makes that it leads to
a tonic chord. In other words: VIl is lacking the harmonic dominant function, but the melodic
function ( 7 —> 1~ ) makes clear enough where V11 is ‘aiming at'.

- 1lis very clearly a subdominant. The relation between I and Il is less clear than between | and 1V
(as they are not a fifth apart); but the relation between Il and V is more compelling than IV — V: Il
and V are a fifth apart (see example 9). This distance between Il and V is without any doubt an
important reasons that Il is used very often instead of I1V:

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

- Secondary degrees often are used as substitutes of main degrees. A secondary degree may also be
used after the main degree with the same function, causing the function of the main degree to last
longer; in this case we can speak of prolongation®® of a function. See example 10.

15 So, I11'in minor normally has tonic function, and seldom dominant function.
16 This term is used also for other ‘extension techniques'. Compare page 30: voice leading chord within a prolongation
of a function.



- The funcions of VI and of 111 depend of the context. In the chord progression V - VI, VI takes the
place of I (because we expect | after V - substitutution ); VI in this situation is a (weak) tonic. In

the chord progression | - VI -V — 1, the function of VI is: subdominant (it takes the place of IV or
I1). In the chord progression I - 111 - IV =V, 11 is a tonic, because it is prolonging | (and thats why,
in minor keys, in this progression the use of the leading tone in 111 is not possible..) See again
example 10.

- It makes some sense that the 'row of thirds' in example 8 starts on 1l and ends on VII. It is a nice
idea that the tonic is standing in the middle (and it belongs in the centre, of course..) More important
is that 1l en VII, though they are a third apart, are hardly connected - in spite of the two common
tones. 1l is related to IV (and: a third apart from V), and always a subdominant; VII is related to V
(and: a third apart from V), stands on the leading tone, and therefore always has dominant function.
This functional difference rules out any direct relation between 11 and VI1.

example 10 prolongation and substitution, using secondary degrees

H_ | | | L | Ao || L
A —— = 77 7 & - i i = 7 © e
S T e e e e e S i e
d |4 Iyl d |4 S T R PN
4 L) [l = fod e | 2 -~ [ &)
F L) | | hadll YRV fo] = =
— ! ~ 7 ~ AP i I I o
\ \ [’ \ \ ' ' '
v VI I VIV 1 I III IV A\ 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) that secondary degrees - like the main degrees - are a
fifth apart from each other. Relations like V - | have equivalents among the secondary degrees:
we could argue (simplifying matters a little) that the progression V - | can be 'imitated' by secondary
degrees.” For example: between VI and 11, or 111 and VI a dominant-tonic-relation can be suggested
- as it were on a lower level: the second chord is no 'real’ tonic, and the first chord no real dominant
(often there is no leading tone in this chord). Because of the distance of a fifth the progression is
nevertheless similar to VV — I . In such cases we could speak of ‘figurative’ or ‘improper’
dominants. As the major and minor keys may be described as a row of fifths (see example 2), every
degree can act as ‘quasi-dominant’ of another degree. Eventually, all degrees can be put in a row of
fifths:

| A\ VII
1 Vi
I V I

This order of all scale degrees is very common in tonal music. The last three chords then act as
final, complete cadence :*

17 Maybe even | — 1V is an 'imitation' of V -1 ?
18 Complete cadence: see page 14.
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example1z undei 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 called a sequence with (diatonic) dominants; it is more
correct to call it a diatonic sequence with descending fifths: 'descending fifths' because of the
distances between the chords, 'sequence’ because a pattern is constantly repeated. Sometimes it is
simply called: row of (descending) fifths.\We normally tend to hear the chords in this sequence 'two
by two', and then (often through the melody) perceive a sequential pattern with descending
seconds."

In diatonic sequences with descending fifths in minor keys the leading tone is only used in the V,
preceding the final tonic: VI en 111 contain no leading tone: they use the 'low’ seventh of the key.
We could speak of 'natural’ VII and 'natural’ 111 here, or adopt the common Dutch (and German)
practice and call them eolian (abbreviated:Vlleol, Illeol).

Example 11 also shows that 1l takes a special place among the secondary degrees: it is, as the 'last
fifth before V', particularly suitable as substitute for IV in a final cadence.

Some of the above mentioned points are visable in example 12. The first four bars of this theme
move forth and back between tonic and dominant (on top of a pedal point * in the bass). In fact the
harmony starts to move not earlier than in bar 5, the first bar of the consequent. Bars 5-9 contain a
complete sequence with falling fifths (see the harmonic analysis in the example). From 116 in bar 8
we can speak of a final cadence - within the sequence with falling fifths..”* The leading tone (G#) is
only used at the end of the sequence, in V7:

example 12 Mozart, sonate in A minor, K 310, beginning of the first 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 descend of a second. Bars 5-9 of Mozart's Piano Sonata in A minor are a
good example of this procedure (see example 12): we hear sequences per bar in the melody, falling a second. The
underlying chirds form a sequence with descending fifths.

20 See the chapter structural and non-structural harmony / faux-bourdon / pedal point

21 See page 12.
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Closes, (final) cadences

Cadences (or: closes) are an important means to structure 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 types of closes/cadences. | am using two different sets
of terms, referring to different phenomena (though there is some overlap):

The following terms describe in which way we reach a final tonic:
1. authentic cadence: an ending, in which the final tonic is preceded by a dominant (mostly: V).
see example 13a.
2. plagal cadence: an ending, in which the final tonic is preceded by a subdominant (mostly: 1V
or 11). see example 13b.

The following terms describe on which function we are ending:

1. full cadence: an ending on I, the tonic. Normally this final 1 is in root position. We speak of a
perfect full cadence when the the bass and the highest voice both end on the root of the key
(= the root of 1 ). When the highest voice ends on the third or the fifth of the key, the cadence
sounds less 'stable’. We then speak of an imperfect full cadence. See example 13c.

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

3. deceptive cadence: in an ending, the final chord after the dominant is not 1 (though we are
expecting | ), but another degree.? Common procedure: the leading tone (in the dominant
chord) is resolving to the root of the key, though this root is part of a ‘wrong chord' (often VI,
less often 1\VV6, and sometimes still another chord). A deceptive cadence often is used to achieve
prolongation of a musical phrase: after the decepetive cadence a new attempt 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
I J | J o J |
o ~ |2 - FA e o P ¢ z_ |9
® I \ ! \ \
| L e i 4 e Jola Id |e
L}: 7 [ )] %f) ~F b [ )] & ~F
w4 [® ] I I [® ] | [® ] = =
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
URN A \ | f o \ o
| 4 |e 4 |= | J
~ b 1 b | b f o o
f | © ©
A | \Y% I \Y% I I v Iﬁf v

22 Sometimes the German term TrugschluR (triigen=to deceive) is used. In French (and Spanish, Portugese etc.) the
deceptive cadence cadence is called a broken cadence: cadence rompue, cadenca rota etc.
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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 can cause prolongation of a phrase, because a 'proper ending' is avoided.
Plagal cadences often are prolongation in itself, because they are following after a full cadence. See
example 14. This use of a plagal cadence is, for example, frequently found in the 'Amen’ at the end

of a section of a mass:

example 14

plagal cadence as prolongation

authentic cadence /

full cadence

v
) # ‘ h ¥ l dh - -
o T f S G B R
§ e J )4
/: #-C— T r - \= F.- b
h — i — | I I f
I 6 Y 1 v I

plagal cadence

An example of an Amen, linked to a plagal cadence - the example is from 1869:*

example 15

Bruckner, final bars of the Ave

Maria From the motets)

Q\ 1 | — n T T n T
7 — ] o ]
S T ST 8 8 (8
0o - ra pro_| no bis. A - - men.
S S S s N N (N Y s To o
T 2 —r o o >
I [ I | o
D rTI S—m T

At * the melody (in fact: the piece) is finished.

authentic cadence /

full cadence

Three centuries earlier (1567), in a composition by Palestrina:

plagal cadence

23 See also the beginning of the second movement of Beethoven's Third Symphony (example 19), bar 8.
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example 16

Palestrina, Missia Papae
Marcelli, final bars of the

Kyrie
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e

ol
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|
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z

7

O]

<
S
N

O]

In fact, the term cadence is used in different ways; apart from describing certain types of endings
(like described above: full cadence, deceptive cadence etc.), it is also used in a more general way, to
indicate that some endpoint or cesura is reached. And it is also used to describe certain groups of

chords.

