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body of concepts and facts that are essential to the understanding of mu-

sical structure, and judgment, the ability to make intelligent choices in a
variety of musical situations. Information can be learned, but judgment can only
be developed. It comes with experience in the application of information in a vari-
ety of situations, by comparing differing solutions to a problem, and by arriving at
decisions based on informed study. The theoretical material covered in this text
conforms to the body of information usually included in the first year of music
theory: diatonic harmony, borrowed chords, secondary dominants, and leading-
tone chords; melodic analysis and musical forms, from the phrase to the binary
and ternary forms and comparable structures; and textural analysis, with an em-
phasis on two-voice music.

Throughout, this text is concerned with tension, the principal manifestation of
the affective nature of music. We will examine each element of musical structure
to see how it contributes to or is affected by the growth and relaxation of tension.
As the student becomes more aware of how tension is produced and fluctuates in
music, judgment will sharpen and insight into new situations will improve.

Tension patterns in music have direct bearing on the interpretation of that mu-
sic in performance; performers understand this intuitively. It is a major goal of the
authors to bring into focus the forces shaping the rise and fall of tension and to
provide the musician with analytical tools for understanding the origin and fluc-
tuation of tension in a particular situation.

Standard terminology has been used wherever possible, but even in a text on
fundamentals one occasionally finds a concept that has not been widely explored
and for which no generally accepted term is available. In such cases the authors
have chosen standard English words rather than neologisms.

This text is intended for a typical college-level freshman music theory course
meeting regularly with a teacher for lecture and discussion. It assumes that, in ad-
dition to doing the workbook exercises, the student will have opportunities to try
out some of the sounds and concepts in a laboratory, usually with keyboard instru-
ments and playback equipment available. Suggested laboratory experiences are

“found at the end of each workbook chapter, but theory teachers may prefer to
replace or supplement these suggestions.

The strategy of the authors in presenting the formal organization of music is to
explore motives and other aspects of melody up to the phrase (chapter 3), then
move to a consideration of harmony and other topics until chapter 21, which deals
with the organization of the period and larger units. Those who prefer to cover the
entire area of form from the phrase to the double period should skip to the first
half of chapter 21 immediately after finishing chapter 3.

T 0 be knowledgeable about music theory, a person needs information, a
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usical tones have physical properties that can be heard: duration, pitch,
M intensity, and timbre (tone color). Western music has developed an
elaborate system for notating duration and pitch and a somewhat

simpler method for specifying intensity (dynamics).

DURATIONS

rhythm A series of durations is rhythm in a specific sense. In a broader sense, the term
includes all the implications and relationships that durations can imply.

Note and Rest Values

A distinction is often made between a fone (a musical sound) and a note (the sym-
bol for a musical sound). Notes are written symbols used for specifying duration
note and pitch.

tone

EXAMPLE 1-1. The parts of a note

head

stem ~ V\ flag

The basis of rhythmic notation is the system of relative note values. Each note

value is twice the length of the next smaller value. Silences are represented by a

rest parallel system of rests corresponding to each note value. The whole rest may be
used to indicate a full measure rest in any meter.

Ties

tie The durations of several notes may be combined by ties. Tied notes are played
without interruption. Ties are written so as to connect the note heads, but they are
not used to combine rests.
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EXAMPLE 1-2.

Note and rest values

C g T T — 1
note values | o + i ——F } e =
| 1 1 I T J I 1
T 1
breve whole note half note quarter note
| 1] - I | P —]
rest values [ — +— +— = +— & =
C 1 1 1 AY i |
breve rest whole rest half rest quarter rest
I - I g I 1
— +r - - — -
L 'V i :L 1 % 1
eighth note sixteenth note thirty-second note
f N — T 1 |
= af | 1 |
= 2 + —— =S |
eighth rest sixteenth rest thirty-second rest
ExAMPLE 1.3. Tied notes

Frtr ™ s

Dotted Notes and Rests

A dot increases the value of a note by half of its original value. Each additional dot

dot
adds half the value of the preceding dot.

EXAMPLE 1.4. Dotted notes
Dotted Values Tied Equivalents Rest Equivalents

TN or -

o- o r — =
~~ or

[ - f = =
N or

g T = f
NN or

- T =
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METER

basic duration
tempo
measure

bar
meter

divisions

simple meter
compound meter

time signature

meter signature

Basic Durations

In most Western music, rhythm is organized by a succession or stream of even
pulses, sometimes called beats, but more precisely termed basic durations (BD).
BD refers to the time that elapses between pulses; the shorter the time between
the pulses, the faster the tempo.

Certain pulses within the regular stream are perceived as accented or stronger.
These stronger pulses appear as the beginning of a group of BDs, called a mea-
sure, or bar. This regular accent pattern is called meter and usually consists of
groups of two, three, or four beats, called duple, triple, or quadruple meter.

Divisions of Basic Durations:
Simple and Compound Meters

Rhythm is further organized by divisions of the basic durations, that is, shorter du-
rations within the beat. Basic durations are of two types: those that divide into two
equal parts and those that divide into three equal parts. Meters using basic dura-
tions that divide into two parts are called simple meters, and those using basic dura-
tions that divide into three parts are called compound meters. In simple meter any
undotted note value can be selected to represent the BD; the basic division of the
beat is represented by a note one-half the value of the BD. For instance, if a quarter
note represents the BD, eighth notes represent the divisions of the beat into two
equal parts.

In compound meter any dotted note value may be selected to represent the BD;
the basic division of the beat is represented by a note one-third the value of the BD.
For instance, if a dotted quarter note represents the BD, eighth notes represent the
divisions of the beat into three equal parts.

Time Signatures

At the beginning of a piece of music a timme signature or meter signature is given.
This consists of two numbers that indicate how the rhythm is notated.

Time Signatures for Simple Meters

In time signatures for simple meters, the lower number indicates the note value
that represents the beat, and the upper number indicates the number of beats in
the measure. Once the note value representing the beat has been selected, all the
notes and rests in the piece are notated as multiples or divisions of the BD.

cHapTER ONE  Notation, Intervals and Scales



In example 1-5a the lower number in the time signature (4) means the quarter
note represents the beat, and the upper number (2) indicates the number of beats
in the measure. Eighth notes represent divisions of the beat. In example 1-5b the
half note represents the beat and quarter notes represent divisions of the beat. In
example 1-5¢c the eighth note represents the beat, and sixteenth notes represent
the divisions of the beat. Table 1-1 summarizes the meaning of commonly used
time signatures for simple meters. A meter that has two beats per measure is called
duple meter; three beats per measure, triple meter; four beats, quadruple; five
beats, guintuple.

EXAMPLE 1.5. Basic durations and divisions in simple meters

- 2d .4 iy

Division of the beat 4 U Lr % r r r r LQQ'

8

Time Signatures for Compound Meters

In compound meters the signature must be interpreted differently from simple
meters. Signatures for compound meters indicate how many divisions of the beat
are contained in each measure. In a measure of compound duple meter, for exam-
ple g, the signature will indicate the number of divisions in the measure (six), not
the number of beats (two). To determine the number of beats in a measure of
compound meter, divide the upper number of the time signature by three.

In example 1-6a the beat is represented by a dotted quarter note, division by
eighth notes. There are two beats per measure in examples 1-6b and 1-6¢; in each
case, however, the BD is represented by different values. In example 1-6b the dot-
ted half note represents the beat and quarter notes represent the divisions; in ex-
ample 1-6¢ the dotted eighth note represents the beat, sixteenths the divisions.
Table 1-2 summarizes the meaning of commonly used time signatures for com-
pound meters.

T

LA

«

Note value representing BD:

2 beats per measure
3 beats per measure

4 beats per measure

QWU QOR QOSe Q0N | &

P QST ORRS XY

5 beats per measure

TABLE 1.1. Time signatures for basic durations in simple meter

crarTeR ONe  Notation, Intervals and Scales 5




EXAMPLE 1-6. Basic durations and divisions in compound meters

oo gl S A
Division of the beat w 4 r r r r r r 16 ég_égo

P

Note value representing BD:
4] 6
2 beats per measure 16 g 4
9 g 9
3 beats per measure 16 4
1
4 beats per measure %% 1§ 42

TABLE 1-2. Time signatures for basic durations in compound meter

Secondary Accents

In meters of more than three beats per measure, the beats are perceived to group

beat groups into beat groups of two or three beats. The first pulse of the first beat group has the
secondary primary accent of the measure. The first pulse of succeeding beat groups have sec-
accents ondary accents, which, while not as strong as primary accents, are stronger than

other beats in the measure. Secondary accents serve to mark divisions within the
measure. In examples 1-7a and 1-7b the dashed vertical line marks the place
where a secondary accent occurs (on the third beat in § and compound meter). In
slow tempos, meters with six pulses may exhibit a secondary accent resulting from
two beat groups, a three plus three pattern, as in example 1-8.

EXAMPLE 1-7. Location of secondary accents

a. In simple meter b. In compound meter

14 1L Jdid g JAT LI N TTN N U

EXAMPLE 1-8. Secondary accents in sextuple meter

o 1dddd il e |
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subdivisions

Meters with five pulses divide into two beat groups, either three plus two or two
plus three. Similarly, meters with seven pulses divide into three beat groups with
combinations of twos and three. Wherever possible, the divisions are reflected in
the beaming, as shown in example 1-9.

EXAMPLE 1.8. Secondary accents in quintuple and septuple meters

5d0d J]ddiddd

3d Jid |l didddid d1d dd
A W W T A Y IOV Y
S P T I S A U I A R I

Subdivisions of the Basic Duration

When a division is further divided, subdivisions of the basic division result. In sim-
ple meters there are four subdivisions of the basic duration, and in compound
meters, six subdivisions of the basic duration. This is illustrated in 4 and § in exam-
ple 1-10.

EXAMPLE 1-10. Divisions and subdivisions
wgd ¢
buisons o o o o 6 Jdd e s o

Grouping in Rhythmic Notation

Music notation is a set of conventions revealed in the practices of the best music
publishers today. Musicians learn these conventions through long experience

cHarTeR one  Notation, Intervals and Scales 7



reading music. It is impossible to create rules that fully explain every instance of
good rhythmic notation. Notation is designed clearly to reflect beat groups and
beats that conform to the metric structure through the application of beams, ties,
and rests.

The metric structure is reflected in the beaming of eighth notes and shorter
values. Note values that are equivalent to a beat or beat group are beamed to-
gether. Example 1-11 shows beamings that reflect beats or beat groups. Some in-
stances of incorrect notation are also shown.

EXAMPLE 1-11. Note values beamed in beats or beat groups

«2ddde

§ITIT

VDU YY

cgd DM )3
AT = NI

4]

TR e TS
IR - T A
8ITIE) W T30
RIS e TSI
SIS e 300
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In deciding when to use ties, economy as well as clarity becomes a consider-
ation. The most economical notation is the one that uses the least number of notes
and rests. When a complex relationship occurs between durations and metric
structure, clarity through the use of ties is preferred and economy sacrificed. Ex-
ample 1-12 illustrates such cases.

EXAMPLE 1-12. The use of ties for clarity

« 4 Tl D o SR D e JRLTD
NS U A N

-84 OJTd = )T

J T e J DT

CBITI o T3

JId e JTU

« 3595 o HAD

DL oJd e MNod e D) T

~— N’ S’

s gJ.jl/JJ ot Jo J J

e
oo

oo

T
RN

If a simple relationship exists between durations and the metric structure, clar-
ity is not a problem. Use the most economical notation and avoid ties. Example 1-
13 illustrates cases typical of this category.
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EXAMPBLE 1-13. Situations where ties are not needed

e 3
c3hd )
i d
3ot
chagd
YRSy
L1585
34 )
Ry
SYIPR
b3
VNP

[

Clarity takes precedence over economy in the notation of rests as well. Econ-
omy is applied in showing beats and beat groups. In compound time dotted rests
are used to show basic durations or beat groups, but in simple meters metric struc-
ture is made clearer by avoiding dotted rests. Instances of this are shown in exam-
ple 1-14. Note in examples 1-14e through 1-14i that rests of two beats within a tri-
ple beat group are not grouped within a single, larger rest. Similarly, rests of two

10
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divisions within a single beat of compound meter are not grouped in a single,
longer rest.

EXAMPLE 1-14. The use of rests for clarity

S FRE

o § v
-ty -

« f gy -

- 3J1

.,, ..
WS Qoo
L. b=
- -2
-2 ~8
»

ngr,

PITCH NOTATIO

Pitch Designation

The system for designating pitches employs notes written on or between the lines
staff of a staff, which consists of five horizontal lines.

cHarTer one  Notation, Intervals and Scales 11



EXAMPLE 1-16. The staff

Note Names

The first seven letters of the alphabet are used to designate pitches. If you begin on
C and play only the ascending white keys of the keyboard, you will recognize the
familiar sound of the seven tones of a major scale. If you stop on eighth tone, you

octave will again be on C, the eighth tone being an octave higher than you started. The
phenomenon of the octave is one of the most fundamental in music. The relation-
ship between the low C and the high C is unique: the two tones sound almost
“identical,” yet the distance between them is quite large.

