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Notes to the Ceacher

The appearance of a new textbqok in tonal counterpoint needs some
explanation. A small number of texts currently available are to some extent
satisfactory. But all, in this writer’s estimation, fall short in one or more
significant ways. Some otherwise estimable texts are inadequate in the order,
rigor, and comprehensiveness of the exercises: important conceptual or skills-
developing steps are omitted, and the student’s inherent musicality is implicitly
relied on to make up for these gaps. Other texts are excessively diffuse in terms of
style: works by composers vastly separated in chronology, aesthetic, and
technique are thrown together in a way that seems likely to mystify the student.
Still other texts depend on outmoded and mechanistic pedagogical devices, and
end up divorcing “theory” from musical practice.

Given these problems, I have found it necessary in teaching counterpoint to
construct my own explanatory and exercise materials in the interests of
musicality, clarity, and comprehensiveness. This book seeks to provide a great
deal of fine music for performance, listening, analysis, and model-making; simple,
direct explanations of technical and aesthetic matters; and a multiplicity of
exercises in listening, analysis, and writing that are both technically sound and
musically satisfying. The approach taken here is style-specific: the examples are
drawn from the instrumental music of Johann Sebastian Bach, especially the
keyboard music. But the techniques covered transfer easily to other media within
the Bach style, at the instructor’s option. It is, of course, also true that composers
of Bach’s time considered performing media to be to some extent interchangeable.
The emphasis on the music of one composer allows this text to be used not only as
a study of contrapuntal technique but also as a model of style analysis that is
procedurally transferable to the music of other composers and historical periods.
The instructor is free to focus as much as the course goals allow on matters of
style, in addition to the more purely technical aspects (to the degree to which style
and technique can in fact be distinguished from each other).

This text is based on a study of musical practice, and the student is directed in
the analytical exercises to deal with the music itself. It is clear that any
meaningful study of music must be solidly based on experience in listening,
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Notes to the Teacher

performing, analyzing, and writing; it is urged that each class period include a
performance, recorded or live, of the music under study, and a discussion of what
has been heard. Some instructors may even wish to combine this text with a
survey of the music of Bach, and listening assignments and tests would not be
inappropriate. As we all know, technical studies tend to be bloodless and abstract
unless constantly connected with musical experiences; such connections, made
explicit by the teacher, will tend to validate and clarify these studies.

On a more specific note, this book makes no use of a strict species approach, as
it is my belief that the species are unnecessarily abstract, unmusical, and
inefficient. A multiplicity of analytic and written exercises provides ample
practice in technique, within a more realistic musical context, especially as
regards rhythm. In the interests of ease of reading, modern clefs are used

throughout. The explanatory material is written as simply and practically as

possible, and avoids speculation and metatheorizing. Considerable generalization
as regards both style and technique is inevitable, though, and I hope that in the
search for directness and comprehensibility no outright errors have been
committed. It should be made clear to the student, in any case, that this book
presents a picture of Bach’s most typical pfactices (and, by extension, of the other
Common Practice masters of counterpoint), and that there are exceptions to
these practices. The language chosen is intended to be as positive as possible, and
avoids burdening teacher and student with a multiplicity of “rules” and
prohibitions, beyond those that seem unavoidable.

To be properly prepared for this study, the student should be somewhat
conversant with Common Practice theory, including basic four-voice part-
writing principles and practices.! It will save class time if students know figured
bass symbology, chord nomenclature, the basics of voice-leading (including
doubling), and principles of harmonic progression. According to the reports of
Kirnberger and others, Bach in his own teaching started his students with
four-voice harmonic studies, using figured bass realization as the basis for
written exercises. The sense of integration of vertical and horizontal aspects
gained from such studies will prove invaluable as a background to contrapuntal
study. (

The teacher need not feel locked into the order of presentation given here,
though the chapters on melody, two-voice writing, and invention should be taken
in order. As time permits, the chapters on chromaticism, canon, chorale prelude,
and passacaglia may be shuffled or omitted to suit the instructor’s needs and the
course goals. The instructor should not feel limited by the music presented in the
Anthology; it can be supplemented by other works- of histher own choosing.

Following are a few practical suggestions, based on my classroom experience
and in no way intended as prescriptive, for presentation of the material.

1. Listening. As suggested earlier, it is most important that each class session
include some listening and if possible live performances of the works under
study. This can lead to discussion of such interesting tangential areas as
performance practice, music history, cultural history, and so on.

1. A brief review of harmony (including chord vocabulary and functions, cadences, inversions,
nonharmonic tones, figured bass symbols, and modulation) is found in the Appendix.

3
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Notes to the Teacher

Background information. Although this text does not deal with the historical or
biographical background, the instructor may choose to present such
information in the interests of establishing a style-historic context, or
he/she may assign information gathering in the form of class reports by
students. Such reports might include such topics as the life and works of
Bach and his major contemporaries, a survey of the output of Bach,
cultural and political currents in the German Baroque, national influences
on Bach, and so on.

Listening list. It is suggested that a listening list of Bach’s major works be
handed out, and students be made responsible for a listening (recognition)
familiarity with the works on it, perhaps by way of periodic listening
quizzes.

Classroom process suggestions. In class it is always a good procedure to vary the
format, avoiding too much lecturing and ensuring that each student is
actively engaged in the learnir;g process. This can be accomplished by
having students perform, discuss, and critique each other’s written and
analytic work, having students work at the board individually or in small
teams, and assigning brief in-class writing exercises critiqued on the spot
by the teacher. A very helpful classroom activity involves the solving of a
problem from the current or upcoming assignment by the teacher, with
student input. This modeling of the compositional process will prove
invaluable for the student, and will improve both the efficiency and the
quality of his/her own work. Critiquing of individual student work in each
class period, either with the class seated around the keyboard or with the
aid of an opaque projector, will be of great value.

Possible omissions and reorderings. There are far more exercises here than any
class is likely to have time for, so that the instructor will need to be selective
in making assignments. Such selections will be based on the background
and abilities of the class and the aims of the course. If the focus of the
course is on analysis, it will be possible to use the Directed Study section of

each chapter, along with the exercises in analysis found at the end of each”

chapter, in conjunction with the Anthology. Such classes will omit the
written exercises. In classes where the writing of counterpoint is the goal, a
sampling of all the exercise types within each chapter is recommended. As
far as possible, the written exercises should be done in the order in which
they are given.

It is also possible to omit the Directed Study and/or Sample Analysis
sections, if that better fits a given instructor’s style, as the Discussion
sections contain all the essential information. Or the Directed Study
sections may be taken up at the end of each chapter.

Further, some slight reordering of the chapters will be possible.
Chapters 13 and 14 can be taken up earlier if desired, following Chapters 9
or 11. Chapters 3 and 4 may be postponed or omitted if necessary,
depending on the course goals and the time available.

xiii
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Notes fo the Teacher

6. Student writing. The musicality of all student writing should be emphas'ized,

in addition to its technical proficiency; emphasis on this aspect will pay
dividends in terms of student commitment to quality work. Technique,
style, and playability are all to be stressed in discussing written work, and
all work should be played and discussed in class, time permitting.

Linear reductions. This book depends to some extent on linear reductive
principles, but it is not an orthodox Schenkerian text. The approach taken
here focuses on the central issues of shape and direction through the
analysis and composing-out of the structural-pitch framework, employing
an informal system of reduction akin to the “step-progression” concept of
Hindemith. This allows discussion of such non-Schenkerian notions as
modulation, which I feel are pedagogically useful. The teacher is of course
free to use whatever terminology and analytic system he/she prefers.

General suggestions for analysis. It is important to stress the general musical
principles operating in the music to be studied and not merely the
individual details of the technique. The fundamental musical laws
operating behind the surface should be pointed out at every opportunity,
including all the sources of shape, the organic nature of musical logic, the
mutual interactions of all elements, and such basic dualities as continuity/
articulation, tension/relaxation, unity/variety, and soon. Reference toJan
LaRue’s Guidelines for Style Analysis, as appropriate, will be useful in assuring
that the student is aware of processes, and not simply discrete events.



Notes to the Student

What can you expect to gain from a course in the analysis and writing of
counterpoint? First, such a study should make you a more accomplished and
discriminating musician, whether as listener, performer, or composer. It can
teach you what to listen for in a passacaglia, for example, or what to bring out in
performing an invention, or how to compose a convincing fugue. It can give you a
clear sense of your own ability to understand compositional technique, and of
your own creative abilities. There is an excitement in composing good music that
is hard to match in any other musical activity, even when this musicis writtenina
borrowed style. Contrapuntal studies are essential for theorists, composers, and
keyboard players, especially harpsichordists and organists, and for any serious
student of music who wishes to refine his/her musicianship.

The study of the music of Johann Sebastian Bach (1685-1750) is an excellent
way tolearn how to grasp the underlying principles of all good counterpoint. The
musical principles and processes as applied by Bach are laws common to music in
general. For instance, the means by which a composer keeps one voice distinct
from the others around it are essentially the same for, say, Lasso, Bach, and
Bartok.

On the other hand, this book can be taken as a model of how to approach and
understand the music of any composer; it can be used, in other words, as a model
for style analysis. There is little about musical style that is mysterious. Any style
can be learned with study and application. One learns a composer’s music best
through maximum exposure to it: by listening, performing, analyzing, writing.
And through such exposure, one often reaches an appreciation of the intellectual
discipline that any creative art demands, and of the fact that in great music we
find a perfect mixture of intuition, spirit, and intellect. In the case of a composer
as great as Bach, this combination of craft and genius is especially awe-inspiring.
There is no more contradiction between technique and instinct for a composer
than thereis for a performer. The techmque must be in perfect working order to
serve as a vehicle for the intuition.

Finally, as a reason to study counterpoint, there is simply the satisfaction of
being creative, of producing something that was not there before. You will be

xXv
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Notes to the Student

asked in this book to write music that is not only “correct” but also musically
satisfying and as close as possible to the style of Bach. This will require
familiarity with the sound of Bach’s music. It is not possible to get to know a
composer’s music by memorizing a lot of rules. You need to immerse yourself in
the music, as listener and/or as performer. Play and/or listen to all the music
assigned for analysis, and always play your own written work, both while
working on it and after it is sketched through.

1. Itis excellent ear- and mind-training to work away from the keyboard, going to it only to check
your work.

_— — — —— -
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Cntroduction

Almost all music is to some degree contrapuntal. Even music that is usually
studied for its “harmonic” content is often equally linear in conception and
effect. The distinction usually made between harmony (the chordal or vertical
aspect) and counterpoint (the linear aspect, the ways in which independent
voices interrelate) is a pedagogical convention not supported by actual musical
practice. In most polyphonic music, one can say only that there are both
horizontal and vertical controls present (as well as many other kinds of
controlling elements). Thus, we will concern ourselves in this book with both
chord and line, and with how they influence each other.

This study is rooted in musical practice, not in abstractions, and is based on
the instrumental music of Johann Sebastian Bach, with emphasis on the
keyboard music. Why Bach? Because in his music we find an ideal coordination
of strong, directional harmonic progression and energetic, interdependent
lines, all this suffused with greatness of spirit and largeness of musical
conception. His mastery of harmony, melodic and motivic processes, and
extended contrapuntal composition is of an extremely high order, yet his
astounding technique is always at the service of musical ends, never an end in
itself. Only in the greatest performers and composers do we sense this perfect
unity and balance of technique and expression. Bach represents a culmination
of musical trends in the Baroque era, a composer who pulls together in his
work at least three separate national styles, and brings to their highest point
all the contrapuntal forms he inherited. He exerted a tremendous influence on
later composers. Mozart exclaimed on hearing a Bach motet for the first time,
“Now, there is something one can learn from!” Beethoven said: “Not Bach
(brook) but Meer (sea) should be his name”; and Schumann advised the young
musician, “Let the Well-Tempered Clavier be your daily bread. Then you will
certainly become a solid musician.”



Introduction

Directed Study

In the Directed Study sections of this book you will be asked to perform,
listen to, and think carefully about a variety of musical excerpts. Though you
will be focusing on one aspect of the music at a time, still it is important to be
aware of the ways in which the musical elements work together to produce an
effect. For instance, a climactic effect may well be achieved through intensifica-
tion of several aspects: a rising line, lengthening phrase structure, increasingly
chromatic or dissonant harmony, more active rhythm, and thickening texture.
Music in which all the elements work together toward the same result is said
to exhibit concinnity.” The music of the great masters always displays a high
degree of concinnity.

A Note on Graphic Analysis

The system of graphic analysis used here requires a brief introduction. The
approach has been suggested by but isTnot an orthodox version of the linear
reductive system developed by Heinrich Schenker (1868-1935). Schenker
realized that the conventional “analytic” tools of his time were merely
descriptive of discrete events, taking into account neither the fact that music
has shape and direction nor that some tonal events are more important
structurally than others. His system grew out of an attempt to show
graphically the inner pitch structure of a work and its unfolding in time. His
writing suggests that a musical work consists of layers (Schichten) which can be
peeled away, onionlike, to reveal a skeletal inner structure, the Ursatz. The
Ursatz forms a background or fundamental skeleton for the work, over which
we hear the middleground and foreground (surface) levels of activity.
Schenker’s mature work posits a small repertoire of fundamental structural
lines for common practice music (including that of Bach), which descend
stepwise during the work from some member of the tonic triad to the tonic
note. According to Schenker, it can be shown that many works represent an
unfolding in time of the descent from, say, the mediant to the tonic note,
3-(2)-1. All other notes in the melody serve to ornament, expand, prolong, and
connect between the pitches of this fundamental melody (Urlinie). Such
ornamentations consist mainly of triad arpeggiations, passing tones, and
neighbors.

This book employs the following symbols:

1. The principal structural pitches (notes of departure and arrival) are shown as
J. Structural pitches are usually notes of the tonic triad.

2. Secondary structural pitches are shown as o for main arpeggiations (again,
usually of the tonic triad), and e for neighbor (N) and passing notes (P), and
other events of lesser structural importance.