- Cadence, in the most literal sense of the word means: a closure (on a certain scale degree - often the
tonic is meant; the harmony 'falls to' the tonic, cadere=to fall).** The word 'cadence' can be used in
sentences like: "After the modulation we end with a cadence in G major”. In this context, we could
also speak of a ‘cadential point’, to indicate the precise point where the cadence is completed (in a
closure V — | this point is the 1 ).”We can speak of a complete cadence when an ending contains all

three functions, for example: 1V V 1 of 11 V I. See example 17:

example 17 cadence

— —~ o~ . P
Qn K o e i e l.! - lrh'hﬂ- H;H & & | — 1/-\i\-1
CEENESS S e == T e Tt o
ST I i T o
—
gl MdeAdld Tl=dld S Ll 210
. : : i i o — a > <
= | 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 chords, 'defining’ a key. Mostly we need at least three
chords for that purpose: combination of for example the C major and F major triads can be
interpreted in different ways: for example as V — I in F major, or as | — IV in C major. It is quite
obvious that many different combinations are possible — sone combinations though are of particular
interest, as they often occur, and therefore can be regarded as a kind of ‘fixed formulas'”:

24 The cadences in example 13 could also be called 'closures' in this sense — only the deceptive cadence is a bit
problematic, because an actual ending is avoided through of a deceptive cadence.
25 1 don't believe cadential point really is part of existing English terminology though..

14



1. the above mentioned complete cadence: this cadence is often shown with a tonic at the
beginning (which is not always the case in “real music’...), and then consists of the functions
tonic-subdominant-dominant-tonic, for example expressed through the degrees | - IV -V — |
orl—I-V-1.

2. the so-called extended cadence: | - VI -1V - 11 -V —1 . Here, we can see VI as
prolongation of I , and Il as prolongation of 1V.

1. the deceptive cadence, and what is happening after it: after a deceptive cadence normally
follows either an authentic, or a plagal cadence; for example: 1 -S-V-VI-S-D-T, or
|-S-V-VI-S-T

example 18 a. complete cadence b. complete cadence c. extended cadence
defaur e N S S S E——
cadences L5 = = = = = T— = e
o [ 7 | —r F—F [T ] o
Abbreviations: | j | < j | I
- ' o7 171 [ [ 6. ] Oy Z7 (8] <y
T=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 . o e
AN [ 7 O PN
T o
o) | U‘ ’J ’J ,J <y <y
e O
P 7 o
\ [ f _F
| I VI . v HI IV | 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
i - © S 15— = 8
I 17 P=Y P 7]
T f T - F
I I\Y v VI v \Y I I I\Y \% VI I\Y I
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embellishing tones (passing tone, neighbouring tone, suspension, anticipation)

In most compositions, not all tones are part of the harmony. Next to the chords used in a piece,
mostly horizonral lines play an important role. Those lines hardly ever are moving in the same pace
as the underlying harmony (mostly they move faster, sometimes slower). Imagine for example a
stepwise moving melody above a single chord, or a melody over a slower moving chord succession:

example 19 NN
P Marcia funebre. Adagio assai €= 80
) | sotto voce ‘
Beethoven, Third Violin1 |2 byt = SN = _‘EJ‘ e
Symphony, ¢ 5 EEer S Gl I
beginning of the |
L 2 o
second movement Violin 2 ,%’nb' b7 } k4 | £ } } _ﬁi_“_.j;
= J 5 5 3
viola | {8255 — — 1 1 —
= = = = = o
pp S
. T L — ) | | | | | K
Violencello | E252 57 [ a— @ £ » » s
pp .
T | s pE— e
ontrabass 25— —E 7—& W 7P <
ez e e = L =]
1 16 I6/4 'V
T D
5
| =
Vin. 1 - o & P — i i
CaE s e R S A e s
sf — S
p s
Vin. 2 |Hen?— & T X e —
;)V 1‘\- I A} T T T T %
; = 5 3 ° =5 |39
,S_‘f I ——
via |H8p——+¢ : = — — = 5
> o P » T — —— -
5 — ~— e ¢ d
o) | I I I E o o \KW
Ve | re—¢ r ” [ — o —— T__—tg'_t
| |4
S_f m——
. X %3 A 3 3 A
:‘ I - A E I E .
Cb. \/ i — va i e Ail_'/A s s B ﬁﬁt
% D A———
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 contain just a single harmony: the tonic triad, consisting of
the tones C, Eb and G. The tones B, D and F in the first bar are not part of the harmony (as they are
not part of the tonic triad). The same applies, in bar 5, for the tones Eb and G in the first violin and
for C and Eb in the double bass: the underlying harmony, VI17, consists of B, D, F and Ab. Such
tones are called: embellishing tones (or: ornamental tones). We are looking then from the
harmony, and note that some tones in a (melodic) line are part of the harmony, and some are not.
Often the melody is the voice that is moving faster than the underlying harmony; sometimes another
voice (a middle voice, or the bass) is moving faster. So: embellishing tones can occur in all voices.

There are four types of embellishing tones: passing tone, neighbouring tone, suspension and
anticipation. And within these four types we can distinguish between different forms. Below a
schematic overview; at the left examples with only two voices, at the right similar examples with
four voices.
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passing tones stand on weak beats, and connect different tones; they are not part of the underlying

harmony, whereas the tones before and after are part of the harmony:

example 20 passing tone

P : pcons p .
When a passing tone causes a (dfs') NRNRCTS
dissonant, we can speak of a Jon s S s —
dissonant passing tone; when a S = — = 7
passing tone is not causing a F r

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

dissonant we call it consonant
passing tone.

Sometimes two notes form a kind of
'passing tone group': see the first
bars of both examples: -->

rel. strong p

49%—1—0—|—‘—¢!_ﬂ—1—‘|

e/

Sometimes a passing tone is ’ Ef 7 T
standing on a (relatively) strong P

beat, giving the impression that it is
coming 'too late' (in the second bars
of the examples the passing tone
could stand on the second half of the
first beat as well).In such situations
we can speak of relatively strong

passing tones.?

rel. strong p. = relatively strong
passing tone

G, = [* o) [

p
(digs.) (diss.)
0 b ‘ fi [ \EC?HS) L | I
(oI sV, 2o
- o rerrr
I: ‘BK :J ‘ J ’J D:J
Mt

1
N ﬁi&

Neighbouring tones also stand on weak beats; in principle they connect two identical tones; they
are not part of the underlying harmony, whereas the tones before and after are part of the harmony:

example 21 neighbouring tone

L B higher n hi
We can distinguish between upper e (cons.) (e oo
neighbouring tones and lower "o b b ne b v
neighbouring tones (or: upper G = | e — eI TErE s —* c
neighbour / lower neighbour). ¢ - — v ©
Like passing tones, neighbouring ~ Pl P o
tones may cause a dissonant - which hbouring t Faay s —
means that we can speak of N = heighbouring tone
dissonant and consonant
neighbouring tones (neighbours):

. : incompl. n

A neighbouring tone may be incompl. n mcimpl' ? .. l‘ncoin " ln v ‘
incomplete: it may be reached by~ fs.. | Y, | R e = e
leap - in fact it is then reached from %%@%w?%@é o] R g
another tone of the chord; or it P ) A 41y
might be left by leap - in fact it is P e =

then leaping to another tone of the
chord.””

26
27

This is certainly not a standard English term though...