Clefs

clef The location of specific pitches on the staff is determined by means of a clef. Clefs
are stylized letters and are often designated by their letter names: the treble clef is
a G clef; the soprano, mezzo soprano, alto, and tenor clefs are C clefs; and the bass
clef is an F clef. The baritone clef may be written either as a C clef or an F clef.
Different clefs are useful in accommodating the ranges of the various voices. In
example 1-16 middle C (c') is given for each clef.

great staff

EXAMPLE 1-16. c¢! on the different clefs

Treble Clef Soprano Clef Mezzoc—lsofprano Alto Clef Tenor Clef Baritone Clef Bass Clef
A e

FI7=Y
Ll

o
¢

]
H
¢J o 1

O
>

=37

The most frequently used clefs are the treble and the bass, the former for high
voices and the latter for low ones. These two clefs are combined with a brace to

form the great staff. This is useful for notating music in a variety of ranges from
high to low.

EXAMPLE 1-17. The great staff

[a)
Y 4
&N

Y]

QL
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ledger lines

octave sign

half step

whole step

accidentals

Ledger Lines

Ledger lines are short horizontal lines that extend the range above and below the
staff to accommodate individual notes that exceed the range of the staff itself. In
example 1-16, for example, ¢! is notated with one ledger line on both the treble
clef and the bass clef.

Octave Signs

If the range of a passage moves too far above the treble or below the bass staff,
octave signs may be used. As shown in example 1-18, 8 means ottava in Italian (an
octave in English), and 15™ means quindicima in Italian (a fifteenth in English).

EXAMPLE 1-18. The use of octave signs

L - I5ma--4
©
o O = . o
L T - e — — — —
7 O JIN £ © 11
¥ 4P 1 ANV —_1]
® T B )
Sva__.__. -

Accidentals

The distance from any pitch to the next higher or lower pitch is known as a balf
step, or semitone. Using the keyboard in example 1-19a as a reference, one can see
that C is a half-step higher than B, and F is a half-step higher than E. Two half steps
make the distance of a whole step, or whole tone. Therefore, D is a whole step
higher than C and a whole step lower than E.

Symbols written before notes, called accidentals, are used to represent all the
various pitches on the staff.

§  sharp: raises the note a half step

b flat: lowers the note a half step

x  double-sharp: raises the note a whole step
bb  double-flat: lowers the note a whole step

b natural: cancels previous sharp or flat

Example 1-19b illustrates these.

cHapTes one  Notation, Intervals and Scales 13



EXAMPLE 1-19. Whole steps, half steps, and accidentals

[ @ )

e
oé
O @

o @

T I
24 ba o Ie 9K § ]
LA |

0

=

!
Mg
L1

el |
===

oy

|

E

pot

An accidental applies only in the octave given, for the duration of the measure
or for the duration of a note tied over into the next measure.

Stem Direction

When notes with stems occur on or above the middle line of the staff, the stem is
written downwards. In such instances, the stem comes down from the left side of
the note head. Stems on notes that occur below the middle line of the staff are
written upwards; these stems go up from the right side of the note head.

Stems are usually one octave in length. For notes lying more than an octave
from the middle line, the stem extends to the middle line, as shown in ex-
ample 1-20.

EXAMPLE 1-20. Length and direction of note stems

[e} [
% I — = ”
b=
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pitch class

enharmonic
equivalents

Special Problems in Pitch Notation

When two or more notes are beamed together or use the same stem, the stem
direction is determined by the note that is furthest from the middle line of the staff
(example 1-21a). If the highest and lowest notes are equidistant from the middle
line, the stems go down (example 1-21b). If notes on the same stem are a second
apart, the lowest note is on the left side of the stem (example 1-21¢).

EXAMPLE 1-21. Direction of note stems and placement of note head and

accidentals
a. b. c.
b
0 I;l- ‘7 TVE! -y — fllfﬁ%: 'nl'u'vg ‘
D) = ~L_F () Sy == ; f

Pitech Classes

In Western music the octave is divided into twelve parts, each a distinct pitch. Each
of these pitches occurs in all octaves, from the highest to the lowest range of the
audible spectrum. Each pitch, together with all of its recurrences in other octaves,
forms a pitch class. Thus, all the F-sharps form the pitch class class F-sharp; all the
Ds form the pitch class D, and so forth. Each pitch may be spelled in different ways.
Notes in the pitch class C-sharp, for example, may be written as D-flat in certain
instances. C-sharp and D-flat are said to be enbarmonic equivalents. The twelve
pitch classes are, in ascending order:

C BY Dbb
C# Bx Db
D Cx Ebb
Eb D# Fbb
Dx Fb
E# Gbb
F# Ex Gh
G Fx Abb
Ab GH
A Gx Bbb
Bb Al Chb
B Ax Ch
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Octave Designations

Several systems have been devised to specify the octave in which a particular tone
lies. Two systems are shown in example 1-22. The names for the octaves (contra,
subcontra, etc.) and the letter forms (c, ¢!, B, b3, etc.) used to identify a note are

octave shown. In conversation, the octave designation is given first, followed by the letter
designations name of the note, for example, “two-line ¢” (c?). Hereafter in this text, the first
method will be used.

ExampPLE 1-22. Octave designations

P17 S -
© © o
o= o= =
A 5 O = = p—
Pa S ]
[ > —
©
. (@]
Z- e — & 1z
5 o = =3
VA J
1. AAABBB CC---BB C--B c---b cl---b! 2 ---b? 3---b3 ct--bt s
(subcontra) (contra) (great) (small) @) b & O W ©®) @ GO ™
or or or or (one-line) (two-line) (three-line) (four-line) (five-line)
2. Ay Bo Ci---B; Cy---B, Cs---Bs or or or or or

C4--Bs  Cs—--Bs  Cg---Byg C,—B;,  GCs

7
L

DYNAMICS

dynamics Dynamics are the degrees of volume or loudness in music. Table 1-3 shows the

most commonly used dynamic markings. By extending this system, more extreme
possibilities may be derived.
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Dynamic levels in order of increasing loudness

ppp triple piano
pp pianissimo (double piano)
» piano
mp Mmezzo-piano
mf mezzo-forte
J forte
Jf fortissimo (double forte)
JIf  triple forte

Dynamic changes

cresc.  crescendo (gradually louder)
———— crescendo
dim. diminuendo (gradually softer)
— diminuendo
decresc.  decrescendo (gradually softer)

JSp forte-piano (loud, then immediately soft)

TABLE 1-3. Dynamic levels and changes

Wi

THE DIATONIC SYST

-

-

Within a particular culture, specific patterns of tones are used in making music.
One pattern became established in and around ancient Greece and spread to all

diatonic system parts of the Western world. This pattern is known as the diatornic system. It consists
of a continuous succession of whole steps (1) and half steps (1/2) in this order:
/211121111211 %211 1. The pattern recurs every eight notes (an octave
higher or lower). Theoretically, the diatonic system may be extended infinitely
upward or downward.
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INTERVALS

interval

The distance between two pitches is called an énterval. Intervals are identified in
two stages. First, a general numerical description is given, based on the number of
notes between and including the two pitches as shown in example 1-23a. In count-
ing the number of steps between two notes, we begin with one, not zero. In exam-
ple 1-23b (1) the interval is a third. The steps are correctly counted in example
1-23b (2), incorrectly in example 1-23b (3).

EXAMPLE 1.23. Identifying intervals numerically

a. Interval designations
prime second third fourth s fifth sixth seventh  octave

O [ ® )

0

o o | U e o = o =y °

b. Counting intervals

‘[)(1) (2. 1 2 (3) not

—

o||~
i

P= O
o O

y.o

o
H—e—
D)

=

L)

-
|

[}
&

6

The various intervals have characteristic appearances on the staff. Look at exam-
ple 1-26a. Note that for the unison (prime), third, fifth, and seventh, the compo-
nent notes are either both on a line or both on a space, while for the second,
fourth, sixth, and octave, one note is on a line and the other is on a space.

Once the numerical size of the interval is known, a more specific designation
can be made, depending on the number of whole or half steps between the notes.
For this purpose, all intervals are assigned to one of two groups. Group A includes
intervals that are capable of being “major” or “minor”: seconds, thirds, sixths, and
sevenths. Group B includes intervals capable of being “perfect”: unisons (or
primes), fourths, fifths, and octaves. The intervals in group A may be “major,” “mi-

nor,” “diminished,” or “augmented,” depending on the number of whole steps
they contain.

18
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Diminished Minor Major Augmented

2nds 0 /2 1 11/2
3rds 1 11/2 2 21/2
Gths 31/2 4 41/2 5
7ths 41/2 5 51/2 6

TABLE 1-4. Steps contained in group A intervals

If a group A interval is a half step smaller than major, it is called minor; if it is a
half step smaller than minor, it is called diminished; if it is a half step larger than
major, it is called augmented. It is rare to encounter an interval that exceeds these
designations, but there are such terms as doubly diminished and doubly aug-
mented for these cases.

A similar chart can be drawn for the group B intervals (table 1-5). These may be
“perfect,” “diminished,” or “augmented,” depending on the number of whole

steps they contain. Intervals in this group that are a half step smaller than perfect
are called diminished; those a half step larger than perfect are called augmented.
(The diminished prime does not logically exist.)

Diminished Perfect Augmented
primes --- 0 1/2
4ths 2 2172 3
5ths 3 31/2 4
octaves 51/2 6 61/2

TABLE 1.5. Whole steps contained in group B intervals

The interval shown in example 1-24a (1) is a minor third (m3); the one-and-
one-half steps between the tones are shown with the keyboard diagram. Example
1-24a (2) illustrates the two whole steps between the tones of a major third (M3).
The interval shown in example 1-24b (1) is a perfect fourth (P4) with two-and-one-
half steps between the tones shown on the keyboard. Also included is a perfect
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inversion

fifth (P5) with three-and-one-half steps between the tones shown in example
1-24b (2).

EXAMPLE 1-24. Notated intervals and their keyboard locations

a. A minor third (m3) and a major third (M3)
4 D 2

1
I I o
L] 1} P
174 8 ] z
[ @ ] 1]

=

A3V
)]

ool

1
1 2 1 1
11 i 1

b. A perfect fourth (P4) and a perfect fifth (P5)

ﬁ (1) JT (2) .!)(‘ ”
= o f——Fo i
)] ©
| |
! o 4
1 1 2 1 1 1 3
M 1

Inversion of Intervals

Certain intervals have a complementary relationship. For instance, if we start on C
and go up a P4, we arrive at F. If from that F we go up a P5, we arrive at the C an
octave higher than our starting point. The two intervals, P5 and P4, add up to an
octave. Another way of viewing this is through the process of inwersion. If we move
(transpose) the lower tone of an interval up an octave, or the upper tone down an
octave, we arrive at a similarly complementary interval. Thus, fourths invert to be-

20
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simple interval

compound
interval

come fifths, thirds invert to sixths, and sevenths invert to seconds. Notice that a
major interval becomes minor when inverted, while a minor interval becomes a
major when inverted; likewise, augmented intervals become diminished, dimin-
ished intervals become augmented, and perfect intervals remain perfect.

EXAMPLE 1-26. Inversion of intervals
6th

a. b, . th
T; 4th Sth/‘ Sl';l‘ /9- e ond 7/;\
2~ — Faa—— . *:r'F ‘T (o) — ﬁ T —" —]
Y.))L T 6 ) (8 ) U T o————
—

EXAMPLE 1-26. Quality of inverted intervals

P4
H PS5 . — M3 o m3 A4
fal [ & ] — Tf/‘ . AH;* T 2 —ﬂ: - 43' 4‘: j:’
O H—o— (: —if %L o——o—— ~h
m6 “M6 ds

Compound Intervals

Intervals from P1 up to P8 are called simple intervals. Those larger than an octave
are called compound intervals. The numbering system continues after the octave
up to the thirteenth: an octave plus a second equals a ninth; octave plus third
equals a tenth; octave plus fourth equals an eleventh; octave plus fifth equals a
twelfth; and octave plus sixth equals a thirteenth. This is usually as far as com-
pound intervals are reckoned, except occasionally for the double octave (the
fifteenth, abbreviated 1572, as mentioned earlier). Compound intervals are often
referred to as though they were simple intervals, that is, as though the tones were
actually within an octave. Thus a tenth may be called a third if the actual distance
between the notes is not pertinent to the discussion.

Compound intervals are named in the same way as their simple interval coun-
terparts, that is, ninths are major or minor (like seconds); elevenths are perfect
(like fourths), and so on.

EXAMPLE 1-27. Examples of compound intervals

%
®

@

o ©
M9 ml0 P12
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Table 1-6 summarizes the information about the most common intervals from
the unison to the octave.

Name of Interval Whole steps Halfsteps Abbreviation Inversion
unison or prime 0 0 P1 P8
minor second 1/2 1 m2 M7
major second 1 2 M2 m7
minor third 11/2 3 m3 M6
major third 2 4 M3 mo6
perfect fourth 21/2 5 P4 P5
augmented fourth 3 6 A4 d5
diminished fifth 3 6 ds A4
perfect fifth 31/2 7 P5 P4
minor sixth 4 8 m6 M3
major sixth 41/2 9 M6 m3
minor seventh 5 10 m7 M2
major seventh 51/2 11 M7 m2
perfect octave 6 12 P8 Pl

TABLE 1-6. Summary of common intervals

SCALES

Major Scales

major scale One of the most important concepts in music theory is the major scale, which
consists of eight consecutive notes beginning at some point in the diatonic system.
It is usually shown in ascending order, the first and last notes an octave apart.
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Major Scale Degrees

scale degrees Each of the eight tones is called a scale degree and is given a name depending on
where it lies within the scale. The most important scale degree is the zonic, or key-
note, the scale degree on which the scale begins and ends.