1. This useful term, adopted from the vocabulary of rhetoric by Jan LaRue in‘Guidelines for Style
Analysis (New York, 1970), may be defined as a property of close agreement (in both logic and
style) among all the elements of an artwork.

l,
P .
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Introduction

The main localized melodic motions are shown as /. These motions (Ziige)
involves scales, neighbors, or dominant-to-tonic leaps.

4. Octave transfers and prolongations of principal pitches are shown as (’ .

In making your own graphic reductions, keep the following points in mind:

Bass lines are patterned, often involving descending scalar motions
outlining octaves, fourths, or fifths. Such bass patterns are highly
standardized and normally gravitate toward the strongest tonal scale
degrees, 1, 4, and 5, thus emphasizing the principal harmonic functions of
tonal music.

The structural pitches of melodies often form patterns emphasizing the
pitches of the tonic triad. :

Strong counterpoint is formed between the structural pitches of the outer
voices. This fundamental outer-voice framework will be satisfying and
solid when extracted and played by itself. A typical outer-voice framework
consists of a series of descending §calar structural pitches forming parallel
tenths between the voices.

Notes that will tend to sound most important (structural) are tonic triad

members and/or those notes placed on strong beats or of longest duration.

The initial notes of sequence units tend to be heard as structural.

The following excerpts and their graphic reductions are taken from
Chapters 2 and 4. These reductions may be discussed in class, if the instructor
wishes, as they are intended to exemplify and clarify the analytic concepts
discussed above. In this discussion, alternative reductions may be considered.
Several more elaborate graphic reduction are to be found throughout the text.

B
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Chapter 1

ZLine and Other
Elements of cStgle

Here are a number of melodies drawn from the instrumental works of
Bach. Perform each one a number of times.}

Ex. 1-1 Orchestral Suite in B minor, Rondeau
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1. The instructor is reminded that throughout the discussions in Chapter 1, classes needing
review of common practice theory, including harmonic functions, nonharmonic tones, cadences,
modulation, and figured bass symbols, should refer to the materials on p. 327ff.

Some instructors may wish to reserve discussion of those melodies employing extensive
compound line {particularly Exs. 9 and 11) for the section of Chapter 1 dealing with that
technique, pp. 38ff. .
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Ex. 1-9 Partita I, Menuet I
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Violin Sonata in A Major, First Movement
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Shape; Tonal Framework; Range and Tessitura

Most effective musical lines are clearly shaped. Bach’s music derives much
of its strength from being clearly directed toward melodic and harmonic goals.
An effective melody makes a clear overall contour, which we can represent
graphically as a line. The overall shape will normally seem balanced and in
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Line and Other Elements of Style

" repose, with ascending curves balanced by descending curves; this will often be

mirrored in the localized, bar-by-bar shapes. In short, the same shaping

processes (gestures) often control all aspects of melodic structure when the

music is of high quality.

Note in Ex. 1-13 the tonally and metrically clear starting point, the swift
rise to the tonic octave and the more gradual fall to the dominant note in a
strong cadence. This is but one of many possible melodic shapes; you will have
observed several others in the music beginning this chapter. The climactic point
may or may not be obvious in a given melody; it may be a low rather than a
high note; it often occurs near the end of a phrase, with the line then falling
quickly into a strong cadence (see especially Exs. 1-2, 1-3, and 1-11). A
climactic note may be emphasized by its length, height or depth, identity as a
strong scale degree (such as tonic or dominant), metrical position, and by
reiteration and return. Often it is approached by a leap from below, and may
be a tied or dotted value (see Ex. 1-13, m. 3). Following the main climactic
note, there may be a secondary high point or two, and a scalar descent, as in
Ex. 1-13.

The tonal framework formed by the most emphasized low and high notes will
tend to clarify the tonality. The framework of the excerpt above can be heard
as e! to a? or a! to a% both emphasizing the key of A major. Typical tonal
frameworks are:

High note: dominant tonic mediant mediant
Low note: dominant dominant dominant tonic

There is often one note outside the framework, related as a neighbor note to
the high or low pitch, as for example:

Ex. 1-14
3 - 4 -3
Key: A 5 - 6-5 1/-,....2‘.:\1 & 2 e
.Q gug a/—':\e | = - o 1 — — — 3]
i = = ;
S = 6
5 5 1

Range is primarily a function of instrument and idiom, although melodies
encompassing more than a 12th (unless involving compound line) are quite
rare. The tessitura (the “heart” or most often used portion of the range) is
typically about an octave.

What will not be found here, or in any well-shaped music, are shapes that
seem aimless, flat, too wide-ranging or jagged. One rarely finds one-
directional contours such as _~" or ™, steep or jagged outlines like Amvww,
or narrow, oscillating patterns such as ———— (which arise from overemphasis
on one pitch or one part of the range). These shapes may be made to work on
a localized scale only if incorporated in a larger-scale directed contour. For
example, mm. 3-5 of Ex. 1-13 oscillate around a?, but only as an incidental
detail in a clear overall shape.

Ped
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Line and Other Elements of Style

EXERCISES

1. Critique the newly composed “melodies” on p. 42 in terms of shape and
tonal framework.

2. lIdentify the range and tonal framework in Exs. 1-12. Which scale
degrees are involved in these frameworks? Identify the tessitura (this is
often a somewhat subjective judgment).

3. ldentify the climactic moments in melodies selected from Exs. 1-1 to
1-12. Discuss how these are achieved (approached, emphasized, left).
Represent the contour of each of these melodies with a line drawing,
and compare the contours of several melodies.

Structural Pitches

SAMPLE ANALYSIS (OF EX. 1-13)% _

Ex. 1-15 Violin Sonata in A Major First Movement
ny 4 m- 3 4 o W
Middleground i : —~—— - —— E—
. N N p N
A: i vV
vty "Z/—'J. i—
Background & a4 - 7z B —
A I i '

There is no question that some pitches are perceived as more fundamental
than others, as more “structural.” We can easily show these hierarchies of
pitch in some such graphic way as in Ex. 1-15. It should be emphasized that
such reductions are to some extent subjective, based as they are on each
individual’s hearing of and thinking about a given work. Awareness of the
directed shapes formed by the structural pitches is important to our under-
standing of the shaping processes in music, and our ability to hear, perform,
and write musically.

The shapes formed by these fundamental pitches are usually simple and
easy to hear. They are what makes this music so clear in its contours. Observe
in Ex. 1-15 the simplicity of the underlying shape: a prolonged tonic note (with
the dominant note below it), an arpeggiated rise along the tonic triad to the
tonic note an octave higher; the prolongation by surrounding and reiteration
of the tonic octave (a2); and the stepwise fall to the new, temporary tonic (e?).

2. Refer to p. 2 for explanation of symbols.

11
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The secondary structural pitches very often form tonic triad arpeggiations, or
ascending or (more often) descending scales starting from and ending on strong
scale degrees, most often the notes of the tonic triad. Principal structural
pitches are often separated by intervals of an octave (tonic to tonic, or
dominant to dominant), or a perfect fourth or fifth (involving the tonic and
dominant notes). For example, observe in Ex. 1-15 the octave outline formed
by the two a’s, and the tonic-dominant P4 descent (a2 to e2). The whole melody
could be further reduced to a fundamental skeletal outline, thus:

Ex. 1-16

P8 P4
g ——e

_% I? £ 4 ;
scale
degrees: 1 1 5

Composing-out of the main pitches can be accomplished by scalar or
arpeggiated filling-in (by the secondary pitches), or by neighboring or passing
notes. All of these methods are inherent in this melody.

Filling-In (Motivic) Figures

Bach and his contemporaries employed certain melodic figures to fill in

between structural pitches.> Some of the most typical are shown in the

following example.

Ex. 1-17

Secondary structural Some typical ornamental (motivic)

interval filled in: filling-in figures:
j } ! { ' e
] 3l i 1 ] | | Y 5 I ] | 1 k| L.
1 Al | I i 1 i 1 1 i
j 4.1 . il -
Qo i i“d'i—"— ——W:ﬁ
v
e e —— i
—z—2 s —— . » —— —=—3
d ! i i
A‘ . ﬁ
. J Y .| 3 i, e 1 1 i
Ee==Ceee e e = O EEE R, S 2

3. The term “figure” is used here as synonymous with melodic or motivic pattern. It should not
be confused with the more specxfxc use of the term to denote particular expressive melodic
dévices such as the Seufzer or “sigh motif.”
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_—
] - ) 4 — l pum—
- - | - i — |  A— 1t — T ——— .y
f -1 { ]p ! 4‘:; sl - ] A B i
oSN ¢ BN | ot
I -“ 1 .
s y
: — I 4 + _'m — = 1
y
1 -t - 4
J ! ¥ T
] t Y — i m— F_m 4
. — .F_'_..—! i - o T — 1 —
— — — 1
%Z 2 — P S R e e
Q) ! Q T .

Structural interval:

EXAMPLES IN COMPOUND METER

Filling-in figures:

| ; . "
) 1 1 r— 5 S S =  E— T— — ’}
i : e ——m—| - —
d -
’ { f i ' :
- + ¢ - - $ . 1
i 2 i } " 1
-  R— 1 = e — — = 7 ——
_é 4}' 1 1 s |
@ = ! I T ~3 Ei; j}i 1 A — 1 ij -+ |
o e #—g—— i *— & :
o |
' . T
- ~ T
” ot —g—p— ” i
] — e — f T 1 T *  —
. —
7 - - - >
” L = | -
v t 1
&= i e e — =

These are not by any means the only filling-in figures available in the style.
The choice of a particular figure will depend on factors of harmony,
counterpoint, scale, and the overall motivic content of any given work. This
will be discussed later.

Notice that each of these figures is an expansion and/or ornamentation of
neighboring or passing processes. As suggested earlier, successive structural
pitches will be connected by arpeggiated or scalar filling-in figures. Single
structural pitches will often be prolonged by neighboring motion.
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EXERCISES ‘
Analyze the melodies at the beginning of this chapter in terms of i
structural pitches. The individual voices of the polyphonic works found later
in this book may, at the discretion of the instructor, also be so anailyzed. At @
least two structural levels should be shown (primary and secondary
pitches). Some melodies will be clearer than others in terms of structural
line. After each reduction is made, the filling-in figures should be written ~
down and discussed. Be aware of all types of prolongation and filling-in: ;
neighbors, scales, and arpeggios. Note also how the principal implied
harmonies are proionged and clarified through the primary structural ‘
pitches. i
Phrase and Cadence ;
SAMPLE ANALYSIS E
Ex. 1-18 eOrchestral Suite in C Major, Gavotte I
Phrase 1 IAC Phrase 2 i
B i e — S < _—=
G e et )
Q} Y. 2 | J‘ — - Mong 3 i
_ #: B i _ ' - — | jf ,,,,, P —
D I s e e e e
p. - 1 1 3 ——. i 3 H | g . i
T [ T ¥ 1 T [ b &
6 6 6 6 6 6 7 -
5 G: PAC —‘1
é:r.:—:q?::p—'——" ; e e e —
ey P , e T ' e
o - — T Iembsmm— 1
MTW H» - = » ; :
Z—1— ! ! — % —] ‘ — 7
é 6 7 - 6 # 5 - 6 3
Phrase 3 4 2 d:ﬁAC b Phrase 4
& mid B S
- - S — l:'—?———ii——ﬁ—':if;i—:ﬁ:? - "
gffﬁt"i. = e e e e e e e
[y i !
{r— e
e e — — — PESs= ——
6 4 5b g - 6 $ 6 # - 6

4, Only the outer voices {oboe I and continuo) are given here. The continuo part is given only

for clarification of the cadences; it is not suggested that the contrapuntal relationship between
the voices be discussed at this point.
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. o a: PAC T r-Phrase 5
A—— — - - = — t 4
s — -
= e e e B e e T —
¥ = ]  — — J | M T
] » — T »
. § N
et == e ——F
¥ [
6 [ I 6 7 6 # 6
§
L
Y ~ -
+ } {P ;V > F ) I ) i 1
 ——s { H i } i { i i | Mo ) b | “——" 1 1 3
- Y PR
- - ” » = . »- i
Semseeasasea—a s Sasss
} 1 — i
6 - 7 - 6 - 6 7 - 1
- C: PAC —
4 g : —— P S 0N
- ‘ EE=EE=sSese S ==
o | - i —— — T
7 ',
3 D e— . P ! o
Y AR T > > = s - i i i | } 4
] ! ] ; ! F— ! < 1
2 4 3

IAC = Imperfect Authentic Cadence
PAC = Perfect Authentic Cadence
{see the Appendix for definitions of cadences)

COMMENTS ON EX. 1-18

The phrase structure, due no doubt to the fact that this is a dance movement,
is quite regular, organized by groups of four measures except for the last eight
measures, which seem more continuous and developmental. The strongest
cadences are placed every eight measures. The authentic cadences in mm. 4
and 12 sound less than final, due to the trills and the weak-beat arrival of the
tonic note. The four-measure phrases may be further broken down into two-
measure subphrases. On a larger formal level, successive four-measure
phrases may form eight-measure groups or periods (mm. 1-8 form a period, as
do mm. 9-16).°

The first eight measures are especially simple harmonically and melodically,
without many leaps, or any syncopes or other rhythmic irregularities. They
seem expository and stable.

5. A period consists of two successive phrases, usually of equal length, the second one
completing the musical idea begun by the first. The cadence ending the first phrase will be to
some degree inconclusive (HC or IAC); the second cadence will be more final, usually a PAC.

15
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The following measures seem more developmental: modulatory, less
conjunct (stepwise), and containing a longer phrase (phrase 5).

The cadences are clear as to key and type, even without references to the
harmony. The cadential melodic figures move by step, usually falling, into the
goal note.

Flow and flexibility are attained by continuing the motion over internal
cadence points (Ex. 1-18, mm. 4, 12) and by the use of syncopating ties (mm.
17, 19). The motion stops completely only at the strongest cadences, which
articulate the main formal divisions (mm. 8, 16, 24).