In Dutch (and German) these neighbours are described as 'freely entering’ and 'escaping’ respectively. There is no

appropriate English description for this distinction.
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Like passing and neighbouring tones, anticipations stand on weak beats. Anticipations are tones
that 'appear too early'; they are not part of the underlying harmony, but part of the harmony on the
following strong beat. Anticipations mainly occur in closures, where then almost always the root of
the key is antocipated, in the upper voice.” The anticipation appears then on top of a dominant
harmony, just before the final tonic:

example 22 anticipation

a a
Anticipations always cause a o1 l'h. . /I N l'h
dissonant: - @%ﬁjﬁ 3
ticipati v - e o —
a = anucipation E)' g —— -
P P i r A
I ' r
anticipation (forming
A small example, the final bar of the Air from Bach's Second a dissonant fourth
. . . . . 16 with the bass)
French Suite. The penultimate tone in the upper voice (C) is an w o]
anticipation, forming a dissonant with the bass (the interval & = . ?
between bass and upper voice is a dissonantn fourth). On the v 6.5 48
third beat the two voices form a consonant again (octave): i
Vo ==
2 "J#‘;‘k’ r é

Different from all other embellishing tones, suspensions stand on strong beats; they are 'delaying’ a
tone of a chord® Suspensions are mostly dissonant, and resolve into a consonant on a weak beat.
We distuingish two types of suspensions:

- prepared suspension: a consonant tone on a weak beat is reapeated, or tied to, a tone on the
next strong beat; on the strong beat this tone is forming a (dissonant) suspension;

- unprepared suspension: the suspension is reached by step or leap - there is no tone repetion (or
tie) from the preceding weak beat:

example 23 vertraging®

Prepared suspension: imagine the

prep. susp. res.

| I
'procedure’ as: ALY L s s
p A ] I - } T 1 by |0 o (@]
oy ——F——F—F°o—
. . . h3’4 I 1 1
preparation suspension  resolution Y = - J e o
consonant dissonant consonant LD HE —
L T
|
S = suspension
SilSp. Ires.
Susp. res.
. |
Unprepared suspension: 5. .¢1 - | A
=~ ¢ [ |° =
by [ Ie_ | 1 ‘
il = ) e o

28
29

30

But: compare example 32!

In a way suspensions are exactly the opposite of anticipations: a suspension causes that a tone (which is part of a
chord) is appearing 'too late'; an anticipation is a tone that is appearing 'too early’ itself.

Compare example 32.

18



Sometimes a suspension is left by leap. In that case it is in fact not resolving — though probably
another voice takes over the resolution. In example 32, bar 10, Bb in the upper voice should resolve
into Ab, but is leaping up to Eb instead. The same happens in bar 14 (also in the upper voice).
Sometimes a suspension is not really dissonant, though we perceive a dissonant - because it is not
part of the underlying harmony, though not forming a dissonant with this harmony. This is called:
consonant suspension. As there is no factual dissonance, we can speak of

“Auffassungsdissonanz”:*

example 24 Andante _ —
; P
e e o . . h
shubert, - Pbeg SEEEL S e = ==
iano Sonata wﬁ# e i;m = e
in A major = . >" ~— |07 " - ¢
D64, I A~ g L Sl Fe 4 I~ T
beginning of S ire i
the second i —_ | ] ‘ — 1 i e % ‘ 7
movement VIIT - V6/5 VI6 T y76--5 VI V65 1
or Va/5 or 16--5

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

With the term syncopated dissonance we describe the situation that the preparation of a
suspension is tied to the suspension, while the other voices move:

example 25 lsuspensions
syncopated dissonance

jj%

~»

[
- P
ibr:ﬁp
I

L S
> e M ]

—

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

This type of suspension is already very common in music of 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 three of these 'patterns’ are indicated:

31 Meaning: 'dissonance by perception’ or 'dissonance by interpretation’. There is no adequate English translation for

this German term.
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example 26
Josquin des Prez, Missa
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 8910 9 8 7 6 8
78 ALTUS b
0 [ | " 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\ =] e & i i } i i T e
Cru-ci - fix-us et-i - am pro no - bis: sub
| I
imitation in the fifth
I N
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 (orn)
I - -t ?
P = =
! } ! 1 T T T T
Pon - ti - o
imitation in the fifth
— T
86 %) 5 432345 67 875321234676 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
5) : 5 p
- - - to pas - - sus et se
b | | . . | | 17 | . | |
: — = i — 0o = —
= | P [ @] Py = 7 = »)
‘ s
= (orp)- - to pas - - - sus, ¢t
L
(prep-susp-res - close)
—~
94 3 3 3 4 6 7 87 5 4 6 8 6 6 7 8 7 6 p 8
H , | | | | , | | , ,
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 . |
5 o o J o =
T I
p
_ se O - - - pul ?or-p ) tus est.
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harmonic rhythm

The number of chords per bar, and the exact placement of these chords in the meter, form the
harmonic rhythm. The speed of the harmonic rhythm at a distinct moment in a piece of course is
interdependent with other aspects of a composition, like the structure of the phrase, the musical
tension at that moment, and so on.

In the first theme of the Mozart's piano sonata in G major (see example 35), the harmonic rhythm
in bars 1-7 is per bar: all these bars contain just a single harmony.* From bar 8, the harmonic
rhythm is acellerating: every two beats show a change of chord.* Such accelerations cause increase
of harmonic tension. In most four-part chorales the harmonic rhythm is relatively simple: the
melody and the harmony move at the same, or almost the same, pace. Only when for instance a
suspension and its resolution is taking two beats, or when other embellishing tones are used in the
soprano, the harmonic rhythm is moving slower than the melody. Faster notes in other voices
likewise often are embellishing tones. Some examples:

augmented fourth

example 27 r’//f’\\ so nimm, Herr,
X :

) p sus ~
Bach: #héﬁﬁ@:o}jl e fr&—;:é—’ﬁ. -
beginnings of | =59 . ‘P |= r 'F‘—rﬂTf—“: i ‘y
chorales Es T T s N\, n LJn J o/ p - |\
is Genug and Es ist ge -|nug,  so [nimm, Herr, mei- nen_(Geist zu | Zi - ons Geis tern_ [hin.
) p N
Nun danket rJ J ~
alle Gott n ﬁl g»é ﬁé !ﬁ£ 2 A é é ﬁl 1[ - —EE #—_J J
P T O R e S i M e o B P
a ‘ — o I S—— T ® 7 i i . i
A3 PR _— I h.
augmented second p p P sus b | e
harmonic rhythm:
o dd 1adtdie 4 4 e qd e S

Nun danket alle GOﬁJ . ~ mcgmpl. neigbours ~
%j' 1‘ b — S S e . l F_j : |
i i s i S i i S— el e =
D)) | \ | \ \ \ (S ! | | | vu \ L
Nun |dan - ket al - le |Gott, mit |[Her-zen, Mundund | Han -  den.
D ,4|dd dd 4 =T
dlgapdd gy aldd . 4]
e~ L. I | = & I = r =
7 e e < i o I ! I ! ~ H i
Ty 5T | = F
P ~ P g—7 W
1 1 I6 IV IVelv I I V6/s5 1 V2 I6 1 Vg 3 1
harmonic rhythm:

In most instrumental music, and a quite a lot of non-chorale vocal music, we encounter more
complex patterns than in the above chorales: usually melodies move faster than the underlying
harmonic rhythm: normally multiple tones of a melody are combined with one chord; melodies
often are (partly) consisting of tones of the underlying chord(s) (whether or not in combination
with passing tones, suspensions, etc.). Especially in fast movements melodies tend to move much
faster than the underlying harmony. See for example the beginning of Schumann's Rhenish
Symphony: example 28 shows the melody, the chords, and the harmonic rhythm; the second system
contains a harmonic reduction of the same bars:

32 The situation in bar 7 actually is no more than a change of inversion: V4/3 becomes V6
33 This accelerating harmonic rhythm is connected with the hemiola in these bars. See page 29.
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example 28 Schumann, Rhenish Symfony, beginning of the first movement,

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

1

in the chord:
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Example 29 shows the harmonic rhythm of the first 13 bars of the Graduale of Bruckner:

example 29 Bruckner, Graduale Christus factus est pro nobis (from the motets) Rhythm of the melody and harmonic

rhythm
thythm in the melody: (alto) (soprano)
harmonic rhythm:
== = =
ce o I 'J J J © I te I ’J ’J I
te—
8

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 N —— — = — e I3 5555'
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motifs, bar groups, and harmonic structure

Closes, cadences and harmonic rhythm hardly can be considered seperated from the role they play
in musical structures: logically (for example), semicadences usually stand at the end of the first half
of a phrase, full cadences at the end (and the phrase then can be called a period). A semicadence at
the end of a phrase rather suggests: 'now some development will follow'. A semicadence at the end
of a section (often lasting for some time) suggests: 'hereafter a new section will start' . And so on...