Scale degree Name

tonic
supertonic
mediant
subdominant
dominant
submediant

leading tone

o e A B " S SR

tonic

TABLE 1-7. Major scale degree names

Major Scale Pattern

The pattern of the major scale may be described as a specific ordering of whole
and half steps, as shown in example 1-28.

EXAMPLE 1-28. Major scale pattern

Ll

[§) o

o

1 1 1/2 1 1 1 1/2

Scales are named according to their tonic: The major scale beginning on C is
called the C-major scale, B major begins on B, and so on. We say that we are “in the
key of C major,” C being the key-note. When learning to write a scale it is usually
best to write the scale degrees first, then add the necessary sharps and flats. This
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will avoid the omission of a scale degree. For instance, example 1-29 shows the
steps to be followed in writing the F-sharp major scale.

EXAMPLE 1-29. Steps in writing the F-sharp major scale

a. Write the scale degrees

o

L]

9
¢

n Add accidentals to fit the pattern

[a)

AV A
£ an)

D)
b

LY A
1S
XX

il

Major Key Signatures

At the beginning of many compositions there is an indication to the player about
key signature the notes to be used. This is given in the form of a key signature showing the
sharps and flats required for the key of the piece. The sharps and flats are always
written in the same order (ex. 1-30), so the performer can tell at a glance which

notes are required. Any note not marked with a sharp or flat is understood to be
natural.

EXAMPLE 1-30. Major key signatures

) T Jll!} T, m!} k |u_!zlJ'a ul!)ﬁ'a t bt n
A T —{r5 i ;;f — e 185 thI br 2P 1|

- 11 24 > v 1
\v_\l 11 11 11 111 L4 1] v v }: a b 04 llll

F Bb Eb Ab Db Gbh Ch
0 Tt mt T T T "

s T 11804 T 17 L 1R AN TY o b 1 H] ;} L L llll
75 107 T {1120 A 127 1P 102 A WA |
4 1114 | a2 P | a2 1 L A Y 1 R T i}

b Py
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minor scale

natural minor
scale

relative
minor/major
scale

Minor Scales
Along with the major scale, the minor scale is of great importance in Western mu-

sic. The minor scale, as we shall see, has some variants, but its basic pattern is
shown in example 1-31. This pattern is known as the natural minor scale.

EXAMPLE 1-31. Natural minor scale

©

@

Relative and Parallel Minor Scales

Scales and keys that use the same pitches but have different tonics are called rela-
tive. The two scales seen in example 1-32 share the same tones. The scale begin-
ning on A is called the A-minor scale. It is said to be the “relative minor” of C major.
Conversely, C major is the “relative major” of A minor. The relative minor is found
by using the sixth step of the major scale as a tonic.

EXAMPLE 1-32. Relative major and minor scale

4
1
C-major scale S
\ c [ & N4 1
¢ ©0U 6
1 .
tonic
/) o_O ©
e—1 = —]
A-minor scale o o—% !
¢
tonic
v v
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parallel
minor/major
scale

B-flat major

/)

Every major scale has a relative minor scale that may be determined in the same
manner. As seen in example 1-33, the relative minor of B-flat major is G minor (G
being the sixth degree of the B-flat major scale), and the relative minor of G major
is E minor.

EXAMPLE 1-33. Examples of relative major and minor scales

B-flat major scale G-minor scale

0 ] o O

LV 4 T 1] I PoSl/A S ) b 1]
7 b O 1T NoO [ 8 ] e 11}
[ £amY ] O i 7 =7 11 O [ & B4 11
AN VA I;/ac [ @ ] ~7 = 11}
Y oo © 6 1

G-major scale E-minor scale

>
P
¢
o]

O [ § )
©

o—3)
h=d

o)
=

1Y
<

J
=N
—

If you begin with the minor scale and wish to determine the relative major, it
lies on the third degree, a minor third above the tonic. Thus, the relative major of
B-flat minor is D-flat major.

Scales and keys that have the same tonic but use different pitches are called
parallel. The relationship between B-flat major and B-flat minor is called parallel.
B-flat major is the parallel major of B-flat minor. Example 1-34 compares the rela-
tive and parallel relationships.

EXAMPLE 1-34. Relative and parallel scales

B-flat minor

D-flat major
o_© l"‘)‘ 1 ] o bo l"e‘ ‘7"1

- Z43
e

O
s

T

B

o
>

BT
9
¢

LR} - LY
Nheae 3 77

nr o

1f

1
®

AV

ST

D]

harmonic minor
scale

melodic minor
scale

F=
<

bo
3 1

Harmonic and Melodic Minor Scales

Thus far we have considered only the natural minor scale, which has exactly the
same tones as the relative major. There are also two variants of the minor scale: the
harmonic minor scale (same as the natural minor, with the seventh degree raised
a half step) and the melodic minor scale (same as the natural minor, except that
the sixth and seventh degrees are raised a half step when the scale is ascending;
when the scale descends, the unaltered natural minor is shown). Example 1-35
illustrates how the B-flat minor scale and its variants should be written. Note the
change in position of the whole and half steps in these variants.
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subtonic

EXAMPLE 1-35. The three forms of the B-flat minor scale

a. Natural minor scale

Nyl

Py
)

o—_ 3
O

+T

A
[ 4

A1V
© 1 12 1 1 12 1 1

b. Harmonic minor scale (seventh degree raised)

0 et ho_fo _bo

. l&lc B S ] v ¥ . |

S .
1 1/2 1 1 172 1-1/72  1/2

c. Melodic minor (sixth and seventh degrees raised while ascending)

N o bo bo \
IQ  E— ‘b‘c !)rn n4 b}“ h‘ J’“ © 'r/() Y —  — |
o5—e et
i}
1 1/2 1 1 1 1 1/2 1 1 1/2 1 1 172 1

A scale should be understood as a systematic list of pitches, not ascending and
descending melodic motion. When deciding to raise or lower the sixth or seventh
scale degree in a musical composition, the composer takes into consideration var-
ious factors to be studied later.

Minor Scale Degrees

The names of the scale degrees are the same in minor as they are in major, except
for the variant forms of the seventh scale degree. When 7 is a half step below 8 it is
called the leading tone, and when it is a whole step below 8 it is called subtonic
(see table 1-8).

Minor Key Signatures

Key signatures for major and minor keys, showing the sharps and flats in their nor-
mal order, are illustrated in example 1-36. Notice that for each key signature there
is a major and a minor key indicated. Major keys are indicated by a capital letter, as
in C major (C). Minor keys are indicated by lower case letters, as in ¢ minor (c).

Alterations in the basic pattern, such as the raising of the sixth and seventh de-
grees in minor, are not shown in the signature. These alterations must be indi-
cated as accidentals, notes that require sharps or flats not included in the key signa-
ture. Therefore, one cannot know from the signature alone which key is intended;
only a perusal of the actual notes of the piece can give that information. This will be
discussed later. But if you are not already familiar with all of the key signatures in
example 1-36, it is wise to memorize them as soon as possible.
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Scale degree Name

tonic
supertonic
mediant
subdominant
dominant

submediant

~N SN B kW N

subtonic (whole step below 8)
leading tone (half step below 8)

8 tonic

TABLE 1-8. Minor scale degree names

EXAMPLE 1-36. Key signatures

F/d Bb/g Eb/c Ab/f Db/bb Gbh/eb Ch/ab

The major and minor keys can be arranged in order of increasing sharps and
circle of fifths flats, shown in the form known as the circle of fifths, seen in figure 1-1. Beginning
with C major at the top of the circle, keys with increasing numbers of sharps are
reached by clockwise motion, while keys with increasing numbers of flats are
reached by moving counterclockwise. Minor keys with corresponding signatures
are shown inside the circle. Notice that three major keys and three minor keys
appear with enharmonic equivalents at the bottom of the circle.
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Gbh F4

FIGURE 1-1. Circle of fifths

SUVIMARY

Music notation employs an array of symbols that indicate rhythmic value by shape
and indicate pitch by location on a staff.

The durations of individual tones are heard within a framework of regular beats
(equally timed pulses). The rate at which the beats occur is called tempo. The
beats tend to group into regular patterns called meter. In a musical work, tones are
perceived as multiples, fractional divisions, or subdivisions of the beat.

Letter names are used to identify pitches. The pitch resources used in tradi-
tional Western music are embodied in the diatonic system, in which the smallest
interval (distance between two pitches) is the half step. Larger intervals may be
measured by the number of steps or half steps spanned by the tones. Typically, the
pitch resources for a piece can be summarized in a scale, which is a series of as-
cending pitches with specific intervals between the various scale degrees. The
tone on which the scale begins is called the tonic. It is heard as the primary pitch,
to which all the other tones are subordinate. The most commonly used of these
patterns are the major scale and the minor scale.
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Terms
Introduced in
This Chapter

attack

release
duration
dynamic accent
agogic accent
metric accent
agogic pattern
arsis

thesis

arsis group

syncopation

subordinate
agogic pattern

principal agogic
pattern

phrase
cadence
contour
range

tessitura

e

it wwm%g@ww' T

conjunct and
disjunct
motion

prominence

change of
direction

recurrence
location
emergent tone
step progression

repetition

SRELE:
i

tonic, tonai
center
tonal

atonal
tonality
interval root
scale

pitch
complement

diatonic modes
modulation

change of mode
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he understanding of melody must include a broad spectrum of concepts
that are associated with rhythm and pitch, which leads to further
“concepts involving tension, tonality, and scales.

RHYTHM

attack
release

duration

dynamic accent

agagic accent

metric accent

agogic pattern
arsis

thesis

The organization of melodic rhythm centers on the creation of accents, their rela-
tionships, and the tension associated with them.

Durations

Each musical tone has a point of beginning or attack; an ending point or release;
and an elapsed time between the beginning and ending, known as its duration. A
similar statement may be made for rests in that each has a beginning, an ending,
and a particular length.

Accents

A musical accent is a point of emphasis, an event distinguished from its surround-
ings by a perceived difference in volume, length, location, or other aspect. It is
essential to distinguish between three types of accents, although all three may oc-
cur simultaneously.

The dynamic accent is produced by an increase in dynamic intensity on the
accented tone. It is indicated by various accent marks and by dynamic indications.

The agogic accent is the natural emphasis attributed to a tone that is longer than
the tone(s) preceding it. The agogic accent arises because our minds give greater
importance to longer tones.

The metric accent is produced by a pattern of expectations that arises when reg-
ularity appears or is suggested by agogic accents, dynamic accents, or other promi-
nent changes in the music. There are traditional assumptions, familiar to all per-
formers, regarding the relative strength of metric points within each meter.

Agogic Accents

An agogic accent results from an agogic pattern of three components: arsis, thess,
and the attack of the thesis, which is the agogic accent itself. The arsis (“lifting™) is
the unaccented portion of the agogic pattern and consists of the relatively shorter
tone or tones that precede the longer tone to come, the thesis. The thesis (“lower-
ing”) is the accented portion and is longer than any of the tones in the arsis. The
attack of the thesis is the point of accent known as the agogic accent and for analyti-
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arsis group

cal purposes will be marked with an upward-pointing triangle as shown in exam-
ple 2-1. (For a complete list of analytical symbols introduced in this chapter see
“Guide to Analytical Symbols,” p. 399.)

In example 2-2a, the rhythm resembles that of example 2-2b, except that rests
are used for the latter part of the longer note values. Rests extend the effect of the
preceding note, so there is little difference between examples 2-2a and b, as far as
the agogic patterns are concerned.

The arsis may consist of a group of durations, all shorter than the thesis to fol-
low. The arsis group in example 2-2¢ illustrates this. Example 2-2d shows the same
effect with rests extending the final note. Agogic accents often follow lengthy arsis
groups. In example 2-3, the agogic accents are marked with triangles above the
thesis tones, while each agogic pattern is indicated by a bracket.

ExAMPLE 2-1. The elements of an agogic pattern

A -——— agogic accent

arsis ——r f -~—— thesis

agogic pattern——s L1

EXAMPLE 2-2. Agogic patterns and rests

e p IR0 001 |

arsis
group

SSTI 1B ST

EXAMPLE 2.8. Agogic accents and patterns

b. A A

— =
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syncopation

subordinate
agagic pattern

principal agogic
pattern

At times the agogic accents may contradict the metric accents and suggest a me-
ter different from the notated meter signature. In example 2-4a, a meter of 3 is

implied by the agogic accents, despite the notated 4 4 meter. Compare examples
2-4aandb.

EXAMPLE 2-4. Implied meter

a A A A A
o s i i P ——t+—+—
b.  implied A A A A
| | | —] | ] |
)] N I 1 T Il I T T I 1 | i I 1 T I 11

The term syncopation is used to describe any disturbance of the normal pulse
or arhythm in which the accent is shifted to a normally weak point in the measure.
This is illustrated in example 2-4. Syncopations are often less systematic in their
suggestion of changes in metric patterns, as seen in examples 2-5a and b. The dy-
namic accents in measure 3 of example 2-5a will have the effect of disturbing the
meter because of the emphasis on what is normally a weak point in the measure.