Discussion. All levels of formal structure in this music reveal the influence
of their ultimate origin in dance. As humans are bipedal, many aspects
of time in music (rhythm, meter, phrase, and finally form) tend to occur
in twos and multiples of two: a gesture and a balancing or opposing
gesture; action and reaction. Dance movements, such as the Gavotte in Ex.
1-18, will tend clearly to show their historical dance antecedents. More
abstract works, especially those based on imitation, will tend to be less regular
at all levels of formal structure. °

While the underlying phrase structure is basically regular, its effect is often
less obvious on the musical surface than in more consistently homophonic
music. Phrase is a controlling element in the melody in Ex. 1-19. Notice in it
the variety of rhythmic values, the distinct articulations every four measures,
and its essential vocality (as against the instrumental flavor of the Bach
excerpts).

Ex. 1-19 Haydn, Symphony No. 104, First Movement
Allegro
3 } | ] i 1
i n 1 I | 1 i ! — { =
; o = ] % —» £ 2z ]
d \_____,../' QW |
5
E 7 1 1 ]
#ﬁ% = i = — } = { i 1 i‘: 1Y i ¥
S ) ] - - e " —1 3
D) ' ! =
9
J}}ﬁd T t n Y ] { 1 ! T } ]
{3 — o ] ] R Bt S S— = i z |
¥ oot - 1 i1 3
D ~—— e '
13
%n ’/__\D o
77— y i = $  — —— Py =
Byt ; } | b r - £
z i . i

Compared to this music, that of Bach is usually less obviously built around
the phrase and is more continuous (pulsatile). It is far less likely to use the
phrase as the main unit (module) for development, employing instead the

- M MMWW .
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spinning-out (Fortspinnung is the German term) of motivic fragments by means
of various manipulations: repetition, inversion, sequence, and so on. See, for
instance, Exs. 3, 4,9, 10 and 11.

Cadence Figures

Cadences (breathing or resting places that articulate the ends of phrases)
are principal articulative and form-clarifying devices of this music. In any
music, insufficient use of cadential effects may lead to an inarticulate or too
continuous result. Overuse of cadences will result in a discontinuous effect.
Bach’s music is beautifully balanced between these extremes. He is careful to
continue motion over most internal cadences, weakening them just enough for
continuity. Only at main cadences is the motion allowed to stop.

Principal cadential points in this style are emphasized by:

1. placement of the melodic and haronic arrival on a strong beat;

2. use of melodic figures that lead smoothly to and emphasize the melodic
goal note;

3. choice of the strongest harmonies (tonic and dominant) in the strongest
position (root), emphasized by harmonically clear and supportive bass
lines.

All the cadential melodic figures you have heard so far have been variants
of the two basic cadential shapes in tonal music:

Ex. 1-20

I. From above:

PAC IAC HC HC

AR , .

] I ] 131 i ]
. 1 i ey Py H 1
.. Y F ) . ™ Nl ) i
aald il ]I ]‘ o 3
Yov I v7 I | v 1 v

. v

II. From below._ P.AC LAC HC ( ) HC v

49 g — T T — — £ —  — )|
M 1 ] b | i ] ~5 1§ i 1] 1 i1 1 1| 1 H
& = = =2 ! = i = i

P, &

G:V 1 v 1 1 v v v

Both of these archetypal shapes approach the goal note by step. The word
“cadence” comes from the Latin cadere, to fall, and in fact the cadential gesture
in most melodies is a falling one. In this style, the goal note is normally placed
on a strong beat, though it may also follow an on-the-beat dissonance such as
a suspension, passing tone, or appoggiatura, especially in slow movements.
Some characteristic ornamentations in the Bach style of these fundamental
cadences are seen in Ex. 1-21. These ornament an authentic cadence in G
major, with structural pitches on scale degrees 2-1 or 7-8.

17
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1 /\) ‘
Ex. 1-21 1
ﬂﬂ (33 ‘117.) - + £33 (‘tfr) 1 t t t / } I
- { 1] LY. .- i3 1 1 v 3 ] 1]
4] - e A2 %d_‘*i{:/ 2 —
fa (”".') ' L ,
] [ ]
1 I i -’j t ,i F—r ..’.5[ % 6} =
i : { (S | —f
o~ o (‘tl‘) N I (#) s
;& 2 i I 1 ™ ] i : } i
4 ” ! 2—-::—1:. P e — &=
'y) bt
Other cadence figures will be found, but will on examination prove simply
to be variants of the above figurations.
EXERCISES
1. Investigate phrase structure and cadence figurations in the poorly
composed melodies on p. 42. Critique these aspects, and suggest cor-
rections if any are possible without totally recomposing the melodies.
2. Analyze other music, as assigned by the instructor, from the Anthology, -
focusing on phrase structure and cadences. Be especially aware of any
irreqular phrases, the use of motion to cover internal cadences, and the
use of ties and evaded cadences to make the phrasing more flexible and
continuous. Analyze cadences by frequency, placement, type, and
melodic figures.
3. Ornament the following fundamental cadences in the Bach style, using
mixed note values, including eighths and sixteenths. All are authentic
unless otherwise marked.
’ (3 ) 1 HPEE) ) } 1 {i. & ; “
i — — P——d i > = i
o - ]
F:
t : P 3 :
| 1 i I 182 ] 1 1 T 1Y ] | N } H
e e e e - e F——
d:
H.C H.C. “
¥ ¥ “. P 2l - ot
it ——— e F
QJ hed i
D: H.C. H.C.
Au B
} 4 % i bl ]

e
i
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Sute Linre’
Meter and Rhythm

SAMPLE ANALYSIS

Ex. 1-22 Gamba Sonata in G Minor
{
R 1 = 4 I
Aﬂ"‘j—i > j - ;l. #a: ;F > —_-
3

M_L]

]

) g3 - ¥ -
7
A 3 &r
:g,__dl;LJ 1 1 3; j’(}
FEEIVAE ISR - T AT R I

The meter is clarified through the grouping of melodic and rhythmic
patterns into 2- or 4-beat units, through changes of pattern that normally
occur on strong beats, through sequential units of four beats each (mm. 3-4),
implied chord change on the strong beats, and placement of the cadence on
beat 1 (m. 9).

Rhythm, while Wﬁq"amnﬂm by the use of the ties in _
m. 7 and by the off-beat-accenting motive in m. 8, beats 1 and 2. Phrase struc-
ture is slightly irregular (nine measures; the “extra” measure is m. 7).

Only two different rhythmic values are employed: a basic unit of motion

()\) and one faster, adjacent value ()).
Until m. 7 only three different rhythmic figures or motives are employed.

Discussion. Rhythm and meter in Bach’s style, and especially in faster,
dance-dominated movements, are highly regular. Meter is rarely obscured, and
the strong beats are emphasized through the regular placement of rhythmic
patterns (including sequential units), strong-beat placement of cadences, and
by harmonic rhythm. There is a feeling of pulse, continuity, and drive, and
often an increase in rhythmic activity through the phrase, with the most
complex and quickest thythms placed toward the end of the phrase (see Ex.
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1—2;, mm. 5-8). Rhythmic activity usually slows at the cadence, avoiding a
feeling of abruptness (m. 8, beats 3 and 4). This succession of shorter, more
varied rhythmic units followed by longer, more continuous ones {mm. 1-4, as
against mm. 5-6) gives many melodies a sense of “rhythmic crescendo,” which
supports the harmonic and linear processes driving toward the cadence.

Normally there is a basic unit of motion (sometimes termed “impulse”), and
one adjacent note-value on each side of it. That is, if the motion unit is J\ ,
there will be subdivisions, and, at cadence points, longer values (J).
Slower, expressive movements will often exhibit greater variety of note
values, less clear meter, more flexibility of rhythm, more ornamentation, and
greater use of ties and syncopes.

The faster note values are in general found on the weak beats, or weak
parts of beats. This is an important aspect of the style. Further, the quickest
notes are most often treated by step (as scalar figures), rather than by skip.
The change back to slower values usually occurs on a strong beat or the strong
part of a beat (see Ex. 1-22, mm. 2, 3, 4, and 8), approached by step.

Rhythm is an essential component of motivic coherence in this style, and
rhythmic figures are highly restricted and consistent within a given melody
(see again Ex. 1-22). Such distinctive figures as triplets (within a simple meter)
and dotted figures are used consistently, or not at all. The one typical
exception to this is that a dotted figure may occur as part of a cadential
figuration, and only there, in a piece that otherwise does not employ dotted
rthythms (see the cadence examples, p. 18).

As this is a continuous, motoric style, rests are used sparingly. Brief rests
on the strong part of a beat lend metric flexibility. A voice will usually cadence
before a longer rest. The longer the rest, the more the tendency of the resting
voice to reenter with important thematic material. '

Ties and syncopes occur quite often, and are a distinctive feature of the Bach
style, giving flexibility to the rhythmic structure. Ties are normally found in
ratios of 1:1 (such as ) : ) or A :A ), 2:1, and 4:1 in simple meters, and 1:1,
3:1, and 3:2 in compound meters. Reverse-ratio ties, such as 1:2, are very rare.
The first note of a tied value is very rarely the shortest value in a movement.
Exceptions to these observations may be found principally in very slow,
expressive movements (see pp. 201 and 202). Syncopes are used freely, but they
rarely involve the shortest note value, as this gives an awkward effect (again,
excepting works in very slow tempos). For typical examples, see Exs. 1-5
and 1-13.

Hemiola is very rare in this style. Its most typical occurrences comes at

cadential points in some triple-meter dances, where one feels a shift from 3 to

3 as in the following minuet.

Ex. 1-23 English Suite IV, Menuet |
ol + T » 77
—_—— e e T L F
@
2

The reversed dotted figure is also avoided ( ﬂ or ‘h J ).




EXERCISES

1. Critique the lines on p. 42 in terms of meter and rhythm.

Analyze works from the Anthology, as assigned by the instructor, being
aware of factors of both regularity and flexibility in meter and rhythm.

3. Critique the following rhythms in terms of the Bach style:

—mmwxxi.;.mm
WW

4. As aclass, discuss and prepare a list of the distinctive rhythmic features
of the Bach style.

Melodic Intervals; Details of Line
o™
Bach's is essentially a smooth and balanced style. Most melodies tend to
move predominantly by step, depending on the performing medium and
movement type. Obviously, instrumental music will tend to be more wide-
ranging and arpeggiated in its figures, while vocal music will be more conjunct
(stepwise).
Both scalar and neighboring patterns are common. One-directional scales
X tend to become mechanical and are rarely allowed to continue for more than
seven or eight notes. Neighboring figures are problematical because of their
inherent lack of direction and are rarely carried on for long at the same pitch
| level. The lower-neighbor figure is more common than the upper. Series of
steps are followed most often by continuing the stepwise motion into the next
beat, or by leap in the opposite direction.

Ex. 1-24
f flat line (poor) typical ways of leaving scales
— == . e ———
- T ! { =) 1 _{m "l T 1 1) J'l - 1 ¥ I} ;

beere o
I
| L
Lm

— | i 1
PRl i_._‘_j b uy hod i"‘—"—*“i 1
e ¥ 1Y

-

It is the function of stepwise figures to prolong and/or connect structural
pitches, as well as to provide motivic content. Some characteristic figures are
given on pp. 12-13. Several additional neighboring and filling-in figures are
shown in Ex. 1-25, articulating simple structural-pitch frameworks. The
choice of a particular pattern will of course depend on consxderatlons of
metric, motivic, and harmonic context.

21
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Ex. 1-25

Structural interval: Filling-in figures:

- n i ; —
ig j%‘ = j* i - ,i- A L S w— ——— — S— 1§
M\ ¥ — 1 e — - Mﬁ._‘ P R T
o) ] : 1 ] ! —t = 1
%Aﬁ + T ] t — 4 o ——————— "
& —¢ = e e e e
T S— & et -
g 1 B e s I
s — — - e
oy a‘ te —JIJ,’ é j::‘?’*"'* il il T_d] — R F——
¢ h— ' =————
Ag = —4 T 4]? s s ! R a—| S —— t T §;
| 4 tr—} & ) i:r — }ti—. o i LI LI i J'r — =t J'%_é“““ﬁ
Leaps are treated with care in this style. All melodic intervals up to the E@é
octave are used, but with some restrictions. The m7 is normally found as an
ascending interval; the M7 is extremely rare. Intervals larger than a fifth often
imply the presence of a compound line. The P8 is most often used to adjust E
register (avoiding extremes of range), to accommodate a change of direction in -
line, or to change spacing or avoid voice-crossing in a contrapuntal context.
Leaps are most often found from the strong part of a beat to the weak, or
from strong to weak beats (except in the bass voice which, when treated as b
“harmonic support, leaps more freely than the others). They most often occur
between tones of the same chord (except for the leap to an appoggiatura, rare
in this style). The larger the leap, the more compelling the tendency to follow -
it by motion, most often stepwise, in the opposite direction. Sixths and
sevenths almost always resolve by opposite motion, unless involved in a »
compound line. Thirds are often not balanced, but larger intervals usually are. =
Leaps into melodic or harmonic tendency tones are most often resolved by
opposing motion. If a line moves in one direction by a mixture of leaps and
steps, the leaps usually precede the steps. =
Ex. 1-26
m7 (resolution) mé (resoiution) compound line (leap not balanced) ;
e |
0 e e 3 |
‘Y’r‘%\ .1' _} 1 11 i B | 1 1 j____d___._i - 1 T
- T I 1] i I ir = 1
e (-
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Octave used toadjust register Harmonic (support) bass line
1:’ f 1 s B —
- 2 - 1 :; ——
(€: 1 v v - D

Thirds not balanced

o
A \;‘1 i - .él y
Leaps before steps

Successive leaps usually form chord outlines, that is, arpeggiated triads or
seventh chords. The arpeggiation rarely exceeds an octave in range. Such
arpeggiations are usually balanced by opposing scalar motion. The implied
chords must be functional harmonies within the key. Occasionally, successive
leaps will not form a chord outline. In such a case, either a compound line is

involved or the last note of the figure is an appoggiatura or incomplete
neighbor tone (i.n.t.).

Ex. 1-27

chord cutline in.t.