Examples 30 and 31 show various closes, and various forms of harmonic rhythm. The examples
also show that final chords usually stand on strong beats; normally these strong beats are first
beats.

example 30 Mozart, Violin Sonata in E minor, beginning of the first , begin van het eerste deel
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period
varied repeat of bars 1-8)
I
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Bars 1-8 of the above example form a period (semicadence in bar 4, full cadence in bar 8). At the
end of the consequent (bars 7/8) the harmonic rhythm is accellerating. After a ‘connection’ (bars 9-
12), the first period is repeated (from bar 13, with some changes..). This example shows that there is
no need to write actual vertical chords to make clear that harmony is present: despite the unisono of
the first 12 bars we clearly hear harmonic functions. Sometimes though, such implied harmony is
unclear: given the harmonization in bars 13-20, it is quite uncertain whether bars 5/6 really have
'subdominant character'.

In the following example, from Schubert's Moment Musical No. 2, the harmonic rhythm is more
complex than in the above Mozart-example. At first sight (see the degrees under the notes in
example 31) the harmonic rhythm at the beginning of this fragment seems as follows: one harmony
in bar 18, one harmony in bar 19, three harmonies in bar 20. But, when we look at the functions of
these chords, we can rightly claim that ‘little or nothing' is happening in these bars: | is the most
important chord in all three bars, the other chords are ‘encircling’ the tonic, and are dependent of it:
they are neighbouring chords.* In fact the harmony starts to move not earlier than at the end of bar
21, as the bass moves to a new tone (and the harmony changes from I to 16). In the consequent
(bars 24-31) we observe something similar: in bars 24-26 the harmony is much more 'static' than
from bar 27: bar 24 contains one harmony; the next harmony is lasting two bars (bars 25/26).
From bar 27 the harmony moves faster: we mostly see two harmonies per bar. In bars 32-35, the
transition to the next section of the piece,* the harmony moves slower again:bars 32 and 33 contain
one harmony per bar, and in bars 34/35 one harmony is sustained:

18
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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 the same pace is the meter; more common is
interaction between the metric pulse, and rhythmic structures within the pulse. When rhythmic
patterns contradict the meter, this is mostly caused by a hemiola or a syncopation.

Syncopations, caused by ties in one or more voices, combined with suspension in one voice or
several voices, are very common (the so-called syncopated dissonance)®* Such suspensions are all
over the place in example 32: in the first section of this piece (Allegretto) the ties cause several
dissonant suspensions on first beats, in the upper voice. This is clearly audable in bars 9-16, 27/28
and 31-33, especially because the same material has been presented before without suspensions
(compare for example bars 1-8 with 9-16). The upper voice also contains suspensions on the first
beats of bars 18, 20, 23 and 24. From bar 37 (the Trio) we encounter anticipations instead of
suspensions.®

example 32
Beethoven, Piano Sonate in C# ninor Op. 27 Nr. 1, Allegretto

Allegretto )
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36 See page 19/20, examples 25 and 26.
37 The anticipations in the Trio in example 32 are quite of a quite uncommon kind. in het Trio in example 121 behoren
niet tot de meest voorkomende. Anticipation of the root of the key in the top voice is much more usual - see page 18.
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syncopations: downbeats (first and fourth beat) ‘expire’ continuation
1 T 2 =— T 1 of syncopations
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The concluding motif 'M J(Iast beat of bar 24 and first beat of bar 25) is repeated several times, until bar 29. Through
the tie between the two tones of this motif: )l Ja long-lasting syncapted rhythm is created (from bar 29). We

perceive a shift of meter, and at some moment we don't hear .M . J’,\anymore, but: J | instead.
— — . @

In bar 35 the meter is readjusted - but even thereafter syncopations are permanently present (see the top voice from bar
37, and the bass from bar 41).

example 34

Brahms, fragment
from the first
movement of the
Violin Conceerto Op.
77

(Allegro non troppo)

meter, as suggested by the solo violin
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meter, as suggested by the basf - - —
) JBo e 14 a1

The solo violin part suggests three 5/4 bars, instead of five 3/4 bars. The bass is making the situation even more
confusing, as it is suggesting still another meter, namely a succession of 4/4, 5/4 en 3/4 bars. The middle voices, though
‘organized' in 3/4, cause confusion through syncopations, more than helping to clarify the 3/4 meter.
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We speak of hemiola when a shift of metric accent is causing the impression of a temporary change
of meter. This may happen for example, when in triple meter, through a shift of metrical accent, two
groups of three beats are changed to three groups of two beats.This is quite common in endings,
especially in Baroque music - we could then speak of a "closing hemiola'® The following example,
the first theme of the first movement from Mozart’s piano sonata in G major, contains such a
“closing hemiola': at the end of the theme (bars 8-10, and again in bars 14-16) two 3/4 bars actually
are changed to a single 3/2 bar. We perceive a hemiola here because of the placement of the chords
in the meter (on first, third and second beats), and because of the angular points in the melody (it
changes direction on the third beat of bar 9, and agin on the second beat of bar 10):

example 35

Mozart, Piano Sonata in G major, beginning of the first movement (first theme)

Allegro extension of motif 1 .
. motif 1 . (two times) longer extension
motif 1 motif 2 motif 2 | X 1 of motif 1
s ‘ -, » o o o~ e ™
i e — a7 e g 3 [ FF FFee ee o e
';"“54 A HP 1 L— [ — p— i e .~ | B B — i i
~——— I I
P /,\
S T e O e DT e . {?’
} 30 '] i s o B o - - —— o ¥ P 1
w4 /N I I I e I | I I — | [ I I I I S p—| I [ £inY ry r I | I
b 3 L I i [ = ! I I
LI V4/3 V6 6/5 I | I 16 V4/3 V6/5
prolongation of the tonic by r D

———| H g~ 7
WH—)—@?Q —_—— el e o @
J—M—tﬁ_—,f—‘——,tﬁ#ﬁ ——
Il | ~— ~ ~— —
/’—\ /_\
: s : i =1 1 ro P s
i I f | I [
16/4 V7 I
5 S — T
hemiola
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Ny | eemPEre, =——— 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
7 d are harmonically 'weak’).
9 f 2 s 2 :‘ :
I } i I

Bars 5-8: actual consequent (the first beat of bar 8 could have been
the end of a clear final cadence.. ). Extension of motif 1, together
with melodic and rhythmical compaction, causes increase of musical
tension: motif 1 has a feminine ending now, and is repeated after just
one bar. The appearance of the first subdominant of the piece, in bar
5, adds to the increase of harmonic tension.

Bars 8/9: extension of the consequent through
a hemiola, in combination with

a clear complete authentic cadence TSD T .
Bar10 contains the ending that could have
been in bar 8 already. In bars 11-16 the whole
consequent (with extension) is repeated.

Dynamic accents may also go against the meter to a certain extent: when accents are given on weak
beats, they stand against the meter — though there is no syncopation or hemiola involved.Especially

Beethoven likes the use of such "antimetric' dynamic accents.

38 This is not an English term, | fear - rather a literal translation of the Dutch slothemiool, or German: SchluZhemiole.
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structural and non-structural harmony / faux-bourdon / pedal point

In tonal music, mostly the chord succession is not an independent phenomenon. It normally is
connected with, s idependent of, or even: arises from horizontal phenomena, in the sense that (more
or less) independent voices together form the harmony. The term voice leading then describes the
course of these indivual voices. In homophonic music usually the outer voices (top voice and bass)
bear more importance than the middle voices: normally the upper voice contains the melody, and
the bass is the most important voice for the harmony.