EXAMPLE 2-5. Syncopations

a. A A
— —=H—F— 5+
N’ =
sf
b.
A A A A -
e e e i e S |
o e = e S
1 1 L ] L1 L 1

Subordinate Agogic Patterns

Occasionally an agogic pattern will become part of the arsis of a larger pattern. The
imbedded pattern is called a subordinate agogic pattern, while the larger pattern
is called a principal agogic pattern. In example 2-6, each pattern is marked by a
bracket, but the agogic accent of the subordinate pattern is marked with a ( A).
The subordinate pattern, containing no duration longer than the half note, be-
comes part of the arsis for the principal agogic accent. The quarter note at the be-
ginning is part of the principal agogic pattern, but not part of the subordinate pat-
tern.
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examPLE 2-6. Elements of subordinate and principal agogic accents

subordinate agogic accent

J (AJ ) j ~—— principal agogic accent
subordinate I |

agogic pattern L 1

principal agogic pattern

These same concepts and symbols are applied to a more elaborate example in
example 2-7. The longest bracket shows the principal agogic pattern, and the ar-
rowhead without parentheses marks the principal agogic accent. Again, subordi-
nate agogic accents are marked with triangles in parentheses, and the upper brack-
ets mark off these patterns.

EXAMPLE 2.7. Subordinate and principal agogic patterns and accents

A) Ay (AN A) A
2 dalddad |34 |
. | I [ VOO | ) , | I
Metric Accents

Sometimes one finds melodies in which all or most of the notes are of the same
duration, so that there may be extended passages where no agogic accents can be
found. In analyzing such music, it is often useful to indicate by a ( A ) the metric
accent for each measure in which no agogic accent occurs. The metric accent
should be marked on the note that begins on the first beat of the measure. If no
note begins on the first beat, it is best to mark nothing in the measure. Example 2-8
contains differing note values but no agogic accents.

EXAMPLE 2.8. Marking metric accents

(A A . A)

31 JTTII50E J 1 J T3

A) (A) (A

SRR el el
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Metric accents are created by our expectations of regularity, while agogic
accents are produced by the actual durations of the notes. Agogic accents normally
take precedence over metric accents. In most music, of course, there is continual
or recurrent agreement between the agogic and metric accents. Often, it is the
regularity of the agogic accents that is the primary force in establishing a meter.

Rhythmic Analysis

Example 2-9 summarizes the method of rhythmic analysis presented thus far. Note
these points:

1. Primary agogic accents are found in measures 1, 2, and 4.
2. Measure 1 contains a subordinate agogic accent.

3. Measure 3 has no agogic accent; the metric accent is marked.

EXAMPLE 2-9. Handel: Klavier Suite XV, Allemande, HHA iv/6,38

%gicziccent (thesis)
(A) A
" i

\ metic accent \
A \ £
[ P

T !} =T = rﬁ E— pp— t
|

subordinated agogic patterrN 1
agogic patterns

Tension

Rhythmic patterns, like other aspects of music, give the effect of rising and falling
tension. The forces at work are best described in pairs of words expressing oppos-
ing elements: stability-instability, continuity-change, sameness-difference. In gen-
eral, elements of constancy, for example, longer duration, will reduce tension. El-
ements of change, difference, or instability will increase tension.

The flow of tension is readily seen in an agogic pattern. The arsis generates ten-
sion because of its relatively short duration. The more tones in an arsis group, the
greater the tension. The tension is at its peak as the thesis begins, at the agogic
accent. As illustrated in example 2-10, the moment of the attack of the thesis is the
point of greatest tension, after which the tension is released. As the thesis sounds,
or continues with rests, the tension reduces.
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EXAMPLE 2-10. The flow of tension

S I s B

agogic accent

arsis thesis

__——. 5

=

-

EMERGENT TONES

As a melody unfolds, the listener’s attention is drawn to certain prominent tones.
These give a sense of rising and falling tension and become focal points, or peaks
of tension. The most prominent tones of a melody may be identified through an
understanding of melodic contour and the relationships between melodic pitches
and rhythm within the phrase.

Phrase

phrase A phrase is a musical unit with an ending marked by relaxation or a change in
treatment. Phrases are typically three to six bars long when the tempo is moderate.
If the tempo is rapid, eight-bar phrases may be found; in slow tempos two-bar
phrases may occur. The most common length is four measures.

cadence The ending portion of a phrase is called the cadence. The cadence is usually
perceived as an area of reduced activity or motion, as a pause or breathing point,
or as an area preceding change in the kind of activity used. The last pitch in a
phrase is called the cadence pitch. Rhythmically, a clear cadence usually consists of
a strong agogic accent on the cadence pitch.

Contour

contour The overall shape of the melody is called the contour. Although each melody has
its own contour, some general observations can be made about a melodic con-
tour’s range, motion, and points of prominence.

Range and Tessitura

range The range of a melody is the distance between the highest and lowest tones. The
range of example 2-11 is clearly from e! to a2
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tessitura

conjunct and
disjunct motion

EXAMPLE 2-11. Telemann: Fantasia I, for solo flute

The tessitura of a melody is the average range or the portion of the range that is
used most frequently. The range and tessitura of example 2-11 are shown in exam-
ple 2-12. The range is from e! to a2, but the most frequently used portion is from a'

to e?,

ExAMPLE 2-12. Tessitura and range of example 2-11

a.
N U & 5@ 10 15 o
\g AT ] | )| | || I | T | | I HH | I T I I ]
2 LAk 1 [ 1 1 | 1 1 | 1 1 1 1 1 a1 10 | 1 1 1 1 1
[ anY 10 [ ] 1 1 1 1 1 1 | 1 1 1 31 10 1 1 1 H I 1
\;jl | 1 o L 1 1 1 1 O 1 & 1 Y 1 1 P i1 1 1 1 1 1 | 1

1. 2. b. rangeo e. tessitura

A u o o & o 5 N
AT I ] I I k| I I 1 | 1) H (9 ] 1]
™y i 1 1 1 1 I 1 . 11 S |
[ 4 bl 1 1 I | § I 1 1 I § ] S |
1V - 1 1 1 ¥ 1 | I [ § P 11 1
= o — Yo
Melodic Motion

Melodic motion will vary in direction and in the degree of smoothness. Melodic
motion may ascend (rise), descend (fall), or remain level. It may also be smooth,
using steps of primes or seconds, or it may be angular, using skips of thirds or
greater. Motion with steps is called conjunct, and that with skips is called disjunct.
Example 2-13 illustrates these ideas. The figure in measure 2 hovers around a',
after which measures 5—6 descend and measure 8 ascends. The music in measure
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prominence

change of
direction

2 is conjunct and that in measure 7 is disjunct, but most measures combine con-
junct and disjunct motion.

EXAMPLE 2-13. Telemann: Fantasia I, for solo flute

™
)

e

i

|

Prominence

There are four aspects of contour that produce points of prominence, or focal
points in the melodic line.

First, change of direction will produce prominence. The tone that gains from
this focus is the tone on which the direction changes. (See ex. 2-14. The circles
indicate the more prominent tones.)

EXAMPLE 2.14. Prominence produced by change of direction

Second, disjunct motion also produces prominence. The tone that is reached by
skip will be more prominent; the larger the skip, the greater the prominence. (See
ex. 2-15.)

EXAMPLE 2-15. Prominence produced by disjunct motion

@—'_. 72y, Y |
\w :7\:-7 - == H
= e @

[ )
o

(
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recurrence

location

emergent tone

Often a skip will be followed by motion in the opposite direction. It is as though
the skip creates a sort of vacuum in musical space, and the natural tendency is to fill
this vacuum. This is only a general principle; one can find many exceptions, but
there are far more instances where this has been applied. The larger the skip, the
more likely that this rule will be followed.

Third is the use of recurrence. A tone gains in significance when it reappears
after one or more intervening notes, but it should appear at least three times out of
six notes. (See ex. 2-16.)

EXAMPLE 2-16. Prominence produced by recurrence

a. b.
#
F.d

@ I
g t ! > 5 ” l! 5 l!) F@t@:ﬁ
@ @
A\l &7 1 11

PR

J

Fourth, the location of notes within a phrase affect their prominence. The first
and last notes of the phrase will always have a strong impact on the listener.

Combining Pitch with Rhythm

An emergent tone is a melodic tone (typically the most prominent in the measure
in which it occurs) that gains prominence from pitch, rhythm, or both. The typical
emergent tone will occur on the thesis of an agogic pattern and will have some
characteristic contour that reinforces this prominence. Each emergent tone in ex-
ample 2-17a is shown with an upward arrow including a stem. Less often, an agogic
or metric pattern or other aspect of contour will compete as the location of an
emergent tone. Judgment will be needed to identify the emergent tones in these
cases (see ex. 2-17b).

EXAMPLE 2.17. Emergent tones

-t &% 7

In moderate and quick tempos, a single emergent tone per bar is sufficient; in
very slow tempos, such as in example 2-18, it may be useful to select two emergent
tones per measure.
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step progression

EXAMPLE 2-18. More than one emergent tone per measure

- S ag—

Step Progressions

Once we have identified the emergent tones in a melody, we can look for a step
progression, which is a scale-like pattern formed by two or more emergent tones,
usually separated by intervening melodic tones. The method for identifying step
progressions is shown in example 2-19. Emergent tones forming a step progres-
sion are marked with a number indicating the scale degree and a caret (~); brack-
ets connect the notes that participate in the step progression.

EXAMPLE 2.18. Identifying step progressions

a. Brahms: Sextet in B-flat, op. 18, second movement

b. Brahms: Trio in E-flat for violin, horn, and piano, op. 40, second movement

P I N

QD —
b
— L

Step progressions often strengthen the sense of which key the piece is in by
ending on either 1, 3, or 5, as in example 2-19b and example 2-20a, measure 4.
Descending step progressions are found more often than ascending, but both
types are common. In example 2-20b, we find two step progressions, both de-
scending,

40
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repetition

EXAMPLE 2-20. Step progressions

a. Dvorak: Piano Trio in F Minor, op. 65, first movement

b. Handel: Sonata in B-flat, for flute and continuo, HHA iw/18, 15

PO ST PV STV S

v —
o
W
[
v

Repetition

As we bring together the forces of rhythm and contour, special attention must be
given to repeated tones. A tone that is repeated, or repeated more frequently than
those around it, will gain prominence, as in example 2-21.

EXAMPLE 2-21. Prominence produced by repetition

)

The total duration devoted to repeated tones also affects prominence. In exam-
ple 2-22a, measure 1 has greater prominence because the arsis is longer, but in
example 2-22b, measure 1 has greater prominence because there is greater activ-
ity in the arsis.
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EXAMPLE 2-22. Prominence produced by duration and repetition

Melodic Analysis

When analyzing a melody it is best to look first at the rhythm and locate the strong-
est agogic accents. If agogic accents are weak or lacking, focus on metric accents.
Then see if some factor in the contour generates enough tension to offset the
agogic or metric accents. Use the following method in analyzing a melody.

First, locate the agogic accents. Where there are none in a particular measure
(as in measures 1 and 3 of example 2-23), choose the metric accent as the next
strongest rhythmic feature. The notes now identified are the prime candidates for
becoming the emergent tones of the melody.

EXAMPLE 2.23. Agogic and metric accents in melodic analysis

_gt AN A (A\) A
e —— e e e e B e e e .

e ——]

M\

Second, identify the emergent tones of the melody. Determine if any tone gains
sufficient prominence through an aspect of contour (change of direction, disjunct
motion, repetition, recurrence, location, or step progression) to offset the rhyth-
mically prominent tones identified in the first step. In example 2-23 we find that
the step progression reinforces the first note of measures 1 and 3, both of which
have only a metric accent. The final analysis is shown in example 2-24.

EXAMPLE 2-24. Emergent tones in melodic analysis

T T T T

K\

q2
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In most instances we will choose one emergent tone per measure. Exceptions
to this might be made in the following circumstances:

1. The tempo is very slow and there are many notes per measure.

2. Inaddition to the most emergent tone, there is another tone in the measure
that would continue or complete a step progression previously begun.

3. Anew phrase begins in the same measure as that in which the previous
phrase ended. Generally in such cases the cadence pitch is more important
than the starting tone of the new phrase, but both are emergent tones.

The melodies in example 2-25 give further illustrations of melodic analysis. Ex-
ample 2-25a is straightforward. In example 2-25b the repeated Gs in measure 3 are
strong enough to become emergent, and the B in the same measure forms a step
progression with the A in measure 4, so both are emergent tones. In example
2-25¢, the step progression and slow tempo justify choosing two emergent tones
in some of the measures.

EXAMPLE 2-25: Emergent tones in melodic analysis

a. Schumann: Symphony No. 2, second movement

[N
O =

b. Cimarosa: La Astuzie feminili

—>
—>
—>

—>

e —>

{

L ]

L ~
4 3 2

e. Handel: Sonata in C minor, for oboe and continuo, HHA iv/18,32

The final check on the accuracy of an analysis is to sing through the melody. The
analysis should reflect the way one “hears” the melody. Avoid an analysis that
looks good on paper but cannot be “heard.”

cHapteR Two  Melody and Tonality a3



TONIC

tonic, tonal
center

tonal
atonal

tonality

interval root

One of the most basic concepts in our traditional music is the toric, or tonal cen-
ter. A tonic or tonal center is one tone or pitch class that is heard as the most impor-
tant, the other tones relating to it in various supporting or confirming roles. Music
that employs such a tonal center is referred to as tonal. (Music without 2 tonal
center is sometimes called atonal.) Tonality is a set of relationships between a
tonic and other pitches.