Ot Wﬂ/
S :F —h— Ai] r..;v’
-

i

o
18
¢
N

Bb: V7 D

Repeated-note figures are used with care, as they can easily interrupt the sense
of direction. When used, they are treated consistently as part of the motivic
fabric or they may be found as part of the cadential anticipation figure.

Ex. 1-28

 E— — | —— ant.

|

1. &3
3 2} )

Y

.Y

'y
o

i

v

Augmented and diminished intervals are treated with great care, as they are
dissonant and require specific resolutions. Briefly stated, diminished intervals
resolve inward, augmented outward. The most common are the A4, d5, d7, and
A2. They are nearly always found in association with dominant harmony (V?
or vii°?). The A4 and d5 are used quite frequently and are carefully resolved
(either immediately or very soon thereafter). The A2 is much rarer and is
normally associated with vii°’, descending in quick note values.
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Ex. 1-29
Contains:
d5 A4 d5 A4 d7 A2
—3 © L% ] -~ M L%}
Resolutions: d§ ds
[p———T Ad — | e Ad
JI — Y’ | — ) { : IA f' 1 : Py " H
& — 1 - z } H
') ! i i T
47 ' A2 ve
P re— e (very rare) .
i = ] T — ! '
G E , S 3 e |

Not only are direct dissonant interyals resolved, but stepwise or arpeg-
giated lines implying these intervals are treated with the same restrictions.

Ex. 1-30
implies A4 and is resolved:

—— — —

ry) i
implies m7 and is resolved:

o
é - +—F = ]
— P - o =

EXERCISES

1. Critique the “melodies” on p. 42 in terms of the incidence and treat-
ment of leaps and stepwise figures.
2. Critique the following melodic fragments.

i
i
|
i
i
1
1
SEEE=—S ]
1
L
4
1
I
b

T
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Identify and resolve the following intervals and lines.

& U JuF
+ H f ﬁ 1 11“ E Lg - ]i
%T | u o ! T !
+ 1 i ] 3 ﬁ! l
L 1 N —d
oo
) Al 1 - 1 1 1 — T il

Allegro

Scales; Chromaticism; Tendency Tones

SAMPLE ANALYSIS, MINOR MODE

Ex. 1-3

1

Musical Offering: Trio Sonata in C Minor, Second Movement
-

3 5
S - =T
ANV L R 1 % ol + —P
v S —— E———
i .t . e f—
e —ipp : e e e e e e e e |
¢ o | [N oot
Reduction of Ex. 1-31
m. 3 m. 5 N m7
N N T T
Al — - & (&)
4 . —y E— & — L
T 5 — s =
¢ i P A2

COMMENTS ON EX. 1-31

The leading tone (BR) ascends to the tonic (mm. 2, 3, 5) and is associated
with dominant harmony. It is alsc used as part of a downward scale, where the
harmony is clearly dominant (m. 4).

(m. 4).

The raised submediant (Al) is used to avoid the A2 between AY and Bf

25
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The subtonic (Bb) is used to lead away (down) from the tonic (mm. 5, 6).
The submediant (A?) leads down to the dominant note (mm. 7-8).

Note the descending tonic-dominant structural line (c2-g?) formed by the
downbeats of mm. 5-8. The natural (or descending melodic) minor form is
used here: C-BP-AP-G.

Discussion. In the Bach style (and in tonal music generally), the minor

scale is used in specific, restricted ways, depending on factors of line and

harmony.

1. The leading tone is used to lead up to the tonic note, especially when the
underlying harmony is dominant or tonic. It may also be used as part of a
scale leading down from tonic to submediant, when dominant harmony is
implied.

2. The subtonic usually leads down from tonic to submediant, as in the
natural minor scale, when the underlying harmony is not dominant. The
subtonic is almost never used as a‘lower neighbor to the tonic (except,
rarely, with subdominant harmony).

3. The raised submediant is used either to lead up to the leading tone (as in
ascending melodic minor), or as part of a descending line following the
leading tone (avoiding the A2), associated with dominant harmony. It is
almost never used as an upper neighbor to the dominant note.

4. The submediant (as in natural minor) leads down to the dominant note. It
may follow the leading tone (creating an A2) or the subtonic, or may occur
as an upper neighbor to the dominant. ‘

5. The A2 between the leading tone and the submediant (as in harmonic
minor) is occasionally used, normally descending in quick notes, and
always with dominant harmony.

Ex. 1-32

(1) leading tone
- — I : —t
t 1 4 ¥ T m o
FY] i I f 7 t
\AL M
(2.) Subtonic
| } t
—p — -
f i ~
(c: ioriv)
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(3)  Raised Submediant very rare
1 ‘D } -+ 4 | a4
— — 1 — +— =
] : 11 k4 5
Ol I ' 3 i l
™)
(4.) Submediant ) A2
i ]
i 1 ] —_
EE et
] i .-
(C: V7 or viio7)

It is also possible here to think in terms of the three conventional minor
scale forms, though it must be understood that these have more theoretical
than actual validity. The C minor scale, in actual musical practice, is:

Ex. 1-33
6 7
At v
@ ‘}Df) Ty Ty lﬁ\(i i E‘\()' i“/'
= <5 ©— 22X | s
variable
degrees .

The melodic minor is used most often with tonic harmony, the harmonic or
ascending melodic with dominant, and the natural minor with the other
diatonic triads, thus:

CHORD SCALE FORM
i melodic
v, V7 harmonic or ascending melodic
vijo? harmonic
iie, I, iv, VI natural
Ex. 1-34
melodic ascending melodic harmonic
W — t —  —— - i - n
e e b 3 g 4 =
D) — ' 4 .
¢ i ¢t Vi i
harmonic natural
5 S —— e ;

i H 1 i ]
Grrr L Pt ] 2 —
Q.} - 1 o ]

c: viio7 (V1) ' i ¢ 1II VI iv Vi

There are no such problems with the major scale, as it contains no variable
degrees. Any accidentals will imply either modulation, altered chords such as
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secondary dominants, or nonharmonic tones, such as an occasional chromatic
lower neighbor.

No scales other than major and minor are in common use in Bach.® Thus,
use of the pentatonic scale is very rare, and whole-tone scale effects are
uncommon except as incidental to the ascending melodic minor.

Ex. 1-35
pentatonic (very rare) - ascending melodic minor
H B y— ! i
.) ‘;‘: d_ 2 o :: ’i‘.r- i _— H Ny

Chromaticism. The use of chromatic scale segments is examined in detail

later, but a brief note is appropriate here. Bach uses chromatically altered
notes (the two variable degrees in minor are to be considered diatonic) with
great care. A few points on their typical use follow:

1. Altered notes usually resolve in the direction of their alteration; that is,
raised notes resolve up, lowered notes resolve down. See Ex. 1-31 for
several typical examples.

2. Altered notes may be either chord tones or, less common, nonchord tones
(such as the %2 in m. 6 and the e? in m. 7 of Ex. 1-31, both of which are
lower neighbors).

3. In his highly expressive, slow music, Bach often makes considerable use of

both functional and nonfunctional chromaticism. This will be discussed
separately later.

Tendency Tones. ' It is difficult to generalize about the resolving tendencies

of scale degrees, as this is very much a matter of context, but a few comments
can be made here.

1. The leading tone, when in dominant harmony, usually resolves to the
tonic.

2. The subdominant notes usually resolves to the mediant when in a de-

scending scale line, or as an upper neighbor or following an ascending leap.
3. The submediant in minor has a strong tendency to resolve to dominant.

4. As noted above, chromatic notes normally resolve in the direction of their
alteration.

6. There are instances where Bach uses an incomplete key signature for a work in miner,
implying a vestigal sense of modality (most often Dorian mode). In such works, though,
accidentals obscure the feeling of modality. In other isolated examples Bach, in the course of
harmonizing a modal chorale, will employ a somewhat modal harmonization (this often happens
with Phrygian chorale melodies). Such instances are rare and need not concern us at this stage.

3—-—
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Ex. 1-36
1. Leading tone 2. Subdominant
o 4 —
] s ad 1.
#3' 1 1 1 L] 1 P ] sy r; 1: P i f j'; -‘.} “;'F
I 1..—:;-'5 i I
G: Vv Y
3. Submediant
s v '-—d
B e == |
) ! S l 5
e:
4. Chromatic notes
= % j 1 = ]
2. £ - | 1]
= 2 = i v = gl
Tendency tones may resolve by transfer in another octave or another voice,
or their resolution may be slightly delayed. The last voice to have a tendency
tone will resolve it. Note the compound lines (typical) in the first two parts of
Ex. 1-37.
Ex. 1-37
Octave transfer of resolution (leading tone) Delayed resolution of chord 7th

==

A
Qli
T:
tw
11
ol
T

[}
G:

I

o
<

\'Z

Last voice resolves leading tone.

‘94'@:, =
S MR )

A

i8S L

®

In writing, it is necessary both to resolve melodic tendency tones normally
and to avoid overusing them. The leading tone in particular will become
tedious if overemphasized and will interfere with the sense of direction in a
melody. The notes most often emphasized in a line are the tonic triad pitches
(these will tend to be the primary structural pitches).
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EXERCISES

1. In the Error-Detection exercises, p. 42, identify all the errors of
scale, accidental, and tendency tone resolution.

2. Analyze in music from the Anthology, as assigned by the instructor, the
use of the minor scale degree variants, the function of any chromatic
notes, and the resolution of melodic tendency tones.

3. Critique the following lines in terms of the treatment of the minor and
other scales, and the resolution of tendency tones. Suggest ways of
correcting the probiems you find.

a,

F AN NN SN § M

) . +

e e
g | I Y

v )
b.

I - ot 1 A
04 T i I R § < b +
- —— 7 T 1 - 1 o
1 | htd —-——W

4. Resolve the following melodic fragments. Where alternative solutions
seem possible, suggest these.

i

|

b
{
]
e
o
&
u
L1

S S e e 5
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Nonharmonic (Nonchord) Tones

The investigation of the incidence and usage of nonharmonic tones is

crucial to the understanding of Bach’s music.” Their frequency of use, and the
conditions of introduction, length, metric placement, and resolution, as well as
whether they are diatonic or chromatic, all contribute toward a definition of
this style. Bach's usage can be summarized as follows. (In this summary,
dissonant and consonant nonharmonic tones are considered together.)

1.

Passing tones (p.t.) are freely used. They fill in leaps of thirds and fourths
between' chord tones, by step. In this style, passing tones tend to be short,
diatonic, and more often unaccented than accented (though the accented
descending passing tone occurs often). They may freely ascend or descend.
Two successive passing tones in a scalar figure form a common idiom.

Neighbor (Auxiliary) tones (n.t.) are also quite common, the lower neighbor
more so. Like passing tones, thefe are normally short, unaccented, and
diatonic (though the chromatic lower neighbor is possible).

Anticipations (ant.) are typical only at cadences.

Suspensions (susp.) are widely used and are a principal expressive device.
They will be treated in detail in Chapter 2.

Appoggiaturas (app.) are quite rare in this style, being more characteristic of
later music. They are almost always diatonic and rarely last for more than
one beat. The unaccented appoggiatura (called by some theorists a
cambiata) is referred to here as an incomplete neighbor tone (i.n.t.).

Escape tones (e.t.) are fairly rare in this music. They are typically very short
and are always diatonic.

Pedal point is a special device which will be taken up later. It will suffice for
now to point out that pedal effects are largely restricted to the dominant
and tonic notes, whether in a bass line or as part of a compound line. Pedal
point is debatably nonharmonic, as it is typically the upper voices rather
than the pedal that are heard as nonharmonic. In any case, the pedal note
always begins and ends as a consonance.

Ex. 1-38

Some nonharmonic tones in the Bach style

/ ) {— . .
] I 3 1] H
e O

1

1 1

). & &
et el

e e

7.

H |
T 1 ¥

Classes needing to review the definitions of nonharmonic tones and any other aspects of

harmony at this stage of study, are again referred to the review materials on pp. 327ff.
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( n.t. (lower) {upper) chromatic (rarer) double n.t.
pm— ; o —
’ e T — e i e
d d ¥ I | | i
(3) ant.
.~_F L5 H i
i !‘ 3 3. 1 é Y - L B -
ry) t == i ¥ 1 —
c 1 v I v v7 I
(4) susp. upward resolution (rarer)
S o = % =
& } ; ; T 2 =
& ' \ ‘ ]'
: A" v I A" 1
9 app. (rare) int
&= P = 3 3 | e |
Y] ’ ! R/ - | I—— i
c Vv I ' I \
(6& e.t. (fairly rare)
re—
Q‘J 1 —t 1 ’ i1 — B | =§ i
C: 1 A" v 1 A"

It is important to note that passing and neighboring tones may exist either
on the surface (decorative or foreground) level of structure, or, as we have
seen in the graphic analyses, on the middleground level. Review the analysis of
Ex. 1-31 to see typical passing and neighboring tones on the middleground
level.

EXERCISES

1. Locate and identify the nonharmonic tones in the following melody.

G 1 v I ii6 \Y% v7 I Y
P p———
. T e
< ¢ ok 1 1 > ¢ ©
v 1% v7 I
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2. Define, in terms of approach, resolution, length, and metrical placement
the following nonharmonic tones, as used in the Bach style:
passing tone
neighbor
escape tone
anticipation
appogagiatura
suspension
3. Locate and identify the nonharmonic tones in the examples beginning
this chapter.
Means of Coherence
SAMPLE ANALYSIS
Ex. 1-39 Flute Sonata in E Minor
Allegro . b
a
e e e - el e —|
- : * » Wm—‘i‘_“ﬂ%
i 1 } 1 s | | t 1 !
5 e ' e
5 C b' d
— T VOPC-PN.
eg . p— ——H__r_ﬁ_ ——— = £ B » 2
\Q:)u i ! —‘i“i:jj— i -..!F
c 9 b b’
C r 3

EENLS I, L@
21 ® : i
~ = === e
.
13 —— a Iy

Al

L 1
E""ll
il
L
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COMMENTS ON EX. 1-39

This melody arises from a restricted set of motivic materials, identifiable by
both their rhythmic and melodic properties. How one comprehends motivic
content is to some extent subjective; we could hear five or more distinct ideas
here, or just two ideas with their variants and extensions. The first four
measures are spun out of what are identified as “a” and “b” motifs. Motif “c”
(m. 5) could be understood as an extension of “a” into a scale; “b’” as a distinct
idea or as derived from “b” by rhythm and shape (leap). The “d” idea may be
experienced as derived from “a” and “a’,” thus:

Ex. 1-40
al a and neighbor
;\“?sﬁ—m—; also: , figure ’
ﬁ i i E i = ! . N
44y z' 1 - 'ii H
[3] I-—-—a
m. 6

Note that the localized structural pitches of “d” are the same as for m. 1.