We have seen about one aspect of the relation between harmony and voice leading already:
embellishing tones.* The use of embellishing tones is adding complexity to the relation between
horizontal (the voices) and vertical (the harmony), as the harmony - and the harmonic rhythm® - is
then moving slower than the individual voices.

We have seen above that the distance of a fifth can be regarded as primary harmonic relationship*;
this holds true for the relation between chords, and also for - at a larger scale - for the relation
between keys.* Distance of a second, on the contrary, can be regarded as the most important
melodic relation: in the voice leading seconds usually are the most common interval. Melodic
movement in secunds often arises from the use of embellishing tones. Embellishing tones may
create a chord, quasi 'by accident’, because several voices move in seconds at the same time: such
chords may be seen as resulting from passing tones, neighbouring tones, suspensions, and/or
anticipations. Therefore they may be called: voice leading chords. Voice leading chords are
harmonically and functionally dependent on their environment, and often occur within a
prolongation® of a function. See example 36:

The first three chords may be labelled: | V6/4 16 ; V6/4 is 'caused by' voice leading: it arises from
a passing tone in the bass, and therefore is not independent. In other words: the tonic 'controls' the
first three beats; VV6/4 appears within a tonic prolongation.

The chord on the third beat of bar 2 may be labelled: 16/4 ; this chord is not independent, as the
tones A and C act as suspensions; the harmonic function of both the third and fourth beat of bar 2 is
dominant.

The first three chords of bar 3 may be labelled: 1 1\VV6/4 1;1V6/4 is 'caused by' voice leading: it
arises from two neighbouring tones (in alto and soprano). The tonic 'controls' the first three beats;
I\VV6/4 appears within a tonic prolongation.

The chords in bar 4 may be labelled: 16/4 V6 16/4 V; 1V6 is not independent, as it arises from a
neighbouring tone in the bass. 16/4 is also not independent; it arises from two suspensions (in
soprano and tenor). The dominant ‘controls’ the whole bar.

In general we can say that

succession of functions often is at an even slower pace than succession of chords (as several
chords with the same function may follow each other*, or chords with the same function may be
connected through a voice leading chord)

In other words:

Often melodies contain more tones than the number of chords (degrees); and likewise often there
are more chords than independent 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 keys in forms like sonata form, rondo, large ternaries etc.
43 Prolongation: see also page 9.

44 See page 9/10.
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of the tonic the dominant of the tonic the dominant

Most voice leading chords are inversions (of triads or seventh chords): root positions are 'stronger’
(more stable) than inversion, and therefore functionally clearer. And voice leading chords should
preferably be functionally ‘weak'.

\oice leading chords are similar to embellishing tones: like embellishing tones are not part of the
underlying harmony, voice leading chords are not part of what is called: the structural harmony.
As with embellishing tones, we can distinguish different types of voice leading chords (see example
36):

- passing chord: a chord on a weak beat that connects two other chords on stronger beats; passing
chords mostly are based on a passing tone in the bass.

- neighbouring chord: a chord on a weak beat that connects two other chords on stronger beats; a
neighbouring chord is based on a neigbouring tone in the bass, or on one or more neighbouring
tones in other voice(s).

- suspension chord: a chord on a strong beat that is perceived as suspension for the following chord
on a weak beat; suspension chords mostly are based on suspensions in other voices than the bass.

There is a link with harmonic rhythm:* passing and neighbouring chords are on weak beats, and are
perceived as 'not very important' in the succession of harmonies, and in the harmonic rhythm.
Suspension chords stand on strong beats; they are 'not very important' though in the sense that

not the suspension chord, but its resolution belongs to the structural harmony. Some examples:

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

In fact, until the beginning of bar 4, we are dealing with three harmonic layers:
- the structural harmony, consisting of | -V — 1

- prolongation of I through 16

- passing harmonies within the prolonged I: V116 en VV4/3

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

Adagio affettuoso ed appassionato.
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passing  suspension in
chord the first violin

From bar 4 similar things are happening, though it might seem a little more "abstract’: from bar 4 the
bass is moving stepwise up; | is at the beginning of this stepwise motion (in bar 4), 16 at the end (in
bar 7). It is possible to consider all chords in between as passing chords: though they are more
independent than V116 and VV4/3 in bars 1 and 2, they appear within a tonic prolongation:

- VI6 ecan be regarded as a neighbouring chord ‘coming from' I (see the second violin)
- 117 can be regarded as a suspension chord for V117 (see the first violin)

- VI7/VI6 /VIIT can be interpreted as actually a single chord, which is forming a passing chord
between | en 16

When we interprete the whole passage in this way, the first structural harmony after I in bar 1 is a
subdominant: 116/5 in bar 8. G# in the violoncello in bar 8 can be interpreted as a chromatic passing
tone, which means that the chord on this tone: (V117) can be heard as a passing chord. Then the next
structural harmony is V at the beginning of bar 9.

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

Beethoven, String Quartet Op. 18 Nr.1, . Jettete 22222 0y
beginning of the second movement — E')'b e e e i
reduction of the harmony

I VoI I me/s v

The harmonic rhythm in the first bars of Brahms' song 3 ) | J J | Sy
“Traun, Bogen und Pfeil..” is recognizable as: 4 '

On the first and second beats of bars 3 and 4 stand two different chords (see the degrees in the
example). But in both cases we find only a single structural harmony: 16/4 in both bars arises from
two suspensions (Bb and G on the first beats), and therefore is not independent, but has to be
regarded as a suspension chord for V on the second beats. This means that it does not have tonic,
but dominant function, along with V** Actually, the appearance of 16/4 does not interfere with the
harmonic rhythm in quarter notes and half notes, as the harmonic function does not change from the
first to the second beat:

example 39 Kriiftig.
Brahms, begin '_
van het lied ? ‘ ! | I -—_-r .-._

Tgag?’_lngen Traun! Bo - gen und Pfeil sind gut fiir den Feind, hiillf- los al - le- weil der
un ell..”, > = = .
Op. 33 p o : = : } N —— | = In- 7 E

o) o 2 L 5 | . b

AN e e -I——— I A —— I I

()] P | iy r m ’ " | !

b g s e e | ]

S = e = =
- e -

[V] I IVdm VIleol AV

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

P

E-len-de weint, hiilf-los al-le - weil . der E - len-de weint;

g

d fe @

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

In bars 7 and 8 is a 'real' change of harmonic rhythm: here we find three harmonies per bar. Again,
we could ask the question whether the chords form structural harmonies: | tend to interprete the first
inversions in bars 6-8 (1V6 and V6) as ‘weak'. To a certain extent a shift of meter is taking place
here, as the harmony causes somewhat emphasizes the second beats (as there are root positions of |
on the second beats). From bar 9 we return to the initial harmonic rhythm, in quarter notes and half
notes. In bar 11, (V117) can be regarded as a (chromatic) passing chord.