The tonic of a melody is usually perceived intuitively by the listener. A more
analytical approach is available through an understanding of the melodic treat-
ment of specific scale degrees.

Scale Degrees and Tonality

The most important tones of the scale for establishing the tonic or feeling of being
in a key are the first, third, and fifth scale degrees (1, 3, and 5). The importance of
these degrees is partly a matter of tradition, but an examination of intervals will
reveal other reasons.

Interval Roots

For acoustical and cultural reasons, when two tones are heard in succession (as a
melodic interval) or simultaneously (as a harmonic interval), one of the tones will
be heard as “stronger” than the other. The dominating tone is called the inrerval
root. In his book The Craft of Musical Composition, the composer Paul Hindemith
presents the list of interval roots shown in example 2-26. Each interval, together
with its inversion, forms a pair in which the interval to the left is more stable, hav-
ing the stronger, clearer root. The roots are circled.

EXAMPLE 2-26. Interval roots

p strongestrooteffect ——— - ————— - — — —— —— — = — — weakest root effect
f i TS f i !
) J] H Ln @7 _HL"’ 111 S 1 H 1L H
o i o =) () £C) -©
P5 P4 M3 mb6 m3 M6 m7 M2 M7 m2 T

On the left side of the example are those intervals that have the strongest effect
in determining tonality. On the right side we find the more ambiguous intervals,
with the #itone (augmented fourth or diminished fifth) at the far end, very ambig-
uous in its tonal orientation. In each pair, one interval has the root above and the
other has the root below:; those with the root below are the more stable.

449
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Roots of Intervals Using Scale Degrees 1, 3, and 5

In both major-and minor keys, scale degrees 1, 3, and S combine to form three

intervals: a P5 (1-5) and two thirds (1-3) and (3-5). Example 2-27 shows these
intervals with the roots circled.

EXAMPLE 2-27. Intervals formed by 1, 3, and 5 scale degrees

C major

} ‘Hﬁ o {‘ T —1 T L ”
[ £ an W O 11 I O J | 11
NIV oO— ~F 11 ~ | 0741 O ~F 1
¢ o T © © 5
1 3 5 1 1 3 3 5
A C minor p5 m3 M3
o ] e
R fanY | O 1] 1 P | T T J N O 1
A3V oy ~7 11 ol j I hoy Ihey ~ 1l
u _9_ a4 _e_ _e_ L~ 4 a4
1 3 5 1 5 1 3 3 5

The most important scale degrees for establishing the tonic are 1 and 5. The P5
formed by these scale degrees has the strongest possible root effect on 1. By em-
phasizing these degrees, a melody strengthens its tonality. The root of the third
from 1 to 3 is also 1, so this interval also serves to confirm the tonic, though not as
strongly as the P5 (1-5). The interval from 3 to 5 does not, by itself, establish the
tonic clearly.

The Characteristics of Tonal Melodies

Several characteristics of tonal melodies will be useful as guides when determin-
ing the tonic of a melody.
1. Scale degrees 1 and 5 both appear often among the emergent tones.

2. The first and last tones of a melody (which are often emergent tones) are
often either 1, 3, or 5.

3. The highest and lowest emergent tones are often either 1, 3, or 5.
Skips are more often between i, 3, or 5 than between other scale tones.
Step progressions often end on 1, 3, or 5.
To identify the tonic of a melody, the melody must be Jong enough for the tonal-
ity to be established. A full phrase is the minimum, but several phrases may be
needed in some cases. Special difficulties may arise if tonality is intentionally am-

biguous, if a shift in tonality occurs, or if the music relies on harmony to clarify the
tonality. These situations will be studied in more detail later.
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The characteristics of tonal melodies are illustrated in the melodies of example
2-28. Emergent tones and step progressions are indicated. Each of the two pas-
sages in example 2-28 appear at the end of a song; however, the tonic is clearer in
example 2-28a, where the step progression leads to tonic at the end. In example
2-28b the step progression ends on 5 and does not lead to the tonic F, which is
finally asserted at the end.

ExAMPLE 2.28. Characteristics of tonal melodies

a. Brahms: Forty-nine German Folksongs, No. 13, “Wach Auf, mein Hort”

gy 1

4 $ T 1

v —

b. Brahms: Forty-nine German Folksongs, No. 17, “Ach Gott, wie weh tut Scheiden”

TT

() |

T L & T & & & 3 ® 1 i T
A bH [V Sy & |1 1V 1 1V T e o 0 W T 1 T & " 4

h:' ---—-—-—--—-—-—
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SCALES

scale

pitch
complement

A scale is an ascending succession of tones, beginning on the tonic, with fixed in-
tervals and relationships. (This does not refer to scale “passages” but only to ab-
stract scales displayed for analytical purposes.) Usually scales are shown ascend-
ing one octave, but occasionally one finds descending scales or scales that cover
less than an octave.

Pitch Complement

A listing of the pitches of a melody in ascending order is called a pitch comple-
ment. Its purpose is to show the range of a melody, the selection of pitches used,
and the intervals between the pitches. The pitch complement of example 2-29 is
shown below the melody.

a6
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EXAMPLE 2.29. A melody and its pitch complement

Brahms: Twenty-eight German Folksongs, No. 12, ““Tageweis von einer schonen Frauen”

The Relationship of Pitch Complements to Scales

A scale differs from the pitch complement in several important ways. The scale is
presented with the tonic as the lowest tone. It ascends for one octave, indicating
pitch classes that are basic to the piece. In example 2-30 notice that tones below
the tonic in the pitch complement appear above the lower tonic in a scale.

EXAMPLE 2-30. Pitch complements and scales

a. Chopin: Piano Sonata, op. 35, third movement

Scales are usually shown occupying a full octave, but many melodies do not
actually use that many pitch classes. Some melodies may not include all of the
pitches of a major or minor scale, but enough that we can assume the missing
notes to complete the pattern. In example 2-31 we find six of the seven pitches of
the minor scale in the pitch complement of the melody, but we can assume the
missing fourth degree.
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diatonic mocdes

EXAMPLE 2-31. Schubert: Symphony No. 8, D. 758, first movement

a. Melody

I T
T I 1 1 T

b. Pitch complement c. Scale

L 5 O (9] .
== = o © © |
75 e o |

Diatonic Modes

As seen in chapter 1, the tones of the diatonic system have a characteristic spacing
of whole and half steps (see example 2-32a). The pattern of whole and half steps
for the major scale is W, W, H, W, W, W, H, or 1, 1, /2, 1, 1, 1, 1/2 (see example
2-32b). This pattern can be found within the diatonic system by starting on C.

EXAMPLE 2-32. Patterns of whole and half steps

a. TFor the diatonic system

I Y SO [ Iy I | A S A N B
W W W HW W HW W W HW W H

(W = whole step, H = half step)

b. For the major scale

1 2 3 4 5 6 7 8
[ l l I L | | l l L [ [ |
w o ow W H'W W HW W W H W W H

It is possible to start scales in other places as well. Each of these would be a
diatonic scale, that is, they would all fit within the diatonic system. There are seven
different patterns for scales within the diatonic system, each starting at a different
place in the system. Each of these is a diatonic mode and has been given a Greek
name, as shown in table 2-1.

The staff notation of these scale patterns is shown in example 2-33. These scales
did not all come into use at the same time. Curiously, the last scales to be recog-
nized were ionian and aeolian, our familiar major and minor scale patterns. These
were not recognized by music theorists until the sixteenth century. The locrian
mode has been little used because its fifth scale degree is not a perfect fifth above
the tonic. This renders the scale unstable, as its tonic is always in doubt.

Each mode has its own interval structure, key signature, and characteristic me-
lodic patterns. Long familiarity with the ionian and aeolian modes makes them
seem more “normal” than the others. Compare the effect of the melodies in exam-
ple 2-34.

a8
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1 2 3 4 5 7 8
Ionian :? | l | l L JI i 1| ] | [
1 23 4 6 7 8
Dorian I S— I I | | | i | |
! 1
12 3 56 7 8
Phrygian L1 . | I O I | | ] [ ]
l i
1 2 45 6 7 8
Lydian [N S i S [N I T Y T
y = =
1 34 5 67 8
Mixolydian ~L—L 1 | :L O S ﬁ: I
23 4 56 7 8
]
1 2 3 4 5 6 7 8
Locrian | I I 1 [ L | L1 | | [_1
[
TABLE 2-1. Diatonic modes
EXAMPLE 2-33. Staff notation of diatonic modes
A Ionian
. o— ]
10N O [ ] -~ (1]
ANV o> [ ) ~¥ 11}
D} o U
A Dorian Phrygian
0o ——1 0o —o— 3]
. o> [ @ ] — 11 o> [ % ) o — U
\d\l O c [ & ] Do 1T 0 [ § ] -~ 1§}
Lydian Mixolydian
9 oy iF c 0] O [ @ ] © — |
.t O ([ ) ~ 1 o> [ ® ) o | |
o o — O "t —— it o—r — —1
o
,)5 Aeolian o e Locrian o e O
o> [ ® ] ~F 11 O [ @ ) ~7 I |
{ o —O— 2 — 1t o—1 — H
AN V4 11 S| )
D)
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EXAMPLE 2-.34. Melodies in different modes

= G dorianl

d. G mixolydian

Minor Mode

The minor mode has a basic diatonic pattern to which chromatic alterations are
applied, as discussed in chapter 1. It is best to think of the minor mode as simply
having variable forms for 6 and 7, the basic scale being the aeolian mode, which is
called “natural minor.”

The pitch complement and scale of the melody in example 2-35 uses two ver-
sions of 6 and 7. It is often said that the raised forms are used in ascending and the
lowered forms in descending, but, as example 5 illustrates, there are so many ex-
ceptions to this that it can hardly be considered a meaningful rule.

EXAMPLE 2.35. ].S. Bach: Passacaglia, BWV 582
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modulation

Menuet

CHANGES IN TONALITY AND SCALES

Only a relatively short musical composition will retain a single tonality or a single
scale throughout. To create interest and build tension, a composer may change the
tonic, the pitch complement, or both.

Modulation

A change of tonic is called a modulation. The new tonic in a modulation will com-
monly appear as a strong emergent tone, often near the end of the phrase. When a
new tonic is established, a new pitch complement and scale take effect. In example
2-36 the first phrase remains in F major, but the complement changes in measure 6
(B-natural), and the emergent tones in measures 6—10 emphasize C and G,a P5 in
which C is the root. The pitch complement of C major is apparent in the second
phrase.

EXAMPLE 2-36. Haydn: Piano Sonata in C Major, Hob. XVI:9, second
movement

change of mode

In example 2-37 the new tonic arrives as the last tone in a step progression. As
was pointed out earlier, step progressions often end on tones that are of unusual
significance to the tonality. In example 2-37 the step progression uses the critical
tone for the modulation, F-sharp, as a leading tone resolving on G. The strong D in
measures 7 and 8 affirms the new tonic with a 5-1 relationship to the G tonic. A
very rapid modulation can produce a startling effect, as seen in example 2-38.

Change of Mode

Change of mode, sometimes called mutation, is the name given to a change in
pitch complement while the tonic remains the same. The most common examples
of a change of mode are changes from major to minor and vice versa, but the term
may also be applied to changes involving other modes. Often a change of key sig-
nature heralds the change of mode to the parallel key, as in the change from A
major to the parallel minor in example 2-39.
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WRITING MELODIES

EXAMPLE 2-37. Haydn: Piano Sonata in C Major, Hob. XVI:15, first
movement

Allegro
Fetr  dr .z
r S o =~ . - g [ — -

7 : P e aee—— el
N T e g |
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7 7 8
h’ r 10 T 1

EXAMPLE 2-38. Hartnett: The Jolly Seven
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EXAMPLE 2-39. Rameau: Sarabande

=
N

In writing a melody, the following points may be useful.

1. It may help to start by composing a rhythm that lies comfortably in the cho-
sen meter, employing agogic accents that usually confirm the meter. Phrases
do not often end with a syncopation.

2. Inyour early efforts, begin on the first, third, or fifth scale degrees of the key
you are in. Sing these tones so they are firmly in your ear as you begin select-
ing pitches.

3. Remember that skips are often followed by motion in the opposite direction.
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4. Certain intervals are melodically problematic and should be handled with
care. If your ear does not easily guide you in their handling, the following
intervals should be avoided: major and minor sevenths, tritones, and inter-
vals larger than an octave. The ascending seventh scale degree has a ten-
dency to move to the tonic, while the descending fourth degree tends to
move to the third.

SUMMARY

Melody consists of the interaction of melodic rhythm and contour, producing a
rise and fall of tension and a sense of tonality. Melodic rhythm involves the use of
accents (or points of emphasis), of which there are three types: dynamic, agogic,
and metric. These accents reveal points in the melody where tension peaks and
releases. Various aspects of melody—rhythm and pitch in particular—bring indi-
vidual tones into prominence, giving them special importance in a melody. These
tones are called emergent tones, and they often connect into step progressions
and play an important role in establishing a sense of tonality.