Ex. 1-41
ﬁﬁ_—;_—:g——o# :_i ;=} A}I — 1"‘ :'l' e i — ‘4
o m.1 m. 6

Observe also how, in m. 9, the “b” motif gives rise to a typical cadential figure.
In m. 10 we find both fragmentation and alternation of “d” and “b".” The "“e”
motif may be derived from “a’” but is more likely heard as merely related
informally by rhythm. In purely rhythmic terms, there are really only two
ideas: groups of eighths and groups of sixteenths.

Transformation or development processes include inversion ( is an inversion of
“a”), sequence (mm. 1-3, 6-8, 10-11, 12-13), fragmentation (m. 10), and
extension (m. 5, beats 1 and 2, extends “a”; m. 8, beats 3 and 4, extends “d”
and returns to “c”). You may also have noticed the highly organized
descending structural pitch lines in the above melody and may wish to prepare
a graphic analysis of them.

12 #le
a

Discussion. Bach’s is a highly coherent style on every level, and perhaps
most clearly on the motivic one. Movements are “spun out” of the opening
materials. As was mentioned on p. 16, the unit or module out of which this
music grows is more characteristically the motif than the phrase. Motifs often
consist of three- to five-note patterns, identifiable by their rhythm and their
shape or interval content. Growth or development processes applied to these
motivic units or cells include repetition, alternation of two different motifs,

1
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return after intervening material, sequences (see below for detail), fragmenta-
tion, inversion, diminution or augmentation of rhythm, retrogression, and
combinations of these devices. Some of these are demonstrated below.

35

Ex. 1-42
MOTIF (module) Alternation, with sequence
ié - T +— —— p——— 1 =)
5 % e
Fragmentation, with sequence . Diminution Retrogression Inversion
9 Jrs— J— Y Féi T pe— i %
e ——— === > = =
) — ¥ = ~ =
Diminution, retrogression, sequence .
Inversion, augmentation, sequence
T f f — T f t
 — - - o ,; i——J—-——-&il » (;ﬂl}
) = ———= i ! “
Extension, inversion, sequence
— P—— T — -
=SE =SS ==—— =0
(3} [ { 1 i
Exercise 6A on p. 45 may be done at this time.
Sequence is the most frequently used device for development in the music of
Bach and his contemporaries.® The power of sequence lies in the fact that it
embodies the two basic artistic principles of unity and variefy: unity through
repetition of figure, and variety through trgp‘m&p{(\. The aesthetic danger is
that sequence (like repetition), if overused, leads quickly to a mechanical effect.
Bach’s use of sequence is quite special. The sequence unit (the melodic figure
used as the basis for the sequence) is rarely heard more than three times in
succession, especially if it is a relatively long unit (one measure or more). The
sequence comes in a natural way out of the preceding material and is also left
smoothly, most often not at the end of a unit but after the first note (or in the
middle) of the next unit. In other words, the unit is typically heard twice in its
entirety, with the third iteration only begun.
Ex. 1-43 A Orchestral Suite in B Minor, Rondeau
seq. 1 seq. 1 seq. 2 seq. 2
— — BN V - 1
-
% A— I o L oy
H i A i 1 b 1 i 1 1 i 1 1 l i I 1
4443 T : T i — i 1 1 5 1 1 1 I 1 i
v ‘ pedal ,

[ = unit begins ~ l=sequence breaks

(O = first note of unit

8. Sequence can be briefly defined as the repetition of a melodic pattern at a new pitch level.
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The excerpt in Ex. 1-43 begins with a pedal sequence, in which the upper voice
is sequential (rising by step), and the lower voice is a dominant pedal. A true
sequence begins in m. 2, with a two-beat unit, transposed down by step. The
unit is heard twice, ending with the note (d2, m. 4) that would have begun the
next unit were the sequence to have continued, thus ending the sequence very
smoothly. The £#2 in m. 2 is both the expected subsequent note of sequence 1
and the initial note of sequence 2, a subtle interlocking of the two sequences.

Note the clear pattern formed by the initial note of each unit, a scalar
expansion of the note d2.

Ex. 1-44

A &

Here, as is normally the case, the initial note of each unit is heard as a

structural pitch. 3
Ex. 1-45 English Suite V, Passepied I
seq. seq. breaks
£ Py .
}g' = £ r e, = B, L, @
e e e
(m.‘ 4)

(structural notes circled)

In Ex. 1-45 a sequence begins in m. 5 (the second measure of the example)
with a one-measure unit transposed down by step and heard twice. Notice that
the sequence is very smoothly introduced by scale and breaks smoothly, the a2
beginning m. 7 being the first note of the potential continuation of the
sequence. The first note of each unit forms, typically, a very clear scalar
outline.

In Bach, as compared to many of his contemporaries, the sequential unit is
often relatively long and complex, sometimes two measures in length, and it
often contains at least two motivic ideas in alternation (see Ex. 1-46, mm. 5-8).
The transposition factor (the interval by which the figure is successively
transposed) varies with the musical context. Sequences are often transposed
down by step or third, up by step (especially building toward climactic points),
or by fourth or fifth around the circle of fifths. Once a certain transposition
factor is introduced, that factor continues through the sequence, although
there is an occasional exception in which the transposition changes in mid-
sequence for linear or harmonic reasons. There are also occasional cases of
what we might call pseudo-sequence, in which the rhythm is consistent from
unit to unit, but the shape of the units or the intervals within them may vary
slightly (see Ex. 1-45, mm. 1-4).

é
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SAMPLE SEQUENCE ANALYSIS

Ex. 1-46

pseudo-sequence
—

Line and Other Elements of Style

Sechs Kleine Praeludien, No. 2

- — » :‘?&M
> T ——
O T 1= —
5 seq. 1
seq. 1 q
I n b M T
Q) r : _'l 1 1 I
E seq. 2 seq. 2
g !_ﬁ - | —
F oSN 1 { _= 1 ! 1 1
- - i { | H
) - 1 o
13 pseudo-
pedal sequence
— — ___sequence
T Y — Y ] — " i ] ]
ﬂ 1 3 X
D =3 v J v B ¥ - @ 7 @
17
— — 1
I ;7 = 1 sl Py - J‘ - Py Py e
1 . b il . 1 ) ool = -
» 1 1 - 1 ! : 1
)} - ' ! i
Symbology:
1. The beginning of each unit is shown as [ .
2. The first note of each unit is circled, to indicate transposition: () .
3. The point at which the sequence breaks is shown as ~ |.
Ex. 1-47
Reduction of Ex. 1-46, mm. 5-20.
m. S m9 m. 13 m. 16
N N - P
i . [ —— P a/"—':\
H——e—= . . -
l\{uﬂ L 74 - .‘_ e /l
’ " s E T
Eurther reduction, with octave transfers removed. P
N N ~ P
{ et - P >
7 7 - r P - /i
?ﬁ b e —» = » . “
AN —— covmm—
[ P P P P
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COMMENTS

MM 1-4 constitute a pseudo-sequence, in that mm. 2 and 4 are nearly
sequential, but mm. 1 and 3 are not.

A sequence begins at m. 5. It employs a two-measure unit with two
different figures (very typical of Bach), heard a total of two times and
transposed down by step.

Another sequence begins at m. 9. If the preceding sequence were to have
continued, its next unit would have begun on the note ¢2 in m. 9, which is in
fact the first note of sequence 2. This interlocking of sequences is highly
typical. V

Sequence 2 has a one-measure unit, transposed down by step. This halving
of the length of the second unit is also characteristic. This unit is heard twice
and again comes to the note that would have begun the third iteration (the
ab! at the beginning of m. 11).

Mm. 14-15 have a pedal sequence, in which one implied voice is sequential
while the other voice is a pedal point.

The first note of each sequential unit in mm. 5-11 forms a clearly directed
descending stepwise structural line.

EXERCISES

1. Analyze all the sequences in the melodies beginning this chapter, as
shown in the sample above.

2. Analyze in music from the Anthology (as assigned by the instructor) the
motivic content and the processes of unification and variation em-
ployed, including a detailed analysis of the sequences.

3. Exercises 2-4 on pp. 43-44 may be done, in whole or part, at this time.

Compound Line

Ex. 1-48 Suite III for Solo Cello, Bourrée 1
| ~ ., P
e , e e s ===
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SAMPLE ANALYSES

Ex. 1-48A—Two-voice reduction

L 1
N
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Ex. 1-48B—Three-voice reduction

e E JLD—J?"'"‘J
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-9
4

4
et et D

COMMENTS ON EX. 1-48

This music implies two, or even three, voices. One could hear an upper and
a lower voice, and possibly also an independent middle voice, shown in Ex.
1-48B in parentheses. It is often difficult in these cases to be sure which voice
is represented by which note, or how many-individual voices there are.

The voices are to some degree independent in terms of motivic material.

Each voice is well-shaped and motivically consistent.

Mm. 1-4 constitute a near-sequence in which both voices move down by
step. This we will call a Type I compound line.

In mm. 5-6 the lower voice is sequential but the upper voice has a pedal
point. This is a Type II compound line.

Discussion. Bareque instrumental music is characterized in part- by the
frequent use of compound line. A great deal of keyboard music makes use of this
device, as does much of the music written for such solo instruments as flute,
violin, and cello, giving these instruments the ability to play counterpoint.
Sometimes the number of implied voices is clear; rather often it is not, or the
voices are heard as sharing some of the same pitches (the final d in m. 7 of Ex.

B
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1-48 may be such a note). Each voice is musically satisfying, directional, and
coherent.

There are two basic types of compound line sequences, as shown above. In
Type I (mm. 1-4), both voices move by the same transposition interval. In
Type II (mm. 5-6), one voice is a pedal point.

Ex. 1-49
Type 1
i | 1
z > — T > ' 1 ! = =t !
J 1 1 ¢ » + = 4 |
Type II
‘ =" _1;: ui = = -
i et - —u - e — |
[3)

-

Further, the two voices may share the same motivic material, or may not,
as shown in Ex. 1-50.

Ex. 1-50
#ﬁ 5 J ! 3 \ N

(different material)

(same material) '

J

D
1

'Y

%
%

r

EXERCISE

Analyze more instances of compound line, as found in the exampies
beginning this chapter (Exs. 1-9 to 1-12 all contain some use of compound
line), and also from the Anthology, as directed by the instructor.

Suggestions for Melodic Writing

Rhythm:
Clear meter through consistent placement of rhythmic motifs, patterns
Consistent flow; motivic (patterned) rhythm

T T W SO W
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Increase of motion through phrase

Change to slower motion on strong beats

Change to faster motion on weak beats (or parts of beats)
Short rests on strong part of beat

Lines cadence before longer rests

Usual ties (1:1, 2:1, 4:1, and in compound meters 3:1 and 3:2)
No ties from shortest value; no reverse ties (1:2)
Idiomatic use of syncopation

Squareness avoided through use of rests, ties, syncopes
Motion slows toward cadence points

Motion does not stop at internal cadences

Scale:

Only typical scales used

Idiomatic use of minor scale

All tendency tones resolved normally

Idiomatic use of chromaticism (if any)

Tendency tones not emphasizgd in line (especially leading tone)
Whole-tone, pentatonic, or modal scale effects avoided

Line:

Clear structural pitch outline

Typical stylistic figures employed for filling in between structural
pitches or prolonging them

Clear phrase structure

Scale passages left by step

Idiomatic use of compound line

Repeated notes used only if motivic

Balanced use of leaps, steps

Clear and balanced contour

Larger leaps balanced by opposing melodic motion

Well-placed climax and clear approach to cadences

Typical cadential idioms, approached smoothly and set up beforehand

No lines that are too disjunct, steep, abrupt, or flat

Successive leaps in one direction form chordal outlines

All dissonant intervals and chromatic notes resolved

Sequences employed idiomatically

Consistent and restricted motivic material

Strong beat usually approached by step..

Melodic Writing Checklist

1. Be sure you fully understand and can apply all the points on the preceding

2.

Suggestions list before beginning the exercises.

As you write, analyze all the following aspects:

a. Structural pitches. Circle. and connect with lines, or provide a
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structural-pitch graph, unless one has already been provided as part of
the exercise.
b. Chords and nonharmonic tones. Analyze implied harmony with
Roman numerals; identify all nonharmonic tones. Analyze cadences.
Sequences. Analyze all sequences as shown in this chapter.
d. Motifs. Show on the music, or in a separate table, all motivic material,
including rhythmic motifs.

n

3. Remember that you are writing music, not “theory exercises.” Your work
should be musically satisfying, even though it will be rather simple at the early

stages of your study. Play all your work to make sure it is correctly notated and
sounds as you intended.

CUMULATIVE EXERCISES FOR MELODY

rror Detection Exercises. Play the lines below and locate and discuss
the technical/stylistic errors in them. The Suggestions for Melodic
Writing and the Melodic Writing Checklist above will be useful as
reference materials.

- — < e
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Line and Other Elements of Style

2./ Sequence writing exercises. Review the material on sequences, pp.

35-38.

Continue the following sequential patterns (sequence units), using a
total of 2-3 iterations. Break smoothly out of the sequence and continue
for one or two more measures, ending in a typical cadence idiom. Some
of these may be allowed to modulate. Analyze the harmony and
nonharmonic tones, and circle the structural pitches (the first note of
each unit will normally be structural).