In the first bars of example 31 (see page 25) neighbouring chords are used; both 1\VV6/4 and 112 are

46 Compare with example 35, where , in bars 9 and 15, likewise 16/4 is appearing as suspension chord for V. The same
holds true for bars 3 and 7 in example 32. See also example 36.
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voice leading chords, arising from neighbouring notes on top of F# in the bass. Both chords do not
have subdominant function; actually the tonic triad is ‘encircled' through a 'double neigbour’ (or:
‘double neighbouring tone'):

example 40 upper
double neighbour, and: Schubert, upper ”615?50“’

H and iower
Mome_znt mUSICfi| A neighbours A # neighbours
Nr. 2 in Ab major, bar 18-21, M %
reduction. See example 31 3 S = L= x

for the score.

doub{f: neighbor upper and lower neighbours combined:
be T s ij ’J: =k
e : : 4
28 ‘ i
I IV6/4 2 IVe6/4 I

prolongation of the tonic

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

In a so-called fauxbourdon also several voice leading chords stand between structural harmonies. A
fauxbourdon consists of a ‘chain’ of (stepwise moving) parallel sixth chords. These sixth chords
hardly have any harmonic meaning: in fact fauxbourdon is a melodic connection between two
structural harmonies. This is evident in bars 45/46 (and 47/48) of the first movement of Mozart's
piano sonata in G major: a 'chain’ of sixth chords form a coinnection between | and 16 ; it hardly
makes sense to 'label’ the individual sixth chords as seperate degrees:

example 41 Mozart, piano sonata in G major, first movement, final bars of the exposiotion

faux-bourdon —
cadence —  ,----- T

-

I | 1 I — } } T“ ! = I :
e e S B Sdp
/-_\ /-_\ e = m
D8 o oirefelIf L Jipefelif e o |, o |f 4o .
%ﬁiﬁ#: I I | } ! } I I
[Vieve Ve  Ill6 116 ] [Vi6 Ve e
I v7 I v7 I »I6 e I V7 1
! final cadence _
49

il

fipf fof fof| fief fof fpf

il

f

P | i } !i . . e . . e e
mis irs 6] v oV I V7)) I VIl ‘1

» 16 6 6/4 V7 pedal point :

Actually fauxbourdon (French for false bass) is an 'invention' from the fifteenth century, as a
technique of harmonisation, in which a melody (cantus firmus) in the top voice is accomponied by
two other parts, a perfect fourth (middle voice) and a sixth (bass) below the top voice; all three
voices move parallel - though at the beginning and end of phrases the lowest voice forms an octave
with the top voice. Starting point and end of phrases therefore sound stable; the faux bourdon
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between these stable points essentially is instable, passing.*” The accompanying voices sometimes
have embellishments. Like in the above Mozart-example, in the fifteenth century usually just a
small part of a composition employs fauxbourdon technique. An example from a composition by
Dufay:

example 42 .

No
vl

I

7|

Dufay, beginning %:J#J‘—Jiﬁ%‘t ] | — | = B
of AVCi maris Su - mens il ud A ve___
stella, in faux A ‘
bourdon (ca. A3 e e e e e s T e S s B e s e Y s
1440) ( '\:j;“!x;i ‘\T.} o- 'Pd‘ ﬁd - .1 - Q;ﬂﬁtﬂﬁi L La g"ﬁ!‘ L .1 €
Su mens il Iud A ve__
@l o o o | & * e o i h=al i ; * ‘t %‘P -‘F‘ﬁ hoall )
I L I R I
P j—| rd r— — 14 &
~ |
Su mens il Tud A ve_

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

The fauxbourdon in example 41 (Mozart) is relatively simple. Sometimes a fauxbourdon is ‘hidden’,
for example when other inversions stand between the sixth chords of the fauxbourdon. This is the
case at the beginning of the first movement of Schumann's Rhenish Symphony *: the sixth chords
do not always follow each other - whereas in the background nevertheless a fauxbourdon is
perceivable : 1 - V16 — V6 — IV6 — 1116 (etc.). In Bruckner's Graduale Christus factus est pro nobis®,
the harmony from bar 7 is employing a fauxbourdon - a rather complex one, because of the voice
crossings and suspensions, and especially because of the chromaticism inthis passage. In the
background a fauxbourdon - with 7-6 suspensions on the first and third beats - is audible though:

example 43 Bruckner, Graduale

Christus factus est pro nobis, bar A | | | |
7-11 (reduction). ﬁ = q: 2 = ‘wi = 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- |0 = ] ! |
et
! I

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

Sometimes, we encounter situations very similar to fauxbourdon, where actually no 'real’
fauxbourdon is at place. This is especially the case when a bass and an upper voice, moving in
parallel sixths, sometimes form sixth chords together with the middle voice(s). A good example is
the beginning of the Allegretto of Beethoven's piano sonata Op. 27 nr. 1*°. The parallel motion in
sixths in the first two bars of this piece causes instability, whereas the cadence in bars 3/4 leads to
stability. Bars 1/2 are similar to a fauxbourdon, mainly because of the parallel motion in sixths. See
example 44: Beethoven's original notes are at the left; at the right a 'reconstruction’ of the faux
bourdon resembling these notes:

47 The stable sounds at the beginning and the end consist of perfect consonants; ths sixth chords in between are less
stable because they contain imperfect consonants.

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 &2 5% . qst;E t o Fiste (2w gz
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~
Yoo g | | te el PR |
a7 |;Li ] ! i P13 'LV,Li
6 6 2 6 L——-— 6 6 6 6
cadence

As with a faux bourdon, a pedal point causes what we could call 'layering' in harmony. A pedal
point is a sustained tone in the bass, indicating the structural harmony at that moment. Mostly this
bass tone is the root of VV or | . The higher voices move 'freely’ on top of the sustained bass, which
may lead to dissonances with the bass: the harmony is as it were split in two layers, where the
higher voices form a chord succession, (quasi) independent from the pedal point. In the final bars of
the first Prelude of Bach's Welltempered Piano we see successive pedal pointson V and on I. It is
clearly audible that the harmony on top of both pedal points is more or less independent:

example 45 Bach, welltempered piano, first book, final bars of the first prelude
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: . I e e EE — T C— Far c— Ea c— Far —
I i ¥ il i i i I
(VII7) 16/4 V7 V7
2 4 3
i) 5 -
7= = Py T e e PP 15
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o | | “ § | o\ | | LR , ,
D e e S =
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‘-\__________/
FZW) f ﬁvm sz ﬁw f I

pedal pointon] ——»

Pedal points on V often act as a kind of long 'announcement ' of the (return of) the tonic. This
happens often at the end of the development section in sonata forms®™, and sometimes before the the
second theme (hence: at the end of the transition). The pedal tone must not be actually sustained: it
is sufficient when the bass returns to this tone often - the listener then will be able to 'think through'
the pedal point himself.. See the following example, the end of the development section of the first
movement of Mozart's horn quintet: Bb is not sustained; we still clearly hear a pedal point on the
dominant:®

51 This is called: dominant pedal point, see my text: “Where is the beginning of the second theme?...”, page 5.
52 In this pedal point, V is alternating with 16/4. This 16/4 has dominant function, as it appears within a
prolongation of the dominant, as neighbouring chord.
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example 46 Mozart, horn quintet K 407, first movement, end of the development and beginning of the recapitulation

65 dominant-orgelpunt (eind van de doorwerking)
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Alternating chords sometimes function as pedal points as well, especially when V is “encircled”. In
the harmonic rhythm, V then is stronger than the other degree(s). The following example contains
the final bars of the development section, and the beginning of the recapitulation of Mozart's piano
sonata in A minor. Until the end of the development section, every V is on a strong bar, whereas
every | stands on a weak bar. The remaining chords are on even weaker beats. Until the
recapitulation, V is structurally the most important harmony; all other chords ‘aim at' V:*

example 47 Mozart, piano sonata in A minor, first movement, end of the development and beginning of the recapitulation

pedal point on the dominant (end of development section}

V7 1 vIr7)

53 You can find the other bars of this development section in example 59.
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Pedal points on | often can be found at the end of pieces, or at the end of a major section of a form.
Such pedal points emphasize the final I, and intensify the concluding character of the preceding
final cadence. Moreover, often the higher voices have a second final cadence on top of the pedal
point. See example 45: the final tonic in bar 32 is prolonged four bars through a pedal point; the
higher voices meanwhile form an 'independent’, cadensing chord succession.*

Pedal points at the beginning of pieces - often on | - are quite common as well. On top of such tonic
pedal points the higher voices then form a cadence (for example I 1V V 1), or form alternating
tonic and dominant chords, or tonic and subdominant chords - quasi independent from the bass. See
example 12 (Mozart, piano sonata in A minor, beginning of the first movement): in the first four
bars of this piece we see the chords I V7 | V7 ontop of atonic pedal point.. Some pedal points
are extremely long, and 'control' large parts of a piece (even a few pieces exist that are entirely
based on a pedal point!).”