Ascale isan ascending succession of tones with fixed intervals and relationships
beginning on a tonic. Not all melodies use every pitch in a scale, however, and the
concept of pitch complement distinguishes those tones used in a melody from
those that compose the scale on which the melody is based. Scales include seven
diatonic modes, or scales that begin on each of the seven pitches in the diatonic
system. Major and minor modes are also a part of the diatonic system. Only a short
musical composition will retain a single tonality or scale throughout. The com-
poser may change the tonic upon which the composition is based (called modula-
tion) or may change the pitch complement (called change of mode).
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VIBRATION

coustics, the science of sounds, encompasses some important concepts

that are valuable for the study of basic theory. Sound consists of

vibrations perceptible by the ear. As musical tones, these vibrations have
four attributes: (1) frequency, (2) duration, (3) tone color or timbre, and (4)
amplitude or loudness. Of concern here is a consideration of the attributes of
musical pitch and the subject of tuning. Exercises related to material on acoustics
are found in the appendix of the workbook.

Sound is produced by vibrations, which may be started by striking the vibrating
material, forcing air past it, plucking it, or using other physical means. From its
position of rest, the vibrating body moves to a position of greatest displacement in
one direction. Its natural resilience will draw it back toward its starting position,
but it moves past that to the opposite extreme position, from which it returns to its
starting position. This entire process constitutes one full cycle. This vibrating proc-
ess has several aspects: frequency and the resonance of tone; overtones, which are
perceived as tone color or timbre; and amplitude, which is considered as loud-
ness.

Frequency

The number of cycles completed within one second is known as frequerncy. To a
musician, a change of frequency is heard as a change of pitch; higher frequencies
produce higher pitches. These vibrations occur at surprisingly rapid speeds. For
example, ¢!, or middle c on the piano, has a frequency of 261.1 cps (cycles per
second). Cycles are measured in hertz, for example, 261.1 Hz. Vibrations are audi-
ble to humans within the range of 16 to 20,000 Hz. As people age, they often lose
some of their ability to hear higher frequencies. For instance, the average person
of fifty can hear up to only 15,000 Hz.

The pitch of a vibrating body depends upon several factors: the length of the
vibrating body, the density of the material, the tension, the temperature, and the
thickness. Music theorists since ancient Greece have paid particular attention to
the relationship between the length of a vibrating body and its pitch. Comparing
the pitch of a string eighteen inches long with the pitch of an identical string thirty-
six inches long, under equal tension, finds them an octave apart. The mathemati-
cian Pythagorus, in the sixth century B.c., was able to make this measurement and
conclude that the ratio of 2 to 1 produced the octave. Later, when the actual fre-
quencies could be measured, it was found that the same ratio applies. Thus, if ¢! is
261.1 Hz,, then ¢? (an octave higher) will be 522.2 Hz.
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Resonance

Another vital factor in musical instruments is resonarnce, the transmission of vibra-
tions from one vibrating body to another. This is important because ultimately the
vibrations must be transmitted to the air around the instrument and thence to the
listeners. In some instruments the resonators are obvious, such as the piano sound
board or the body of the guitar or violin. In other instruments the resonator may
be less obvious. In brass instrument the players’ lips supply the vibrations, and the
length of the tube is altered to provide resonance at the various pitches. A few
percussion instruments have no resonators, for example, triangle and cymbals.
These are instruments that do not produce a definite pitch. The glockenspiel, or
orchestral bells, is a percussion instrument with definite pitch that also does not
have resonators.

Overtones and Timbre

The vibration of a2 musical tone usually consists of a complex pattern in which the
fundamental cycle contains smaller, faster cycles within it that are considered as an
overtone series and that account for differences in tone color or timbre.

Vibration is not a simple swinging from side to side. Vibrating bodies vibrate in
many segments simultaneously. For example, when the cello C string vibrates as a
whole (fig. A-1), it produces the pitch shown in example A-1. But in fact the string
does notvibrate only as a whole. It also vibrates in halves, thirds, fourths, fifths, and
so on up to infinity (or at least up to the limits of flexibility for the vibrating string;
see fig. A-2).

FIGURE A-1. Vibrating cello C string

EXAMPLE A-1. Pitch produced by cello’s C string

—]
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FIGURE A.2. Vibrating cello string

Such a complex pattern of motion is almost impossible to visualize, but in fact
these vibrations do take place simultaneously. Since segments vary in length, a
shorter segment produces a tone higher than the string vibrating as a whole (the
fundamental). These higher tones are known as overfones. Overtones get increas-
ingly faint as they get higher and further from the fundamental. Although the over-
tones extend to infinity, only the first fifteen are significant to most music theorists.
Shown in example A-2 are the tones produced by an instrument sounding the fun-
damental C. This is called the overtone series or harmonic series. The term har-
monic refers to the fundamental tone as well as to the overtones. The numbers in
example A-2 indicate harmonics; thus, the fundamental is designated 1, the first
overtone is designated 2, and so on.

EXAMPLE A-2. Harmonic series (Notes marked with an x are lower in pitch
than corresponding sounds on the piano)

x X
8 X H.)-(\ a o [7_0. hL_D. ©
| ©> [ @ ] F- B
12V [ & ] ~ T
1 — e
ANIV.S O ©r
D]
5 6 7 8 9 10 11 12 13 14 15 16
-
v [ @ ]
I. [ @ ]
=y
1 2 3 4
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Several important observations can be made from this harmonic or overtone
series. First, intervals get smaller and smaller as the series ascends. This is because
the vibrating segments become increasingly shorter. Second, notice that harmon-
ics 7,11, 13, and 14 are significantly out of tune: They do not fit well into our system
of tuning. Third, the numbers for the harmonics (or partials as they are sometimes
called) show not only the order of the harmonics but the ratios that correspond to
particular intervals. Thus, 2:1 represents the ratio of frequencies for tones an oc-
tave apart, 3:2 represents the ratio for the perfect fifth, 4:3 the perfect fourth, and so
on. These ratios can be seen to work throughout the series. For example, the ratio
between harmonic 6 and harmonic 12 is 2:1, an octave.

The acoustical basis for differences in tone color can be found in the overtones,
for each vibrating body will produce a characteristic pattern of stronger and
weaker partials. The varying prominence of one overtone or another will give
each instrument its particular tone color (timbre). Other factors of course enter
into the characteristic acoustical aspects of voices and instruments, such as the way
in which the vibrations are initiated, but it is not possible to consider all these
issues in detail here.

Loudness

Loudness varies with the amplitude of the vibrating body. When the vibrating body
is displaced to a greater degree the tone produced will be louder. An interesting
phenomenon operates here, for human ears are far more sensitive to high sounds
than to low. Obviously, a guitar string vibrating as a whole has a greater amplitude,
that is, moves further and displaces a correspondingly larger amount of surround-
ing air, than the vibrations of any of the upper partials of the same string. This
explains why the higher one goes in the overtone series the fainter are the sounds
produced.

TUNING AND TEMPERAMENT

As noted above, some of the intervals in the harmonic series do not fit into our
tuning system. The interval from harmonic 7 to harmonic 8 is too large to be heard
as a whole step, yet it is smaller than a minor third. The problem arises because
our tuning system is a human construct while the harmonics are natural phenom-
ena. The problem of reconciling these pitches has fascinated and plagued musi-
cians for centuries. Pythagorus was able to calculate exactly the size of the discrep-
ancy between the intervals that appear in nature and our system that attempts to
divide the octave into twelve half steps.

3896
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The most perfect interval is the octave, but if we begin with any pitch and then
tune the octave above and below it, we have not made any progress toward a Sys-
tem of tuning. In order to tune a new pitch we may turn to the next most perfect
interval, the perfect fifth, with a ratio of 3:2. If we begin with a pitch, and from it
tune new pitches using the ratio 3:2, we will indeed obtain all twelve tones of the
chromatic scale (twelve half steps). For example, beginning with A-flat: A-flat, E-
flat, B-flat, F, C, G, D, A, E, B, F-sharp, C-sharp, G-sharp.

Since G-sharp is the enharmonic equivalent of A-flat, it would seem that this is
an ideal way of tuning the chromatic scale. Unfortunately, this G-sharp is not the
same as A-flat. When one begins on A-flat and calculates the twelve perfect fifths at
the ratio of 3:2 and transposes the final G-sharp into the same octave as original
A-flat, one finds a discrepancy of 128:129.746 or 24/100 of a minor second (approxi-
mately one-fourth of a half step). This discrepancy can easily be heard and is quite
sufficient to render this method of tuning impractical for most music performed
today. The discrepancy is known as the Pythagorean comma it has troubled musi-
cians and instrument builders for centuries.

It may seem this discussion is abstract and somewhat divorced from the practi-
cal concerns of a performing musician, but this is not the case. When musicians
sing or play instruments on which the pitch may be adjusted, they use “pure” into-
nation, that is, they place each tone as closely in tune as possible. The perfect fifth
will be very close to the 3:2 ratio. The sensitive musician makes constant adjust-
ments to keep each successive chord and interval in tune. But when one tries to
tune all twelve pitches at once, as on a keyboard instrument, one is faced with the
decision of whether to have the fifths in tune or the octaves, but one cannot have
both at the same time. Obviously, out-of-tune octaves would be intolerable, and so
we must resort to a system of femperament, which is a process of accommodating
various intervals to the unavoidable conflict between a human tuning system and
the intervals as they appear in nature.

Many attempts were made to solve the dilemma. The final compromise, gradu-
ally adopted in the eighteenth and nineteenth centuries, is known as equal temper-
ament. In equal temperament, the octave is the only interval that is truly in tune;
the Pythagorean comma is equally divided between all twelve tones. Each fifth is
slightly smaller than the “pure” perfect fifth. To get a useable picture of how the
pitches in the Pythagorean tuning system compare with equal temperament, it will
be easiest to use the cert system, in which the equal-tempered half step is divided
into 100 parts. Thus, an interval of a minor second would be 100 cents; a major
second, 200 cents; and so on.

Table A-1 shows the Pythagorean method of calculating each interval. The per-
fect fifth in the Pythagorean scale is equal to 702 cents, slightly larger than the per-
fect fifth in equal temperament (700 cents). As one adds fifths above C the discrep-
ancy or comma increases until one reaches 24 cents, the full Pythagorean comma.
It will appear that the equal-tempered scale is more regular and “correct,” but in
fact neither scale can resolve the dilemma of good intonation and regular-sized
intervals.
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Adding perfect fifths (3:2) Corresponding

in the Pythagorean system tone in equal Difference
Tone P5 = 702 cents temperament in cents
Ab 0 0 0
Eb 0 + 702 700 2
Bb 702 + 702 = 1404 — 1200 = 204 200 4
F 204 + 702 = 906 900 6
C 906 + 702 = 1608 — 1200 = 408 400 8
G 408 + 702 = 1110 1100 10
D 1110 + 702 = 1812 — 1200 = 612 600 12
A 612 + 702 = 1314 — 1200 = 114 100 14
E 114 + 702 = 816 800 16
B 816 + 702 = 1518 — 1200 = 318 300 18
Fi 318 + 702 = 1020 1000 20
Ct 1020 + 702 = 1722 — 1200 = 522 500 22
Gl 522 + 702 = 1224 1200 24

TABLE A-1. Comparison (in cents) of pitches in the Pythagorean and

equal-tempered scales
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This glossary includes the most important terms from the lists of new terms given at the beginning of
each chapter. Not included are terms that are assumed to be already in the students’ vocabulary from
previous training but only reviewed in this text, terms that are synonymous with other more com-
monly used terms, terms of incidental interest, and terms whose meanings are not limited to usage
in music.

Acoeic ACCENT: The psychological em-
phasis that accrues to a tone that is preceded by
one or more shorter tones.

AGOGIC PATTERN: A group of durations
ending with the longest and including all the
preceding shorter durations. The last tone is
called the thesis; the shorter note or notes are
termed the arsis. Agogic patterns within an arsis
are called subordinate agogic patterns.

ALTERNATE PROGRESSION: A progres-
sion that does not appear in the table of normal
progressions but that occurs with such fre-
quency that it cannot be considered irregular,
that is, IV=1, V=vi, vi-V, iii~IV.

ANTECEDENT: The first of a pair of phrases
that group to form a period.

ARSIS: See agogic pattern.

ATONALITY: Absence of tonality; implying
that a tonal center has not been established.

AUGMENTATION: The reappearance of a
motive with the note values increased by a
specific amount, often doubled.

BASIC DURATION (BD): The duration of a
beat considered as the time elapsing between
pulses.

BEAT GROUP: A group of two or three beats
(basic durations) in which the first beat is either
a primary or secondary accent within a meter.
In meters with two or three beats, the whole
measure is a beat group, and meters with four
or more beats contain two or more beat groups
of two or three beats each.

BORROWED CHORDS: Chords that contain
tones borrowed from another mode, for exam-
ple, in a major key, a chord that uses one or
more tones found in the parallel minor key,
such as minor iv.

cHORD: A simultaneous sounding of three
or more different tones. Certain combinations
of tones produce chords that are heard as con-
sonant, while others are heard as dissonant.
Chords may be implied when the tones are
played in arpeggiated fashion, so that the tones
are sounded successively, not simultaneously.

CHORD GROUP: In the table of normal
progressions all chords are assigned to a group
that bears a particular relationship to the tonic.
Chords within a particular group usually pro-
gress to a chord in the next lower-numbered
group.

CHORD TONE: A tone that is a member of
the chord sounding at a particular moment.

CONJUNCT MOTION: Melodic motion in
which each tone moves to the nearest available
tone in the scale, avoiding any skips (disjunct
motion).