Exampie:
a. Given unit
Q -
3 3 ) JE ‘j | 4} 1
B2 —= @
b. One possible result:
(unit = motif) * PAC
— pt nt — pt nt I pt break - ant Al
q "y "y ‘n .y | J 1 3 X 3 .—‘]
PU ) -1 1 1 % 1 ; - | 1 i é i 1 { i I ; ‘-"._‘_,! j ’L‘ = ll
Fr I v7 I o P~ V(D I
EXERCISES
é,, C r I : L
At =dPie s rrrr—rorie
— = ] — -
T - &
G . % Bb:
e
r"~ > r" f__ . ]
=== e ===
A:
— e = ————}
f: d:
@ L r_ @ F’" —
B g ——p f—r
W = ;: 1 A %_ -yt M %
f 1 T 1 I 1 .|
g b:
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3. Sequences, based on given structural pitches. Construct sequences
based on the following structural pitch frameworks. Break the sequence
after the first note or two of the third iteration and continue 2-4 more
measures to a cadence. Some may be allowed to modulate. Choose a
variety of meters. Analyze fully.

Example:

a. Given framework:

E st [ r r
. #7210 — >
& =
)
© = principal secondary pitch
# = secondary structurai pitch
b. One possible resuit:
v +

" — + + + — + +
I | [——— ,’ T m
ML—T—‘_—% : "__:;j——_i—"—* | i ] 1 | 1

+sp..

) [ R B
A 1 A% v7 I
E + n.t . —?-]AC
ﬁﬁ - - P ———— ——— ! : 4]
(& ! 7 I —1 1 i 1 4{ e H
'Y : = - - »
i v7 1 v I
/\ EXERCISES
) 7b.
,{ %,, s — — / ] P - r
17 -~ L Y | ey
e e :
o
Bb: 1 vi i A I Eb: wi ii v 1
d.
Y T — — s — —
#* 5 r'J & i 9; it
\/‘;‘ L ak — = = 5 7]
b: - ’ 3 K B ‘ f# b

4. Sequences, based on given harmonic progressions. Compose se-
quences based on these chord frameworks, continuing to a cadence.
Analyze fully.

a D: Mvi hi v i

b. Fr v i livt v
c. G TTIv T[viiieiii Tviii Vv
d. g Tiiv Tvitit  Niie Vv
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5. Compose melodies in the Bach style for instruments available in the class,
based on the following pitch frameworks. Analyze fully, including
structural and ornamental pitches. Choose your own tempo and perfor-

mance medium. Sequences are shown as [ .

45

a.
. f — )
L o & 3
eE—= : —F—f—Fe——+
D i ' S—
F: I 1% I v I v7 I
b. )
? ’ L |
e z A —
L2 =4 i v 1 L% ]
@ . o x A1 &+ ¥4 'l =
ﬁ 3 ': : ,‘!‘ F o 2 1;" - i ]: {
fZs p. i i i r: K Fo’ X Yo
. bl 1 i V. el
v L ¥ L
N < v I
: : i i
ry—1 7z En 1 { " { 1 } i © (%
A W™ | 1 . <. i { i 2L ]
— { { d & 1 Y.} \od
[y} . ! i \ & R .
§ A A .
€.
[ [
gy — o f2-+ : - —s rox
%‘; “ﬁ - < = i { | - 1 = &
i 1 i i M 1 ) k) i
i T y ' i {
d: i 3 6 6 6 # 6 6
f.
l T |
@:22# .'r 1 = f -
1 0
Q} ! P~ -d-'
b: i v i A" i Vv
iy ™ | = - - -
BT F = iz
DI ] i ] ]
i iv i \'4 i
6. A. Write out these manipulations of the following motifs: inversion,

retrogression, augmentation, diminution, frggmentation, extension,
B. Treat these transformations by sequence. e

e

d:

b.
, ,
= F¥res—F &+
w Wi
i—vl ) S——— 4
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7. Spin out melodies of about 8-16 measures from the given motivic material,
using instruments available in the class. End in a strong cadence. Analyze

fully.
Andante
a
. ey o
5. 5t T —— vl $ —} o - f‘
- —— . - e
w - i

. 3.
c. Andante ivace
2 . -  —— w— '

> i

. y ] i H
i | - 1 v
A ~] — 1 -1 o i V.4
[w ] 4 1

) ﬁ j iF : +

rite melodies in the style of Bach for instruments available in class, using

the following formats (which may be slightly varied as needed).

N

-

- CLEF KEY METER TEMPO LENGTH MODULATE TO: /
Q é D C Allegro 16 mm. dominant ;
b. ¥ b 3 Andante 8 mm. relative §
C. é) Bb ¢ Moderato 16 mm. relative
) F ¢ Adagio 8 mm. doggdhant
Py ’4_ 7/ {. A )
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-~ Nonimitative
"CrooUbice Wkiting

Perform the following two-voice music of Bach, repeating each passage
until you are familiar with it. Play each voice by itself to gain an appreciation
of the individual lines. These excerpts can be performed, as Bach intended, on
a keyboard instrument (preferably harpsichord), or on two separate instru-
ments such as flute (or violin or oboe) and cello (or bassoon), whatever is
available in the class.

Ex. 2-1 French Suite I_I, Menuet
5
e 7
- . B l

Bl

_::'
Tre

]

P, g

e

: L
[
E{
1]

i

ol

ikmh-b«——hw

-+
hn
L 1hE
| AN
w
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English Suite V, Passepied I (mm. 1-16)

Ex. 2-2
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i.

English Suite IV, Menuet I (mm. 1-16)

A

5-

T

S T st S

~v

PP Py __a »
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——————
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vy
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French Suite Ill, Menuet (mm. 1-16)
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Ex. 2-5 English Suite III, Gavotte I {mm. 1-8)
2 L 5
P T S e PTigy r) Ty 1 £, 'ﬁﬁ:
i il i B < . — ki - §
i e e B S S = e
¢ AT = ———p] ; —— e
v - ~ | ~
. v £ (220, ) -2
Sfehsr———  S— t— e T e e —— e Tt
P — e A

.
General Observations

DIRECTED STUDY

Based on what you hear and see in the music above, what would you say it
is, in general terms, that makes this good counterpoint?! Are the voices
individually satisfying? Do they make sense as independent musical lines? Are
they always of equal interest and importance, or are there moments when one
voice seems merely supportive? If so, under what conditions does this happen?
In what ways do the voices relate, in terms of the musical materials they
share? In what ways, generally speaking, are they kept distinct from each
other?

DISCUSSION

The music of Bach embodies all the fundamental principles of good
counterpoint. These include: K

1. Integrity of the individual voices. Each voice is a satisfying line with the
characteristics of melody discussed in Chapter 1. Each is coherent
motivically, well-shaped, and clear in meter and harmony.

2. Equality or near-equality of both voices. There are times at which one voice
will dominate because of its rhythmic activity, but there is little feeling
overall that the lower voice is merely harmonic or figurative support. This
will of course vary to some degree with the movement under discussion.

1. As suggested on p. xiii, the Directed Study materials can be omitted or deferred until a later
point in each chapter, at the discretion of the instructor.
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We are dealing now with nonimitative dance movements, which will tend
to be somewhat more homophonic than imitative works. Compare, for

instance, Exs. 2-4 and -5 above, in terms of the function and importance
of the lower voice.

3. Consistency of materials between the voices. Even when the same materials
are not literally shared, as they would be in imitative works, still both
voices will share the same general thematic content, especially when both
are of equal importance. For instance, in Ex. 2-1, the voices both have
some of the same musical ideas, but they also have their own independent
motifs. One might understand the motivic content of mm. 1-4 as follows:

There will in any case be substantial metric, intervallic, and harmonic
agreement between the voices.

4. Considerable independence of line. While the voices must interrelate success-
fully, they must also exhibit individual identity. They will be to some
extent distinct from each other in terms of rhythmic activity, shape, and
(at times) motivic content.

Specific Details of Voice Relationships

CONTOUR (SHAPE); RELATIVE MOTION

Directed Study. Look at how, in the music beginning this chapter, the
general contours of the voices relate to each other. Note the overall melodic
shapes within each four- and eight-bar phrase, each two-bar group, and finally
within each bar. Prepare contour-graphs of the voices, as suggested on p. 52.

Next, consider these relationships in more detail. Count from beat the beat,
and also from the end of each divided beat to the beginning of the next, the
incidence of the four possible relative-motion types: contrary, oblique, similar,
and parallel (see Ex. 2-8). Use the format suggested below under Discussion,
or one given by the instructor. Prepare a summary of your findings. What
generalizations can you make concerning use and relative frequency of the
four types? Focus especially on paralle]l motion. Which intervals are used
consecutively? Which are not?

Ex. 2-6
" b inv.——— ; a’ . I a”
T ot i
»
s e e et e
£ — ‘ =
.
4 - F p i o h! hF
e ——1  E— » = e H +
] . L ; ; — - ! ——
] T
b | ' a g < — L b s
exp. (orb”)
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SAMPLE ANALYSIS AND DISCUSSION

Ex. 2-7 French Suite II, Courante {mm. 1-24)
5
C C S8 S 8§ C OP P 8 S
gt i ! p—
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Here is a contour-graph of Ex. 2-7, mm. 1-4:

Upper voice:

Lower voice: W\\\

Notice that the shapes of the two lines contain both similar and contrary
elements. The voices will usually exhibit some degree of independence of
shape, as contours which are too consistently similar will not make for
effective counterpoint.

In Ex. 2-7 the beat-to-beat relative motions have been shown for mm.
1-11, symbolized as ¢ (contrary), s (similar), o (oblique), and p (parallel). These
four types can be shown in a simplified form as follows:*

2. These can be shown from the beginning of each beat to the next, or from the end of each
divided beat to the beginning of the next. Both facets should be explored. in the sample here,
they are shown only from the end of each beat into the next beat.
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Ex. 2-8
contrary simile oblique parallel
— I | ] || ~
1 .L_—-—-" Il ‘ - 1 7 i——— ’ o t‘:ﬁ
ot o~ t— { f— 1 | — 1
1 I I I | I [ I ! E I |

In contrary motion, the voices move in opposite directions; in similar, in the
same direction but by different melodic intervals; in oblique, one is stationary
while the other moves; and in parallel, both move in the same direction by the
same interval types.

In the music at the beginning of this chapter there is a mixture of all these
diE@EFE&M&We of any one.? One might
suppose that _contrary motion would prevail, as this best distinguishes one
voice from another: e attempt to achieve a great deal of contrary motion
will result in poor lines. Oblique motion, resulting as ¥ does when one voice
becomes stationary, should not be overused, and will occur largely in passages

involving pedal point. Similar motion is freely used, with the following
cautions:

1. Both voices will rarely leap in similar motion into a P5 or P8. This is
known as direct fifths or direct octaves, and is heard as detracting from the
independence of the voices, due perhaps to the acoustically “open” sound
of the P5 and P8.

2. Both voices will occasionally move by similar motion into a P8 or P5 if the

upper voice moves by step. This is especially typical at cadences.

Ex. 2-9
(1.) Direct Fifth Direct Octave )
poor: poor: accepted: PAC
| J _.d |
T S
D——r —® —
8 r | r | ? 19
P5 P8 P8
cC.v B!

[t is in the matter of parallel motion that Bach exercised the most care. His
practice can be reduced to the following observations:

1. Parallel (consecutive) thirds and sixths (and their compounds, tenths and
thirteenths) are freely used, though it is unusual to find a total of more
than five or six in succession, as this detracts seriously from independence.
The second idiom below is avoided, unless the implied tritone can be
resolved. '

3. Obviously, in 2:1 counterpoint (in which one voice moves twice as fast as the other) there
will be constant oblique motion within the beat. This should simply be ignored in favor of
analyzing the motion from one beat into the next.
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54 Nonimitative Two-Voice Writing
Ex. 2-10
poor: (too many paraliels)
poor: acceptable:

I — A4 | A4 | Ad | |
| “l i ] i’ 1 | | 1l 1 ] .l
1 | ] 7 ——g
Ci J — # F i F:ﬂ:yi T

A4 not resolved A4 resolved

2. Parallel dissonant intervals, such as fourths, sevenths and seconds, are very
rare in two-voice writing. They occasionally occur as the result of non-
harmonic tone activity, as shown in Ex. 2-11.

Ex. 2-11

not normally found in two voices:

I T T I

possible:

S S R

|
3

o e == o |

g i g T

p-t. nt.

3. Parallel perfect fifths are not found in this music, nor are fifths by contrary
motion.* Further, fifths on successive strong beats (or strong parts of beats)
are not used, though fifths falling on successive weak beats (or parts) are

possible.
Ex. 2-12
Not found: contrary fifths
parallel fifths
— ; | ___
;i = F 1
- - \
1 r b‘r_
consecutive strong fifths
A 1 | I | or | | | 1
——— =
3 77 = ) et
O | f 1
Possible: (weak fifths)
. === |
= ]

—

i

-

4. Whatever the reasons for the virtually universal proscription of consecutive (parallel) fifths
and octaves, the fact is that under these conditions the voices seem to lose their sense of inde-
pendence. An occasional exception to the prohibition of parallel fifths can be found in Bach, as a
result of simultaneous nonharmonic tones. Such parallel motions invariably involve short, unac-

cented tones.

e p— e

-l
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4. Unequal fifths are occasionally found, though rarely in two-voice texture.
They almost always progress as follows: P5—d5—3.

Ex. 2-13
possible: not found:
oy | .y g | > |
= Y 3
i, Rt = 35 3 ==
A l = |
P5 ds (M)3 ds P5
5. Parallel or contrary octaves or unisons are also avoided as even more harmful to
linear independence than parallel fifths. These parallel motions between
independent voices should not be confused with the acoustical doubling at the
octave or unison of a single voice for textural relief and strengthening of
line.
Ex. 2-14 v
Not found : contrary unison to octave
parallel octaves parallel unisons
. B ; o

|
“ 2x % 2
[ T

D) r_/"r I

r

6. Nonharmonic tones cannot be employed to correct an otherwise objection-
able parallel motion, as the underlying poor counterpoint is still apparent

to the ear.
j’; Ex. 2-15
not found:
3
| | | p— | — |
1 P | ™ Lo\ 1 1

] = i—@—; —ao
[ | |l/ rJ rJ r

(non-harmonici tones circled)

EXERCISES

1. Analyze excerpts from other two-voice works found in the Anthology.
Be aware of the directional relationships between voices (c, s, o, p). Be
especially alert to any parallel intervals; how are they treated?