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

example 48 154 L= faux bourdon ——
Beeth%ven, piano 9.5 S  — /‘3{/—\\,‘ - | - :
sonate in C minor, Cg? 2 =as S .Eﬁ%ﬁﬂﬁwﬂﬂ
Op. 10 nr. 1, first yia sf sf p
movement, end of the

. ) |
development secion 75— e e e e e e e r - IF ¢ r r &
and beginning of the = = 5 #*°* ° v p
recapitulation ; =z dominant pedal point —>

v

A4

passing harmony

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

55 To mention just a few quite extreme examples:
- the beginning of Brahms' First Symphony first is on a long tonic pedal point, followed by a long dominant pedal
point..
- the development section of Brahms' Third Violin Sonata in D minor contains an ‘extreme’ dominant pedal point:
the whole development is on a pedal point on Al
- the whole second movement of Ravel’'s Gaspard de la Nuit (Le Gibet) is on a pedal point.
- the whole of Debussy’s Second Piano Prelude is based on a pedal point.
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passing harmony

sequences

The general meaning of sequence is: repetition on a different pitch, in the same voice(s). A sequence
essentially differs from imitation: imitation is a repeat in another voice (on the same, or on a
different pitch). Compare example 49 with example 50: example 49 contains a sequence; example
50 also contains a sequence (bar 2 is a sequence of bar 1), but an imitation as well (the lower voice
imitates the upper voice).

Example 49 shows that | am using, next to the term sequence, the term “model” - as a means to
indicate which notes are put into sequence later. Some theorists use the term sequence to describe
the combination of model and sequence(s) as well - | try to avoid that though, as | believe it is quite
misleading.*

We can distinguish between different types of sequences:

- in amelodic sequence the melody moves to a different pitch, but the harmony does not move along
with the melody. In the example below bars 5-8 are a melodic sequence of bars 1-4 (the sequence is

not entirely literal, but in principle the melody moves up a second). The harmony is not put into
sequence though:

model
example 49 " Allegro ‘ -
Mozart, Piano Ded & DTS Ll ST - :ﬂ ) #&
in D minor K — A v —V ¥
466, beginning of P 5 .
the first o | QW | =] _
movement p |
(reduction) 1 — i

sequence (almost literal)

5odd dd L L L 4L =0

e e Y ——t— ’ ] ’ T
— ]
rax | i | % 1
o e L e L e a—r A —~
e
V65 > T
In fact the main bass tones 0
form a sequence in itself. The {5 — ——
. - - - i O [ J
motion in this bass-sequence is e
contrary to the soprano. o — -
/i;. © fo ©
L ] L
I V4/3 V6/5 I

56 Maybe one reason not to adapt this practice is the literal 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 Wﬁﬁ—%é i —Z
of the two-part * s T
invention in C motif e

; ~ i
major: sequence | FFe—= = — =
and imitation g@ ~J .

————— imitation
imitation
Likewise, in the following example we see some melodic sequences:
example 51 Bach, beginning of the two-part invention in Eb major
model Ivaried sequence

sequence r
-~ 1

model ———
A

1
Q\L | i — | — i i W%E
(EESsEer== s Sses s === = S S TIFrS eSS s
d Pelop ol Pov o  ZresPep Po,eP,0 Pop,0,0 .
54" # | | I T T T ™ 1 | | | I I I I | | 1] rii
1 ] ‘\_ ———— 1 = E Eba:&“ 7:

sequence  varied sequence model (varied) sequence sequence  varied sequence

- ina harmonic sequence a chord succession is moved up or down: a complete group of chords is
repeated on a different pitch. Strictly speaking, the melody should not move together with the
harmony - and it is my belief that this situation is not very common; normally the melody moves
together with the harmony. An example of a harmonic sequence (I fabricated it myself):

example 52 fbg N I =t
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

- Ina harmonic/melodic sequence both melody and harmony are moved.> We may stay in the same
key - and then in the sequence preferebly diatonic chords are used. We may then speak of a non-
modulating sequence, and, when only diatonic chords are used, furthermore of a diatonic
sequence.” It is also possible that we leave the key through moving the chord pattern. For example:
when the chord succession | 1V V in C major is repeated, as a sequence, as | IV V in Aminor,
then V in A minor is no scale degree in C major: we have modulated to the key of A minor. In this
case we can speak of a modulating sequence. Some examples:

example 53 Beethoven, Piano Had, | i : ‘ i
- - ¥ 4 A [ P I [ y I I [
Sonata in E major Op. 109, "4 Lr' - ia. ir —— 2 |
beginning of the first movement pdolce | = = - g %T tl ﬂ
- # f \. f_ r J \. a IR =
Pl e S e S S e e S e rara— et
? E = ;tj -
model sequens 1 sequens 2 afsluiting (cadens)
I V6 VI M6 v 16 v7 I

57 This for example normally happens in a sequence of falling fifths. See page 11.
58 Diatonic sequences of falling fifths are a good example; see page 11, examples 11 and 12.
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Example 53 contains a variant of the so-called “Pachelbel-sequence”, named after Johann
Pachelbel's Kanon und Gigue in D-Dur fir drei Violinen und Basso Continuo (canon and gigue
for three violins and thorough bass). Pachelbel (see example 54) wrote a three-part canon on top
of a two-bar pattern in the bass, which is constantly repeated (=basso ostinato); 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 dealing with a basso continuo. As there are no figures
in the score, we can assume root positions have to be played on the basstones; this results in the

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

example 54 Pachelbel, Kanon

und Gigue in D-Dur fiir drei AT P | Ly v
. . . a1 T‘A - - Py .
Violinen und Basso Continuo, ~ Vicline 1 Cv@ "4 . W === r—ﬁ ST e
beginning A
L Dt o |
Violine 2| Hfes—t% s i ™ B i
D 1 —
Qﬁun
Violine 3| [fo—Fat
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In the beginning of Beethoven's sonata Op. 109 (example 53) the bass is descending stepwise,
causing the appearance of alternating root positions and first inversions:

I-V6 / VI-1116 / 1V -16. Like in the Pachelbel-example, this sequence is completely
diatonic

Example 55 contains modulating sequences, which is not very astonishing when we bear in mind
that these bars form the beginning of a development section:
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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, beginning of the development section: modulating sequence
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modulation, secondary functions/degrees

In most tonal compositions we encounter more than just a single key. The most important key, the
main key or home key, is ‘the key of the piece’ (mostly indicated by the key signature). Almost all
tonal pieces start and end in their main key. Some other keys have specific 'names'. Some other keys
also have a specific "name'. For instance, the key a fifth above the home key is called: dominant
key; the key a fifth below the home key is called: subdominant key; keys with the same key
signature are called: parallel keys (in major: the minor key a minor third below, in minor: the major
key a minor third above the main key). Major and minor keys with the same root (eg C major and A
minor) are called: relative keys.*

Transitions from one key to another are called: modulations. As a rule, we can assume a
modulation when the new key actually is confirmed - often through a cadence in the new key.*
When a new key only is 'suggested’, or “touched”, without clear confirmation, we better do not
speak of modulation, but of (temporary) tonicization.”

Chromaticism within the key (when we are not leaving the key, in spite of the use of chormatic
tones) mostly is caused by secondary functions: a chord, or a succession of chords is as it were
'borrowed"' from another key, whereas no modulation (or even: tonicization) is taking place. For
example: when we use the chord D-F#-A-C (dominant seventh chord) in the key of C major, this
does not necessarily mean that we are modulating: the chord may be used within the key of C
major, with F# as chromaticism. | will come back to this topic.