CONSEQUENT: The second of a pair of
phrases grouped to form a period.

CONTINUO: In ensemble music of the Ba-
roque era, the bass part, which was usually
played by a bass instrument along with a key-
board player who improvised the chords nor-
mally indicated by figures (Arabic numbers)
written by the composer.
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COUPLING: Two or more simultaneously
sounding parts with identical melodic contour
or rhythmic content. The coupling may be
rhythmic, meaning the lines have identical
rhythms, or the coupling may be full, in which
case the lines have identical rhythm and con-
tour. The contours may be any interval apart
except unison or one or more octaves, in which
cases the relationship is termed doubling.

CREST OF TENSION: The point in a phrase
or higher structural unit at which the tension
reaches its highest level and the release of
tension begins.

DA caAaPo: The Italian instruction ("from the
head™) to return to the beginning of the piece
and perform the first section again. Between
the first and second performances of the first
section lies a middle part, producing the overall
unit relationship ABA. Da capo forms are com-
mon in dance and dance-influenced pieces.

DELAY: [nimitation, the time elapsing be-
tween the initial statement by the leader and
the appearance of the follower. The delay is
usually measured in beats or measures.

DIATONIC MOBES: Any of the seven pat-
terns that are possible within the diatonic sys-
tem, that is, the patterns that arise if one begins
on a particular tone in the system and includes
all diatonic tones within an octave.

DIATONIC SYSTEM: The pattern of tones
with relationships as represented in the white
keys of the piano keyboard. A scale may begin
on any of the seven tones within an octave. All
such scales are called diatonic, and may be
transposed to any pitch.

DISJUNCT MOTION: Melodic motion by
skip, that is, motion in which the melody does
not move to the nearest available tone, but
leaps to a more distant tone. Most melodies
combine disjunct and conjunct motion.

DISSONANCE: A sounding of two or more
tones that are not heard as part of the same
chord. The result is a perception of disagree-
ment or tension. A dissonance in traditional
music requires a resolution, a movement by
one or more of the tones to a tone perceived as
consonant with the surrounding tones.

DYNAMIC ACCENT: The psychological
emphasis brought to a tone by playing or sing-
ing it louder than surrounding tones.

EMERGENT TONE: A tone in a melody that
achieves special prominence through its rhyth-
mic location, duration, contour, or other fea-
ture.

FIGURED BASS SYSTEM: In the Baroque
era,a method of indicating along with the bass
line through Arabic numbers the appropriate
chords to be improvised by a keyboard player.
This shorthand system has been used for teach-
ing harmony up to the present time.

FIRST-LEVEL UNIT: A phrase, which is the
basic unit of musical form. The analytical
method used in this text indicates the point
between phrases by a downward arrow with
single slashes.

FORMAL UNIT: A unit of musical structure.
The smallest such unit is the phrase. Phrases
combine to form periods, which group to form
ever-larger units, allowing the creation of huge
musical works. Each unit is set off by the ending
(cadence) of the preceding unit. Sometimes
called structural unit.

HARBINGER CHORD: In a modulation, the
first chord that is clearly not in the original key.
This harbinger signals the approach of the new
key.

HARMONIC CADENCES: The harmonic
characteristics at the end of a phrase. Conven-
tionalized types are used to achieve varying
degrees of conclusiveness and inconclusive-
ness at the end of the phrase.

HARMONIC CcYCLE: A chord progression
extending from one appearance of the tonic
chord to the next. It may include one or many
intervening chords.

HARMONIC RHYTHM: The rhythm created
by the changes of harmony.

HETEROPHONY: The simultaneous sound-
ing of two differing versions of a melody.

IMPLIED LINE: The perceived division of a
melodic line into two or more component
lines, creating the illusion of simultaneous
parts. Monophony can be heard as polyphony
through this device. Usually the lines are pro-
jected through disjunct motion.

INTERVAL ROOT: Inany interval, one tone
is perceived as dominating. This is the root of
the interval.

GLOSSARY
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MELODIC DOUBLING: The reinforcing of a
melodic line by another voice or instrument
sounding the same melody in unison or oc-
taves.

MELODIC INVERSION: The reappearance
of a melodic line with the directions reversed,
that is, those intervals that at first were ascend-
ing are later heard descending, and vice versa.

METRIC ACCENT: Accent points ascribed to
the meter.

MODULATION: A change of tonal center or
of key. The establishing of a new tonic.

MUTATION: A change of mode, as from
major to minor or vice versa, without a change
of tonic.

NONHARMONIC TONE: A tone that is not a
member of the chord sounding at a particular
time.

NORMAL PROGRESSION: A progression
that has been traditionally used so often that it
can be considered normal or expected. These
are reflected in the table of normal progres-
sions. Harmony that uses predominately nor-
mal progressions is said to be functional.

QUASI-CADENCE: A cadence effect created
by any of various elements, such as contour or
rhythm, but not reflected in the harmony.

RECAPITULATION: The return of a section
of music heard earlier, usually the first part of a
piece returning toward the end.

RECESSIVE LINE: A melodic line that is
perceived as secondary or less important than
the salient line or lines.

ROUNDED BINARY FORM: A binary form
in which the opening material returns toward
the middle of the second part. The return is in
the tonic key.

SALIENT LINE: A melodic line that captures
the primary attention of the listener.

SECONDARY DOMINANT: A chord (other
than V) that has been altered to have the rela-
tionship of dominant to a chord that is not
tonic, for example, the dominant of the super-
tonic chord (V/ii).

sEQUENCE: In melody, the repetition of a
motive on a new pitch level. In harmony, a
progression that presents chords in recurring
interval relationships, such as a progression
with the bass moving by thirds: I-vi—~IV—ii.

STEP PROGRESSION: Step-wise relation-
ship between emergent tones of a melody.
Other emergent and non-emergent tones may
intervene.

SUBPHRASE: A structural unit that forms a
component division of a phrase. Not all phrases
have subphrase units. In the Classical period
subphrase units were often two measures in
length.

TERNARY FORM: A formal pattern consist-
ing of the unit relationship ABA. This pattern is
often used in shorter works and in numerous
da capo forms.

TONAL ARCH: A pattern of key organization
in which the initial key of a work returns at the
end after modulating to other keys.

TRIAD: A particular type of chord, consisting
of three tones, or members. The basic form of
the triad is built on a tone called the root. A
third above the root lies a second tone, and a
fifth above the root lies the last tone. The mem-
bers of the triad need not appear in this order
at all times.

UNIT RELATIONSHIP: The thematic rela-
tionship of one formal unit to another. These
relationships are expressed by letters of the
alphabet. Two phrases that are identical would
have a unit relationship of aa or, if quite differ-
ent, ab. If they were similar they might be called
aa’. Unit relationships are also seen in higher
structural levels, in which case capital letters
are used, for example, ABA.
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Russell-Trubitt: The Shaping of Musical Elements ERRATA Voll

Vol Book Page Change
Text
I tx 10 ex.1-13c 2/2not2/4
1 tx 41 ex.2-20 add an up-arrow above the 5" so it is an emergent tone.
1 tx 52 ex.2-38m.3 Istnoteis C, notB
1 tx 63 2nd from last paragraph, line 2: change p.000 to p.399
1 tx 76 in parag. under “Types of Triads” line 5, change “minor third” to “major third”.
1 tx 82 table4-1: vif’ needs slash on the o = vif'.
1 tx 83 table4-2: if’ should have slash on the o: =1’
1 tx 106 ex.7-5b lstnotein alto =G, notF
1 tx 116 ex.11-9 should be “bin ich nit”; “mit” is wrong.
1 tx 200 ex.14-2b in m.8 down-arrow belongs between 1st & 2nd 8ths, HC; rest of bar in next phrase.
1 tx 200 ex.14-2b m.5 LH has C on top.
I tx 222 ex.15-14d in m.1 & 3 the brackets with vR should be [vR], not including the Sx2 or S. [See extra sheet]
m.1 m.3
Sx2 S

[VR [VR
1 tx 223 ex.15-15m.6 bracket with VR should not include the S, hence [VR
1 tx 223 ex.15-15m.12 the bracket with vR should not include the S, hence [VR. See corrected version below.

m.6 m.12
Sx2 S

[VR _M\W [Also, see extra sheet.]
1 tx 242 ex.16-10 m.1 L above the bass part in LH
I tx 283 ex.19-5 key is C:not G:
I tx 296 ex.20-3 m.7 last note in sop. =D, notE
1 tx 298 ex.20-6 m.5:vii’7 not ii®7
1 tx 309 ex.21-2title incomplete:
1 tx 310 ex.21-4 change caption to read: Symmetrical and asymmetrical units
1 tx 320 ex.21-16b Key is c: (minor)
1 tx 353 fig.23-5 meas.no. don’t match score arrows. See list of 13 erroneous numbers, from m.14 to m.50:
1

5,19,23,29,33,43,(50) should be replaced with 14,18,22,32,38,42,(48) respectively as below (in bold & underlined): [See extra sheet]

1 5 9 14 18 22 28 32 38 42 (48)54) (58) (63) (67) (71) (77) (81)




tx 401 m.13 under “Crest of higher-level units. The 1st level crest (uparrow) must have 1 slash, not 2.
tx 401 m.21 arrow must point up, not down.

Workbook

wb 38 exr.3-8d, missing symbol after “with”: add triangle in parentheses.

wb 111 exr.10-6f The set of “643” numbers belong under the 2nd note, not the 1st.
wb 130 exr.12-4 m.6 V --omit 4 and the 3

wb 150 Sonata in A major, Hob. XVI:5, not in G!

wb 163 exrl5-1, line 6, change p.000 to p.234

wb 248 exr.20-2e key sig. of voice OK,but piano must be one flat, pp248-249

wb 280 exr.22-1j m.14 LH beat 3 should be D#, not D natural

wb 306 exr.23-1f sys 7 key sig. missing in piano part: must have one flat.




A

accents 31, 34, 53, 69
agogic, see agogic accent
dynamic, see dynamic accent
metric, see metric accent
strongest, determining 69—70
accidentals 13-14
accompaniment 229-234
broken chord 230-232
less active 232
acoustics 393—-398
aeolian mode 48-49, 50
agogic accent 31, 53, 198, 201, 202, 207, 259,
322,374-375, 380
assessing strength of 69-70
agogic pattern 31, 55, 56, 201, 206, 385
principal 33
subordinate 33
Alberti bass 230
altered chord 263, 280, 294
alternate progressions 90
alternating roles 232
amplitude 393, 396
answer, tonal and real 241, 242
antecedent 308
anticipation 162, 168, 172
appoggiatura 165, 168, 171,172,174
arpeggiated six-four chord 150-151
arrows, downward 63—67, 308, 312—-314, 318,
334,336, 349, 362, 389, 391
arrows, upward 68, 381382, 384
arsis 31, 375
degree of activity in 70
length 69
arsis group 32
asymmetrical units 310, 320
atonal 44
attack 31
augmentation 57
augmented triad 76-77
authentic cadence 92-94, 126
perfect and imperfect 157, 158, 198

bar 4
bar form 357

basic duration (BD) 4—7
basso continuo, see continuo
beaming 8
beat 4-8
beat groups 68
binary form 327-337, 339, 385
continuity in 329
parallel beginnings and ending 329
rounding 334, 337
summary of characteristics 337
borrowed chords 294-305
analysis of 303304
in major keys 294-301
in minor keys 301-303
summary list of 305
broken chord 230-232