2. Write in two voices, on two staves (bass and treble), brief, isolated
examples showing: -
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direct fifths

direct cctaves

parallel diss. 1ances

parallel and contrary fifths
parallel and contrary octaves
incorrectly treated unequal fifths

3. Locate and explain the errors of line and counterpoint in the following

example.
Y A
A4 {) L
n e | il I | 1 J———— I N
WA ¢ p= | | 1 - i el 1 1 T 1 | I
i1 = 1 )] L 1 —1 i 1 1 -’ o
: 3 ‘ —1 1 ‘i"‘i = =
\ - ! * v g |
= . £ o
i 1 || > F [ $ W
: L ) I 1 - =y
y Al W) 1 —a - R S | I | il 1 1 1 | el
< - "W |': ! 1 i

RHYTHMIC RELATIONSHIP

Directed Study. In the musical excerpts beginning this chapter, observe how
the voices relate rhythmically to one another. Are both voices equally active?
Note where they move in the same values; for how long is this allowed to
continue? When they do not move in the same values, what is the usual ratio
between their values? Is the subdivision unit (eighth or sixteenth note) nor-
mally present in at least one voice? Is it often present simultaneously in both
voices? Do the voices share some of the same rhythmic motifs? Is there any
feeling of acceleration in rhythmic activity through the phrase?

Discussion. The rhythmic aspect of two-voice counterpoint in this style is
not complex. You have observed that, in the examples above, the two voices
are of roughly equal activity, except when the lower voice functions as a rela-
tively slow-moving bass line (as in Ex.2-4, parts of Ex. 2-1, and in general at
cadential points.) The bass line may become active at internal cadences, carry-
ing the motion into the next phrase (Ex. 2-1, first ending; Ex. 2-4, m. 8).
Otherwise, there is considerable equality of rhythmic importance and a ten-
dency to share between the voices all important rhythmic material, quite often
by a process of alternation (Ex. 2-1, mm. 1-2; Ex. 2-5, mm. 1-4). The voices
are rarely allowed to progress in the same note values for more than a few
beats. In these cases they usually share the subdivision value (the largest di-
vision of the beat) nearing cadence points, for the effect of a rhythmic and
textural climax (Ex. 2-2, mm. 11-12; Ex. 2-4, m. 8; Ex. 2-5, m. 7). The subdivi-
sion value, once established, is always present in at least one voice, except at
strong authentic cadences (Ex. 2-1, second ending; Ex. 2-4, m. 16). The steady
motion (resultant rhythm) that results is an essential feature of the style.
The preponderant ratio of values between the voices is 2:1, with one voice
using the beat unit and the other the subdivision (that is, quarters against
eighths, or eighths against sixteenths). In compound meters, obviously, the
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usual ratio will be 3:1 (for instance, a beat unit of J and a subdivision unit of
A ). We will concentrate in our written work initially on this basic 2:1 ratio.

As noted in Chapter 1, ’he tie into, or short rest on, the beginning of a beat
in one voice is a very useful device for ensuring flexibility, as long as the other
voice moves into that beat. If both voices constantly move into each beat, the
result will be plodding and overemphatic; but if neither voice moves, the pulse
will be absent, an unstylistic effect.

EXERCISES

Prepare outlines of the rhythms of several selected two-voice excerpts,
as assigned by the instructor. The following suggested format shows a
rhythmic outline of Ex. 2-1, mm. 1-3.

)

o

-

s L TITI U

A A @ ¥—o @ @ @ @ hd

iyt doddds ddddde 05540

Then perform these outlines in class, conducting the meter and intoning
the rhythms on a neutral syllable such as “ta.” Perform each voice separ- .
ately, then both voices together. Discuss what you observe.

SPACING; CROSSING; OVERLAPPING; RANGE

Directed Study. In the examples beginning this chapter, note the distance the
voices generally are from each other. What is the widest interval you observe?
Do they often remain widely separated (say, more than two octaves distance)?
Are the voices kept distinct from each other by registral placement? Are their
registers allowed to become and remain very close (say, within an octave) for
long? Do you observe any crossing of voices? What are the highest and lowest
pitches used? What is the range, generally speaking, of each voice?

Discussion. Bach is very careful to keep the voices in separate registers. Wide
spacings predominate in his two-voice keyboard writing. The voices are often
two to three octaves apart, though they rarely remain very widely spaced for
more than a measure or two at a time, tending to come back together by
contrary motion. The extreme registers are used to set up a “registral tension”
which is released through the answering use of the middle registers (Ex. 2-3,
mm. 1-4; Ex. 2-5, mm. 1-3). On the other hand, the voices rarely share a
register for long, as this makes it difficult for the ear to distinguish them. Both
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voices will occasionally rise together into their highest registers for a climactic
effect (Ex. 2-2, mm. 3-6). Voice-crossing in two voices is so rare as to be

unusable, as it obscur~s the voices. Likewise, overlapping is to be avoided at
this stage.®

Ex. 2-16

crossing overlapping
—|—

S ——tt

In two-voice writing, whether for keyboard or high and low instruments, it
will be well to consider the two voices as having roughly these ranges:

!

Ex. 2-17

upper voice - lower voice

e
¢

¢

The upper voice may occasionally go slightly lower, and the lower voice
slightly higher, but not for sustained passages. The outer limits (Great C to f?)
are those of most of Bach’s keyboards and should be strictly observed.
Obviously, when writing for specific instruments available in the class, their
particular ranges will have to be observed.

VERTICAL (HARMONIC) INTERVALS

Directed Study. Make an analysis of the harmonic intervals between the voices
in some of the excerpts above, as selected by the instructor. Note first the
intervals on the beginning of each beat, then those within the beat (if there
are subdivisions present). Which intervals predominate? Which are not found,
or are found only rarely? Of these rarer intervals, note carefully where they
fall metrically: are they in short or long values, weak or strong metrically?
Where are the perfect intervals (P1, P5, P8, and their compounds) placed? How
are dissonant intervals (A and d intervals; seconds, sevenths, P4) treated in

terms of length, strength, approach, resolution? Can you analyze these
dissonances as typical nonharmonic tones?

5. In crossing, the two voices exchange places, the higher voice becoming the lower. In over-
lapping, one crosses where the other has just been on the preceding beat.

)
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(All intervals shown as simple intervals—within octave)

!

Comments on Ex. 2-18. The most used essential intervals are the major and
minor thirds and sixths (and their compounds), the so-called imperfect
consonances.

The perfect consonances (PS5, P8, P1) are found at the beginning and
cadence, and on weak beats or parts of beats.®

The circled tones are those that might be heard as nonessential (nonhar-
monic) tones, depending on one’s perception of the underlying harmonic
structure.

Note the large number of weak-beat dissonances (seconds, sevenths,
fourths). Passing tones predominate.”

The only essential diminished interval (the d5 in m. 2) resolves normally (to
a third, m. 3, beat 1).

DISCUSSION

The control of harmonic intervals is a major contributor to the coherence
of this music; it is also a chief source of its forward propulsion through the
principle of tension and release. Considerable attention must be paid to it in
analytical and written work.

6. Observe, incidentally, the direct fifths (very rare) in m. 7, between beats 1 and 2.

7. There are, of course, questions as to which notes are perceived as nonharmonic. For
instance, the d in the lower voice, m. 1, could be heard as a passing tone, within tonic harmony,
making the d? in the right hand also nonharmonic, though they are consonant with each other.
Whether or not a note is heard as belonging to the underlying harmony is largely a function of
the length and metric placement of that note, in relationship to the speed of the harmonic
rhythm. -
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Ex. 2-18 is characteristic of Bach in its repertoire of harmonic intervals.
This repertoire can be summarized as follows:

1. Imperfect consonances predominate, especially on strong beats and beginnings
of beats, and as intervals formed vertically between main structural
pitches. A two-voice skeletal structure of major and minor tenths (or
seventeenths) often lies behind the surface of this music, as will be dem-
onstrated later. The imperfect consonances are the M3, m3, M6, mé6, and
their compounds. These intervals are pleasing to the ear, yet not totally
lacking in harmonic tension. They are stable, yet not so stable as to be
static. The only restriction on their use is, as noted earlier, that there
should not be too many parallel thirds or sixths in succession.

2. Perfect consonances are found mainly at beginning and cadences, or on weak
beats or parts of beats. The unison and octave in particular are avoided as
lacking in harmonic tension and thus are not useful in distinguishing the

voices. Perfect consonances are very rarely used in succession (such as
P5—P8).

3. Dissonances are a chief source of tension in this music and contribute greatly
to its effectiveness. The aural requirement for the release of this tension
helps drive the music forward. Still, as this is an essentially consonant
style, dissonances are used with considerable care. For Bach, the dissonant
(tense, unstable) harmonic intervals are: all d and A intervals (most often
the d5 and A4), seconds, sevenths, the P4, and their compounds.? All dis-
sonant intervals are treated as involving nonharmonic tones, and are thus
approached and left in precisely controlled ways, as discussed in Chapter
1. To review:

Ex. 2-19

A out

a
b

7th in

or J

R

N>
|l
“TTe |
g
T [9—
—y W
-

2nd out o | P‘i‘ down
f— — | — = : )
. > i—® P 1
G i 3 r | |

These strict resolutions are subject to the usual variations of delay and
transfer discussed on pp. 29-30.

Some comments on detail follow.

The d and A intervals, as well as the M2 and m7 are often associated with
dominant harmony (V7 or vii®”) and may thus be essential intervals (that is,
involving chord tones). Note in Ex. 2-19 that all the dissonant intervals (except
the P4) are part of a dominant seventh chord built on G.

8. The conditions under which the P4 becomes a consonant interval (in writing for more than
two voices) will be discussed later.
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In two-voice writing, the A2 and d7 are rarely used as harmonic intervals;
they resolve to the P4 and PS5, respectively.

Ex. 2-20
Very rare: rare:
d7 PS5
A2 P4
A ) ] ,I I
1 )| - L | E—
- 198 —={<
P f |

It must be kept in mind that the P4 is a dissonance in two-voice writing,
normally requiring resolution into a third. It is usually heard and treated as a
nonharmonic tone, or may (more rarely) be found in a § chord, or associated
with an arpeggiated triad. See pp. 183 ff. for more details.

Typical treatments of the P4:

Ex. 2-21
p-t. n.t. -
| P4
— | = | | 1 |
- H‘ —d . = & o C—
D— 24 T ) o =
J I f ! ' T
c: ii® (Ig_) v arpeggio
B With very few exceptions, dissonances resolve by step to imperfect conso-
nances. This is an issue of harmonic tension, as a phrase typically moves from
perfect consonance to imperfect to dissonance back to imperfect, and finally
] returns at the cadence to perfect, embodying the tension-relaxation principle.
Perfect Imperfect Dissonance Imperfect Perfect
J consonance consonance consonance consonance
Tension
level: .
| Here is a table of intervals, showing the typical usages®:
CONSONANCES (STABLE)
| M3, m3, M6, mé freely used, except as final sonority
Ps beginning; weak beats or parts of beats; internal cadences
P8, P1 same as P5, though slightly rarer; final cadences
MOST COMMON DISSONANCES (UNSTABLE)
B Interval Usual resolution to:
P4 third
M2, m2 third
- M7, m7 sixth
A4 sixth
ds third

9. The fact that we are focusing on vertical intervals at this point in our study should not make us
lose sight of the fact that these intervals arise from the combination of lines, which continue to be of

l primary importance.
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EXERCISES

1. Prepare tables of intervals as found in selected two-voice works from the
Anthology. Note statistically the relative frequency of the various inter-
val types and their iength and metric strength. Note the resolutions of all
dissonances. The following tabular format may be employed:

Interval Metric
lype Frequency placement Usual length Resolution
P4 5 times weak beat or part J or ) into third
ds 1 time weak part of beat P into third

2. Critique the following examples in terms of the incidence and treatment
of harmonic intervals.

. R
A == = L -
™ o—e » - < <
< ! i - o—o i ot T T
3] { I [k ! !
— | » 2
I -5 - _'_:
ral I — " — - = F | T
— — — o 1 - 1 1
b P m— =i P —— r : —— T
) | R _ |
P/ ) | — T +— 1
) gV S— - —
%—o —— o =
1 I \m— = —1 i et
3] . [ i ——]
! —3t
— - |t i = —
} —] —— 1 — — 1 T -
| — ! l ' i .

3. Critique the error-detection exercises on pp. 76 in terms of the fre-
quency and treatment of harmonic intervals.

4. Resolve the following intervals; analyze all intervals.

G — — -
o i i 5 - — -
- - » (i et * —3 ]
d L T . T T
ro O3 o " =
7 i'r'= 5 IF * + 7)o 1 —1
T ? T I 1 ¥ lI ) —

HARMONY AND NONHARMONIC TONES

Directed Study. Analyze the harmony in selected excerpts from the begin-
ning of this chapter and from selected two-voice works in the Anthology
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(excepting works with a great deal of chromaticism).’° Be aware of such mat-
ters as cadences, harmonic rhythm, chord vocabulary and function, chord
inversions, clarity of harmonic structure (is it always ciear what the harmonies
are?), use of altered chords, modulation (where; to what keys; by what
means?), and doubling and nonharmonic tones.

SA 'PLE ANALYSIS

Ex. 2-22 French Suite II, Air (mm. 1-4)

+ o+ o+ + o+ o+ +
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COMMENTS ON EX. 2-22

The vocabulary is entirely diatonic. There is a common-chord modulation
in m. 3 to the relative major, and a remodulation in the first ending, returning
to tonic. The cadence in m. 4 is a PAC in Eb.

The harmonic rhythm is slow (every two beats) in mm. 1-2, increasing in
speed in mm. 3-4.

The progressions are functional, largely based on the circle of fifths

circle

(roots: C-Ab-F-G-C-F-Bb-EP). All chords have their common resolutions.