In modulations often a pivot chord is used: a chord, forming a scale degree in both keys, and used
as the centralmpoint in the modulation. Pivot chords can be labelled in both the ‘old' and the 'new'
keys with Roman numerals.®” We could imagine the 'old' key as the 'past’ of such a chord, and the
new key as its 'future’. Therefore, the new key normally is not yet audible in the moment the pivot
chord appears: we, as listeners, indeed don't know yet that a modualtion is taking place (as we still
hear the chord in the 'old’ key). Only later we realize which chord did form the pivot chord in the
modulation, so: where precisely the modulation took place. A little example:

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

cadence in deceptive {final) cadence in E major
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pivot chord the repeat is played)

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

59 It is useful to know that in Dutch (and German, etc.) relative keys are called parallel. 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: during the second entrance of the subject (comes / answer ) a modualtion to
the dominant key is initiated. But, as we stay in the dominant key for a very short time (because we modulate back
to the home key immediately after the second entrance), we better speak of tonicization of the dominant.

62 This is (also) visable) in examples 39 and 52: at some points | used double explanations (different scale degree
numbers, in different keys, one written below the other).
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1.

in diatonic modulations a chord is used that is forming a diatonic scale degree in both keys; in
other words: a diatonic pivot chord is used: a chord, forming a scale degree in the 'old' key, and at
the same time forming another scale degree in the 'new' key. The modulations in example 56 are
diatonic: the F# minor chord in bar 4 is VI in A major, and appears to become Il in E major. And the
E major chord in bar 8 is | in E major, but as soon as the repeat is beginning it turns out that we can
hear it as V in A major as well.

In example 55 something similar happens: the keys Db major, Bb minor and Gb major are
connected through diatonic pivot chords; in both modulations VI changes to I in the new key (see
bars 122 and 126).

It is obvious that diatonic modulations mainly occur when keys are not very far apart (meaning:
their key signatures are not too distant), as in the modulation a chord, forming a scale degree in both
keys, is used. The two keys, involved in the modualtion, therefore must have at least three common
tones.

in enharmonic modulations likewise a pivot chords is used, but in this case the pivot chord may
not form a diatonic scale degree in one of the keys involved. In the pivot chord one or several
tone(s) are enharmonized (for example: A# is written as Bb). This is called: enharmonization; in
the modulation we find an enharmonic pivot chord.

In enharmonic modulations, always partial enharmonization is used: no more than two tones of a
triad, or three tones of a seventh chord are enharmonized. In a modulation it doesn't make sense to
enharmonize all tones of a chord (complete enharmonization), as then really only the notation is
changed: when, for example, the chord F#-A#-C#-E is notated as Gb-Bb-Db-Fb, essentially
nothing has changed, as the F# chord forms V7 in B, and 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: in another inversion, or

- another chord, with identical sound

Not all chords are suitable for enharmonization. Probably the most important are:

- diminished seventh chord

- augmented triad

- 'hard-diminished' seventh chord®

when enharmonization is used in one of these chords, the inversion changes (and along with that:

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

- dominant seventh chord; this chord may be enharmonized to a doublediminished seventh
chord.*”

These are by far not the only possibilities (I am leaving lots of possibilities out here...). An example,

showing the chords mentioned above:

example 57 enharmoniszations in diminished, doublediminished and 'hard-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:
& I I \ \ I I ]
VIO7in  VI6/5in VI4/3 in VII4/3 in I]Iaugm I[I6augm I[I6/4augm V7in #IVdvG/S Ilhv7 in 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 translation of the Dutch 'hardverminderd' (or German: hartvermindert). The

chord consists of major third, diminished fifth and minor seventh. The second inversion is known in English as
'French augmented'.

64 This term is not very comon in English (though it is used). The chord consists of diminished third, diminished fifth

and diminished seventh. The first inversion is known in English as 'German augmented'.

44



For harmonic analysis, it is important to know that composers often don't notate enharmonizations.
In other words: in enharmonic pivot chords often a single notation is chosen; normally for instance
an A# is not slurred to a Bb. That enharmonic modulation is at issue then has to be derived from the
context. In the following example though, Beethoven has been kind enough to indicate the
enharmonization precisely:

example 58 Beethoven, Sonatra in C minor, Op. 13 “Pathetique”, first movement, beginning of the development section
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The following example shows the major part of the development section of Mozart's Piano Sonata
in A minor®. As can be expected in a development, several modulations are taking place. The
development starts in C major (the relative major key of the main key A minor), and modulates to F
major after a few bars. In bars 56 and 57 V in F major (dominant seventh chord on C) is
enharmonized to a doublediminished seventh chord. This enharmonization causes the modulation
from F major to E minor:

example 59 Mozart, Piano Sonate first movement, development section until dominant pedal point
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65 You can find the last bars of this development in example 47; the beginning of the exposition is shown in example
12.
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3. we speak of chromatic modulation when
- achromatic step is used (for example C-C# of B-Bb) and/or
- achord is used that does not form a scale degree in the 'old’ key, but does form a scale degree in

the new key.

Chromatic modulations normally do not contain a pivot chord: through the chromaticism we
immediately leave the 'old' key, and reach the new one; the connection with the old key is suddenly
lost. For example: when we are modulating from C major to D minor via the chromatic step C-C#,
then the tone C belongs to the key of C major, and C# to D minor.
At a slightly larger distance though, it often is possible to find a relationship between the two keys:
in the following example there is no pivot chord at the actual 'modulation point': the tone F in bar
50 belongs to the key of Bb major, the tone F# in bar 51 belongs to the key of G minor. But, as soon
as the G minor chord is reached, it is possible to perceive it (also) as VI in Bb major. Situations like
this - diatonic 'connection’ in the background of chromatic modulations - are very common.

example 60 Schubert, Symfony Nr. 5 in Bb major, first movement, fragment of the transition

.

#

. ln
47 . Lt a e = £ e 25 2le o
I L s ate p 2 2 o FLEEM e, o
Flute 1A —e= o — f 1 f 1 Y
D - -
[y \ I i 1z fz
O | N s . 5t o | fg | O
i L g F ﬁ :‘:W:‘—F S S ; ] 4ﬁ ] i B
Oboe " | ¥ I | I | ] | Ilw::h —
[3) I | | ! ' ! [ ot [ " 24
a2 r Vi Iz Vi i
e Yol o ) - @ -ﬂ"‘"‘#
Bassoon |02 —® —
2 © © o — = E = =
x § r | | | |
i fz i i
a0 a2
. o f X I IS ] | % ] I | I 7| <y ]
Homnin Br | = — { — f f f {
b}/ } I I I I I I 1
. he £ 2 o o 1z fz 1z 1z
o ) | . ® £ ﬁ# 1& — = = = = Hg: @ ® 9 UHg. o
. o | F - a5 [ [ | [ [ o ] | | | [ o ] - - | |
Violin I @b ‘;9 D} ! ! : ! I — = - ! ‘r’ DI :
v ‘ ) z z z ' r ‘ '
£oE|E
| - [r—— Lo Hy- | | [ -
Viotin 11 | 7 m——— H & 12 & & b"ﬁ—ﬁlp—f- - - ] I ———
@V 1 I I - I I I‘F F‘ I‘F I‘F ‘I ‘YJ } IVJ TII I ‘ &
[  —— ey = S =i { ! P 7
.| B Iz 7z 7
— , |ote 2 F be-
. 10D i-,. o P — } ee | “— 1\'- f_ —— i f_ e ﬁ v ] el il
N [ e P T L S e e A e e e e S e e A SR SET e
| r fz fz fz fz 4 [
Violoncello s e o > * \ P Pﬂf f- F ‘
d JoF T [ T [ T P T ! I T T -
an 2 & & & & o : = E = = =
r | | | |

Double Bass ™

mimor ] v

I
(and also:
VT in Bb major)

The modulations in bars 58, 62 and 66 of the development section of Mozart's piano sonata in A
minor (see example 59) are to be considered as chromatic,*® even when no chromatic steps are
visable. The reason is that we every time expect a minor triad as resolutions of the preceding
dominant - but a major triad is appearing instead (which subsequently proves to be dominant in a
new key ). In bars 58-70 we encounter a chord succession of falling fifths (Bmajor — Emajor —
Amajor — dminor); because the first three chords appear to be dominant for the following chord we
can speak of a chromatic sequence of falling fifths (or: chromatic sequence of dominants). This
is followed by a (much faster) diatonic sequence of falling fifths s* in bars 70-73.

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