(=

cadences 36, 64, 67
conclusive and inconclusive 64
reappearance of opening figure 66
harmonic 91, 94, 157-158
harmonic, authentic 92-94, 126, 157, 158
harmonic, conclusive 92-94, 126, 158, 159,
226,307
harmonic, deceptive 92-94, 158, 198, 227,
298
harmonic, half 92, 94, 198, 227
harmonic, imperfect authentic 157, 158, 198,
226, 345
harmonic, inconclusive 92-94, 126, 158, 159
harmonic, perfect authentic 157, 158, 198,
226, 345
harmonic, phrygian 157-158
harmonic, plagal 92-94, 126, 158, 198, 226,
345
internal 335
cadential six-four chord 145-148, 198
cent 397-398
change of mode 51, 53, 260
chord 75 ‘
identification by letter name 77, 81
open and close position 98
soprano position 99
chord groups 85-89, 91, 188-196
chord members 75-76, 79
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chord progression 85, 202,375
chord representation 186, 224, 225
chord roots 7576
chord tones 119
chordal homophony 103, 224-229, 234
circle of fifths 28~29, 249
clefs 12
close position 98
closely related keys 248, 249
coda 345-348
codetta 345, 349
coherence 55
tonal, see tonal coherence
common chord 249
common chord modulation, see modulation
common tones 106, 110
conjunct motion 37-38
consecutive fifths and octaves, see parallel fifths
and octaves
consequent 308-309
consonance 75
continuo 130
contour 36
contrary motion 105
contrasting phrase construction 308, 323
counterpoint, writing two-voice 239-240
coupling, full 219, 234
rhythmic 217, 234
crest 68, 71-72, 73, 203, 374, 377
in higher structural levels 279389, 390
in phrases with melody and harmony
206-208
location of 71-72
crossed voices 96, 105-106
cycle, harmonic 91, 94, 126, 127, 203, 251, 252,
367,368, 369,372,375

da capo forms 341-342, 349

deceptive cadence 92-94, 158, 198, 298

delay, in imitation 240, 241

density 212, 234

diatonic modes 48-50, 53

diatonic seventh chords 81-83

diatonic system 17, 29, 48, 53
scales (modes) 48-50, 53

differentiated polyphony, see polyphony

differentiation 55

diminished seventh chord 81, 189, 279-280

diminished triads 76, 78, 79, 151-152, 279-280
doubling in 137

diminution 57, 58

direct modulation, see modulation

disjunct motion 37-38

dissonance 75, 144

distant key 248, 249

divisions of beats 4

dominant seventh chord 82—-84, 111, 115-116

dominant seventh chords, inversions 152-156
dorian mode 49
dotted rests 3
double neighbor group 167, 168,172,176
double period 311-313, 322, 323, 334
doubling 98, 134, 139-140, 145

melodic 219, 234
durations, articulation 31

notation of 29
dynamic accents 31, 53
dynamics 16-17, 377

changes 17

emergent tone 3943, 46, 51, 53, 70-72, 362,
364, 367,372,374, 380

enharmonic equivalent 15

equal temperament 397-398

escape tone 162, 168, 171

extended phrase, see phrase

F

figured bass, altered tones in 131,152, 154
realization 130, 132
summary of figures 184
system 130

first-level unit 307, 323

follower 240

form 55, 73

formal unit 307, 323

formal analysis 386—389, 391

forms, bar form 357
binary form 327-337, 339, 385
binary form, rounded 334, 337
four-part forms 358-362
ternary, da capo forms 341-342, 349
ternary form 339-344, 372
ternary form, extended 343, 372
three-part forms 339-358, 372
two-part forms 325-337, 339, 357

four-part forms 358-362

free imitation, see imitation

frequency 393

full coupling 219, 234

functional harmony 90, 94

fundamental 394, 395

G
great staff 12

H

half cadence 92, 94, 158, 198

half-diminished chord 81, 191, 279-280

half step 31, 17

harbinger chord 250-253, 255, 257, 259260
harbinger tone 250, 257

harmonic cycle 91, 94, 126, 187
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harmonic minor scale 26-27

harmonic rhythm 123, 125, 127
agogic accents in 375

harmonic tension 197-210, 374

harmonics 395,396

harmonization 124-127, 139142

hearing range, human 393

hertz 393

heterophony 221, 234

hidden octaves and fifths 108

Hindemith, P., interval roots 44

homophonic music 75, 384—388, 390

homophony, chordal 103, 224—229, 234

IJ

imitation 240-245

follower 240

free 242

interval of 240

leader 240

strict 241

writing 244-245
implied lines 215, 234
incipient ternary form 345
incomplete chord 98
interlocking phrases 67, 198, 315-316, 323
internal cadence 335
interpretation 67

agogic 390,391

dynamic 389, 391

tension in 209, 389-390
interval of imitation 240
intervals 18—22

augmented 19

compound 21

contraction and expansion 59

diminished 19

inversion of 20-21

major 19

minor 19

roots 44

simple 21

summary of 22
introductions 345~353
inversion, harmonic 227

melodic 59

of intervals, see intervals

of secondary dominants 270-271, 277

of seventh chords 80, 132-142

of triads, first inversions 76

of triads, second inversions 76
ionian mode 48-49

K

key cycle 368, 370, 372
key relationships 248, 249
key signatures 24, 27-28

L

leader (imitation) 240
ledger lines 13
locrian mode 48—49
loudness 393, 396
lydian mode 49

major seventh chord 81
major triad 76-77, 78, 79
measure 4
melodic analysis 42-43, 55-73
melodic cadences 64, 67
melodic doubling 219, 234
melodic inversion 60
melodic minor scale 26-27
melodic motion 37—-38
melodic sequence 58-59
leg (member) 58-59
melodic motives 57-62, 66, 68, 73
interval contraction and expansion 59, 62
inversion 59
modified recurrence 60
recurrence 57, 60
repetition 57
retrograde 59-60
sequence 58-59
melodic tension, tension crest 68—73
melodies, writing 5253
melody, prominence through change of
direction 38, 42

prominence through disjunct motion 38, 42

prominence through location 39, 42
prominence through recurrence 39, 42
melody with accompaniment 103, 229-233,
234,340
melody and harmony, relationship of 230
meter 4-11
duple 5
quadruple 5
signatures 4
simple and compound 4-6
triple 5
metric accent 31, 34, 53, 69, 202, 375, 380
relative strength of 6
minor mode 50, 51, 53
minor scales, harmonic 26-27
melodic 26-27
natural 25, 26, 27
minor seventh chord 81
minor triad 76-77, 78, 79
mixed choir 96
mixolydian mode 49
modes, diatonic 48—50, 53

modulation 51, 53, 249-261, 264, 275-277, 325,

375
analysis of 257-259

INDEX
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common (pivot) chord 248, 249, 250-255,
257,259-261, 289
direct 255-257, 261
establishing new key in 252-255, 261
harbinger chord 250-252, 255, 257, 259-260
six-four chord in 253-254
stages in 257
writing 259-260, 261
monophonic music 75
motion, contrary 105
oblique 105
parallel 104
relative 104-105
similar 5
motives 55, 66, 68, 73
augmentation 57
diminution 57
fragmentation 56, 57, 58
interval contraction and expansion 59, 62
inversion 59
melodic 57-62, 68, 73
modified recurrence 60
recurrence 55, 57, 60
repetition 55, 57
retrograde 59, 60
rhythmic 55-57
sequence 58-59
variants 56
motivic analysis 56, 57, 61-62
motivic change, effect on agogic accents 70-71
mutation 51

N

natural minor scale 25, 26, 27
neighbor six-four chord 145-148
neighbor tone 120, 162,168,172, 174-175
nonchord tones (see nonharmonic tones)
nonfunctional harmony 90, 94
nonharmonic tones 119-122, 124, 126128,
161-170, 172, 183, 205, 228, 230, 287
anticipation 162, 168
appoggiatura 165-166, 168,172, 175
chromatic 169, 172, 253
consonant 168-169
double neighbor tone 167-168, 172,
176177
escape tone 162, 168,172,175
in figured bass 177-183
neighbor tone 120, 161, 168, 174-175
passing tone 119-120, 161, 168, 172, 174, 182
pedal tone 166,168, 172,177
preparation 119, 161, 172
resolution 119, 161, 172
retardation 165, 168,172,176
simultaneous 169
suspension 164-165, 168,172, 176, 178-182
normal progression 85—89, 90, 94, 203, 210,
266, 284285, 289

notation, pitch 11-15
rhythmic, grouping 7-11
note, dotted 3
tied 2,9
note names 12
note values 3

o

oblique motion 105

octave designations 16

octave signs 13

open position 98

overlapping 105-106, 316-317, 323
overtone series 395

overtones 394-396

P

parallel beginnings and endings 329
parallel fifths 108, 117,127, 128
paratlel motion 104
parallel octaves 108, 117, 127
parallel phrase construction 308-309, 320,323
parallel scales, major 26, 51
minor 26, 51
part writing 103, 226-229
partials 396
passing six-four chord 149
passing tone 119-120, 161-168, 174, 182
pedal point 166, 168, 172, 177
period 307, 311, 312, 313, 315321, 323, 334,
336,359
phrase 36, 62—73, 307, 313, 323, 336
phrase, construction 308-309, 320, 323
contrasts in content 65, 198
phrase and cadences 36, 307
phrase extension 198
phrase grouping 307, 311, 313, 323, 335
phrase length 63, 198
phrygian cadence 157-158
phrygian mode 49
Picardy third 302
pitch, names, see note names
pitch, notation, see notation
pitch class 15
pitch complement 46—48, 50, 51, 53, 252, 253,
257,261
pivot chord 250, 251, 253, 255, 257, 259-261,
289
plagal cadence 92-94, 158, 198, 345
polyphonic music 75, 236, 245
polyphony, differentiated 236, 245
unified 237, 245
preparation of nonharmonic tone 119, 172
progressions, alternate 90, 94, 272
chord 124
irregular 90, 94, 272
‘normal 85-89, 90, 94, 203, 210, 266, 284285,
289
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tension in 202-204, 210
pulse 4
Pythagorean comma 397
Pythagorus 393, 396

(]
quasi-cadence 318, 323

range of a melody 36-37
ranges of voices 96
realization, figured bass 130, 132
recapitulation 333
recessive line 213, 214, 217, 218, 227, 228, 229,
234,376
relative motion 104—105
relative scales, major 25, 26
minor 25, 26
release 31
remote key 248, 249
repeat signs, significance in analysis 339, 340
repeated sections 339
repetition of tones 41
reprise 340
resolution of nonharmonic tones 119, 172
resolution of dominant seventh 115-116,
152-156
resonance 394
rests 2,3, 10-11
retardation 168, 172, 174, 322
retrograde motion 59-60
rhythmic analysis 31-35
rhythmic coupling 217, 234
rhythmic motives 55-57
augmentation 57
diminution 57
fragmentatjon 56
recurrence 55
repetition 55
variants 56
rhythmic notation, see notation
ritornello 345, 349
Roman numerals 77-78, 83
root position 76
rounded binary form 334

salient line 207, 213, 214, 221, 227, 229, 230,
232,234, 245,345,376

SATB 96

scale 23-28, 46-50, 53
diatonic 48-50, 53
major 22—24, 29, 4748, 50
minor 25-28, 29, 4748, 50
writing a major 24

scale degree names 23, 28

scale degrees 23, 27, 29, 44—45
variable 26-27, 50

second-level unit 307311, 315-321, 323, 334,
336
crest of 380381
secondary dominants 263—277
analysis of 274-277
characteristics 263264, 277
inversions of 270-271,277
irregular resolution 272-273, 277
normal treatment 266—271, 277
regular resolution of 267-269, 277
successive (chains of) 273—-274
secondary leading tone 263
secondary leading tone chords 278—292
analysis 289291, 292
characteristics 280, 292
enharmonic spelling of 289, 292
progressions 284288, 292
resolution 291
successive
secondary metric accents 6
secondary tonic 263, 280, 282, 283
sequence 58
diatonic (tonal) 59
exact 58
leg 58
member 58
modified 59
seventh chords 79, 83
in major keys 81, 186-187
in minor keys 82—83, 186-187
inversions 152-156, 187
members of 79
types of 80—81, 83, 186-187
shortened phrase, see phrase
similar motion 104
similar phrase construction 308-309, 320, 323
six-four chords 144-159, 225, 253, 267, 286,
287,289
arpeggiated 150-151
cadential 145-148, 198
passing and neighbor 149-150
sonorities, tension in 204
soprano position 99
spacing of voices in chords 97
staff 12
great 12
stem direction 14, 15, 97
step progression 4043, 46, 51, 53, 72, 364, 369,
374,380
culmination of 40, 51
role in unification 66
strict imitation, see imitation
strophic song 353, 359
structural analysis, cadences 315
downward arrows 63-67, 308, 312314, 318,
334,336, 349, 362, 389, 391
unit relationships 307-311, 323
structural units, first-level units 307, 323
higher levels 307-323
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period 307
phrase 307
second-level units 307-311, 315-321, 323,
334,336
third-level units 311-313, 322, 323, 334, 336
typical lengths 314
subdivisions of beats 7
subphrase 63, 221
subtonic 28, 88, 283
successive diminished seventh chords 291
successive secondary dominants 373-374
suspensions 164, 168,171, 174, 177-182
successive (chain) 180
symmetrical units 310, 320, 323
syncopation 52

T

temperament 396-397
tempo 4
tension, at higher structural levels 379-389, 390
crest 68, 71-72, 73, 203, 206-208
dynamics as sources 377-378
harmonic sources 202—-205, 210, 374-375
in agogic patterns 35-36, 53
increase and decline 68
melodic 68~73, 374
melodic sources 374
sources of 374-379, 390
textural sources 375-376
timbre as source 378-379
tension analysis, upward arrows 68, 71, 381,
389,391
ternary form 339-344, 372
extended 343, 372
incipient 345
tessitura 37
textural changes 212
texture 375
analysis 212—234, 375
analysis, symbols used in 234
thesis 31, 55, 201, 375
length 69
third-level units 311-313, 322, 323, 334, 336
crest 381-382
thoroughbass, see continuo
three-part forms 339-358, 372
through-composed 362—372
tie, see note
tierce de Picardie 302
timbre 378, 393—-396
time signatures, see meter
tonal arch 328-329
tonal center 44
tonal coherence 362—372
tonal melodies 45-46
tonality, changes in 51, 53
tone 2, 31
attributes of 393

tonic 23, 29, 44
how established 45-46
tonicized 263, 282
transitions 345
triads 75, 83
first inversion 132—-142
in major keys 77-78
in minor keys 78-79
incomplete 98, 114-115, 116
members of 75-76
second inversion 144151
types of 76
trio 341
tritone 44—45
resolution 111, 115
tuning 396
two-part forms 325-337, 339, 357
two-voice framework 362-364
two-voice music, cadences in 226—-227
chord representation in 224

u

unified polyphony, see polyphony
unit relationships 308-312, 318, 320, 323, 339,
380

v

variable implied lines 216, 234
variable lines 214, 234
vertical placement 212, 221, 234
vibrating strings 394-395
voice leading 103, 106-112, 124, 230
voices, ranges 96

relative motion of 104-105
voicing 96

W/X/Y/Z
whole step 13
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