Most chords are in root position; all strong beats have root position chords.
The first inversion usages are typical for the style and are placed on weak
beats or parts of beats.

10. For practical reasons, this text uses Rameau’s concept of chordal identity, and of Roman
numeral functional analysis. The instructor may wish to discuss at this point Bach’s approach to
teaching, which stressed a more purely intervallic concept, that of figured bass. In two-voice
textures, the underlying harmony is implicit rather than explicit, and results from the intervallic
relations between the voices. The use of Roman numeral analysis should not be taken to imply that
this music is harmonic in orientation, or that harmony must precede line in the compositional
process.

63
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The harmony is generally unambiguous, though the presence of some pass-
ing tones in the lower voice (m. 1, beat 2; m. 2, off beats 1 and 2) might lead to
some disagreements about analysis. Measure 4, beat 1, because of a subtle “out
of phase” effect caused by the nonharmonic tones, is slightly vague as to
harmony.

Most chords are represented by a root in the lower voice on a strong beat.
[ »ubling is most often of the root. There is a root and a third present on
almost every beat.

In the following reduction, notice the simplicity and linear/harmonic/
intervallic strength of the two-voice skeleton, and the placement of vertical
tenths (or seventeenths) on most strong beats. Play the reduction, then the
excerpt again.

Ex. 2-23
m. 2 m. 3 m..4 l
P P ,
L o s f/—_\, P SR PN L — P TP
i‘?b e ~ O e A he 7 — | e O b S ‘_:Aﬂj -
— —— S ——C
arp. P arp. res. P -
Middleground Skeleton (Background)

1 M o) WS SN
N N A - P Al e 1N e
5% == —— — — —
N_ | |
¢ i (VD iv A% i Eb:ii vV l i Vo Eb: v ]
DISCUSSION B

A review of harmony and related elements is given on pp. 327 ff. A few
additional comments are appropriate at this point.

1. Remember that common progression predominates in this music; that the
harmonic rhythm is quite regular, often accelerating toward the cadence;
that chords change on strong beats; that diatonic chords make up most of
the vocabulary; and that modulations are most often to the dominant and
relative keys.

2. Bach’s harmonic vocabulary is more complex, dissonant, and highly
colored (through the use of altered chords, especially diminished sevenths)
than that of most of his contemporaries, yet tension rather than color is
the principal motivation for the harmony. A typical phrase or section
starts consonantly and diatonically, grows more complex as the music
moves forward (moving away from tonic harmony; introducing more dis-
sonance, seventh chords, altered chords), and becomes again relatively
stable (triadic, diatonic, tonally clear) at the cadence. Thus, the harmonic/
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tensional shape of the phrase can be roughly graphed as—, a mirror of
and supporting element for the other shaping processes in this music,
such as line, rhythmic activity, and texture.

Harmonic clarity; doubling. The harmony is largely unambiguous, due to
contextual factors. Yet in two-voice textures some ambiguity may occur.
For instance, the harmonic interval al-c2 can imply triads or seventh
~hords, built on al or f1, or a seventh chord built on d1. Context alone will
determine which of these possibilities is heard.

Ex. 2-24

may be part of:

 — %

e

7

X

Jz:, V8

As you have seen, a third (tenth) usually implies the root and third of a
triad. In two voices, this is the most common sound, especially on the beat.
A third from chord-third to chord-fifth is also found quite often. The P5
from root to fifth is rarely used on a strong beat or fraction, as the sound
of the “open” fifth is relatively weak. A unison or octave will usually imply
a doubled chord root, found most often at beginnings and at cadences.
Thus, the sonorities that may imply a C major triad are as follows:

Ex. 2-25

implied chord most usual > least usual

;!Nb

PPXy

(o] ]
1

®
9P
i

y
L

&
<

mainly
cadential

Any note of a chord or scale may of course be doubled, yet it is possible
to generalize somewhat. Chord roots are most often doubled, other chord
members less so. Strong scale degrees (especially 1, 4, and 5; less so 2, 3,
and 6) are freely doubled. Above all, tendency tones are rarely doubled in thin
textures, especially on the beat; that is, one rarely finds a doubling of the
leading tone, or of any accidental, or of the seventh or ninth of a chord.
Unusual doublings are typically due to factors of line. In such cases these
doublings are brief and metrically weak.

Cadences. We have already studied the typical cadential melodic figures in
this style (see pp. 17-18). It is now appropriate to investigate bass-line
cadential idioms. You have noticed in the music beginning this chapter
that the bass voice has very specific and limited melodic/harmonic func-
tions approaching a cadence. Some of the most common cadential bass
lines in this style are:
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Ex. 2-26

Authentic cadences:

£ —1 - — j—d—i* — v E— =
F- 1 (2 [~4 — o
' Q) 6 ) & & 1
Half cadences: - | B
= =0 = = e

& —T — — 1 —| J— |

T ! -

6 6

F 6 (6) (6)

‘/} Inversions: a. First inversion. You have observed in the music under study
" that first inversions are used quite often.!! First inversion is necessary for
(indeed, may be said to arise out of) strong bass lines, and has the addi-
tional advantage of “lightening” the harmony and increasing forward
momentum. Overuse of root position results in disjunct and awkward
bass lines and overstable harmony, lacking in momentum. While root posi-
tion chords tend to occupy the strong beats, first inversion is widely used
elsewhere (that is, weak beats and Tractions), and in mid-phrase even on
strong beats. Phrases tend to begin and end with root position triads for
stability. Any triad may be used in first inversion, but the most usual are
I, V¢, ii® and vii®. In other words, vi® and iii® are quite rare in this style.

Some typical idioms follow:

Ex. 2-27
1 11— 1 v >
%{ F—=GT =S SR e
D: Vv V6 I I V6 I V6 I ii6 \% I
%ijg' ] = . it i e fﬁﬂﬁ
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D: v V6 v V6 \% 1 I 1© v 1 16 \%
S —_ {
S . - Py | 1 i
R ¥ e —— » - — r—p — e
===t b ] -
D: I viio6 16 1 o6 1 IV w06 1 v vb g

(parenthesized notes are optional)

In the idioms above, V§ may substitute for V¢jand ii § for u" Note that
in the majority of these idioms the bass inthe first inversion chord
resolves by step (often up) into the root or third of the following chord.
Observe the strongly linear character of these bass lines.

11. This text posits for practical reasons the identity of chords in inversion. The instructor may
wish to point out that inversions can often be demonstrated to arise from nonharmonic tones in the
upper voices or in the bass. It should also be stressed that root position chords are far more stable
and have much stronger structural significance.
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b. Second inversion. Second inversion () triads are used very sparingly in
this music. This is especially true in two voices, since the triad can only be
hinted at and since the fourth is a dissonant interval. The only triads
found in second inversion in most Bach works are I$, V4, and (more
rarely) IV3; their occurrences are limited to the following idioms:

Ex. 2-28

™
|

67

1

o

Uit

6
I )
Cad.

) v

(3.) Neighboring: v

12.

accented (strong beat)
unaccented (weak beat)
= cadential I§

passing chord
neighboring chord

cad.
P.C.
N.C.

7 6

Some theorists doubt that the “ s chord” can even be said to exist in this
music, especially in thin textures. This is expressed by the parentheses
around the analytic symbols for these chords. Parentheses are often used
when linear chords (those arising from nonharmonic tones) are implied. In
such cases, the note implying the § can often be appropriately analyzed as
a nonharmonic tone, at the instructor’s discretion.?

In your own writing, be sure to use § implications very carefully, and
always analyze every such chord you write in terms of its function, as
above. Always remember that the P4 is a dissonance.

The larger issue raised implicitly of whether “chords” exist at all, especially in two-voice

music, is more philosophical than practical; this text makes the assumption, for pedagogical
reasons, that they do. Many of the “chords” in a tonal work, other than the strongest structural
tonic and dominant (and perhaps subdominant) harmonies, may be understood as arising from line.
Such an understanding will be helpful in focusing the student on the principal harmonic goals of a
work, as well as on the primacy of line. ’
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7

-~

!Seventh chords; altered chords. A seventh chord may be built on any scale
degree. The most usual in this style are V7, vii®” (much more often than
vii®’), and ii’ (especially in first inversion, at cadences). Seventh chords
built on other scale degrees are possible, but are characteristic only in dia-
tonic circle-of-fifths sequences. Again, they are more common in thicker
textures. They are most often found in root position and first inversion
(especially V¢ and iig), although the V’ may be found in every possible
position in Bach. The following is a framework model of a diatonic circle-
of-fifths sequence, alternating triads and diatonic seventh chords. Observe
in Ex. 2-29 that the upper voice alternately sounds the third of one chord
and then the seventh of the next chord, and moves down by step. This is
very typical part-writing of the circle-of-fifths sequence.

6.
S

Ex. 2-29

chord-tone: 3rd 7th  3rd 7th 3rd 7th  3rd etc.
I I I I

%Eﬁf T3

c: 1 v owii® il i i’ E

Here are three of the many possible motivic elaborations of the frame-
work above:

L]
Fq
| YRI

Ex. 2-30

Even though Bach uses the altered chords shown on the chart on p. 327,
it is best at this stage of study to employ them only sparingly in one’s
writing, limiting usage to an occasional secondary dominant chord,
resolved normally.

7. Nonharmonic tones {more detail). In your harmonic analysis of the
excerpts beginning this chapter, you have noticed the types of nonhar-

I
I
I
I
|
|
|
|
I
[
I
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monic tones discussed in Chapter 1 (pp. 31-32). A few further points

should now be made.

a. Not all nonharmonic tones are dissonant, nor are all dissonances non-
harmonic,!? as is shown in the following sketch:

Ex. 2-31

n.t. chord 7th e,

p.t.

M—&,ﬁ;f_@ —— g
} |l ‘/_4 J—

o i S e S

G: 1 V7 1 vi ii6 \Y

b. Multiple nonharmonic tones may produce momentary ambiguities of
harmonic implication. Therefore, be careful in your own writing to use
only those nonharmonic tone idioms employed by Bach, and only in
the ways in which he uses them, in terms of length, accentuation, and
resolution.

c. Except for the escape tone, all nonharmonic tones resolve stepwise, and
all involve relatively short notes (except for the pedal point, which is
debatably nonharmonic). The only accented nonharmonic tones are
the suspension, accented passing tone, and appoggiatura.

d. Simultaneously moving nonharmonic tones are most often consonant
with each other.

Ex. 2-32

n.t. p-t. ant. p.t.

p-t.
g: i v V7 i

When nonharmonic tones in both voices dissonate, the result can easily
obscure the harmony and cause too much harmonic tension. Such cases
occur typically with short, weak notes.

8. The suspension figure. The suspension is a powerful device for producing
expressive tension, embodying as it does the essential aesthetic principle
of tension and release. It is one of the accented dissonances, and therefore
is especially striking. Because it displaces an expected chord tone in time, it
gives metric flexibility while creating psychological tension through
delayed resolution.

Suspensions are rather more complex than the other nonharmonic
tones, requiring three elements: a consonant preparation note (P), disso-

13. Some theorists use the term “essential dissonance” to refer to a dissonant note that is a chord
member, such as a chord seventh or ninth.
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nance on the same pitch on a strong beat, which is the suspension note (S),
and resolution (R) by step, normally down.

Ex. 2-33
P S R
e "
N4 P | —
D, i f | [
P S R

Suspensions are categorized by the intervals formed between the
voices at the points of dissonance and resolution. The 7-6, 4-3, and 2-3
(lower voice) suspensions are by far the most common in two voices; the
9-8 is less so. The 2-1 is very rare, as it has the effect of obscuring the

voices; the 6-5 is not a true suspension, as the sixth is not a dissonance,
and is therefore little used.

Ex. 2-34 v

Common: P S R P S R

[ W | | ,L -+ — =

P = — . ot

D i l

7 - s Ik

7 - 6 4 - 3 2 -3

Not common in two voices:
9 - 8 2 -1 6 - 5

-

4
g i I ] 1 11 1 | — 1 — 1T
) | ] 1L S )
I 1]

Here are some technical details regarding the treatment of suspensions
in this style.

a. Suspensions are often ornamented at the point of resolution. Some of
Bach’s characteristic ornaments are shown below in brackets, orna-
menting Ex. 2-34. Both the leap down to a consonant note before the
resolution (1), and the lower-neighbor figure (2) are typical.

Ex. 2-35
{ L T 1
9% o > ‘l( 1 i — - — T
Y o LAY CER bt
=

LI 7

1
1
|
1
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b. Suspension chains are fairly common in Bach. These are normally part of
a sequential passage, and thus should not be carried on too long.

Ex. 2-36

6 7 - 6 (shown unornamented)

0 | 1 L |

o r P r» F

c. Another common variant is to let the consonant (the nonsuspending)
voice move at the point of resolution, often leaping up a fourth and
down a fifth in a series of circle-of-fifths sequential progressions. This
leap is always to a note consonant with the resolution.

Ex. 2-37

7 - 63 7 - 603 (osnamented)

e | | | | | |
s ss s s s
N = o

d. Ties. It will be recalled that ties are commonly used in a ratio of 1:1,
2:1, 3:1, or 4:1. Thus, the note of preparation will be at least as long as
the suspension. In few cases is the preparation shorter than an eighth

note.
Ex. 2-38
Common: not found:
2:1 1:1 4:1 1:2 1:2
O pr— N .
= — ——  — e E—— e S m—— |
SRS S e m— :'—‘:td#ﬁ

prep. too short

e. The upward-resolving suspension (or “retardation,” as some term it) is rare
in Bach, reserved mainly for very slow, expressive movements. It
becomes very common later in the Viennese Classical style.

These are some common mistakes in the use of suspensions:
i. using a suspension to attempt to avoid an incorrect parallelism (1)
ii. a 4-3 suspension using an A4 rather than a P4 (2)
iii. leaping into a resolution (3)
iv. a dissonant resolution(4)
v. upward resolution (rare) (5)
vi. incorrect metric placement (dissonance on weak beat) @
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Ex. 2-39
