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PREFACE TO
THE REVISED EDITION

THE REISSUANCE OF Structural Functions of Harmony some
fifteen years after its first publication is an important event for
a number of reasons: not only does it permit the correction
of numerous errors and the inclusion of a much-needed index
for accessibility of material, but, more importantly, it offers
again the definitive statement of a central musical problem by
one of the great creative minds of our time. Appropriately
this new edition arrives at a time—eighteen years after its
author’s death—when Schoenberg'’s towering influence and
authority as composer and theorist have become widely ac-
cepted. In fact, his words have greater pertinence today, and
for a wider public, than they ever had during his lifetime.

Structural Functions can be studied not only as a practical
guide in harmonic technique and analysis but, at the same
time, as a document of the evolution of Schoenberg’s own
musical philosophy. In the course of this work one can trace
the basic presentation of harmonic principles, their enlarge-
ment into a unified system of monotonality which, in turn, is
applied to the examination of various kinds of musical forms
from the eighteenth century to the twentieth, leading, logically
and inevitably, to a consideration of their relevance to twelve-
tone composition. Schoenberg’s statement in the last chapter
(“Apollonian Evaluation of a Dionysian Epoch”):

One day there will be a theory which abstracts rules from

these [twelve-tone] compositions. Certainly, the structural

evaluation of these sounds will again be based on their

functional potentialities.
not only has a prophetic ring in our contemporary theory and
practice, but also emphasizes his evolutionary concept of
musical composition.!

As has been noted elsewhere, this work is the result of
Schoenberg’s teaching in an American university. It includes

1Although Schoenberg himself originally wanted to have this last chapter ap-
pear first and was overruled by the first publisher to whom he submitted lge
manuscript, the present order does not materially alter the inherent conse-
quences leading from the study of harmony to its ultimate goal.
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STRUCTURAL FUNCTIONS OF HARMONY

material collected by his students in class, much of which he
improvised on the spot. Discovering then (1936-43) that his
students were poorly prepared, he compiled a number of basic
texts in harmony, counterpoint, and composition in an at-
tempt to correct their deficiency.? These texts, therefore,
strongly emphasize training in fundamentals and can be used
by beginners in musical theory; but they also pose new con-
cepts and interpretations which challenge musicians at any
stage of their development.

Structural Functions stands in direct lineal descent from
Schoenberg'’s first great text, his Harmonielehre.® Acquaint-
ance with this earlier book is of inestimable value for a thor-
ough understanding of the later text, although Schoenberg,
realizing that a complete translation of Harmonielehre was
not available, undertook a condensation of some of its basic
principles in Chapter II of the present work. Among these
principles the most important is the concept of root progres-
sions. This is the foundation of Schoenberg's explanation of
all harmony progressions, involving altered chords as well as
simple triads. Starting with this basic assumption, it is applied
at first to diatonic harmony, then to chords constructed with
substitute tones (Chapter 1II), to transformations (Chapter
V), and finally to vagrant harmonies (Chapter VI). It is rec-
ommended that one studies alterations of chords in this order
before proceeding to the study of regions. The regions in
minor, particularly (see Chapter IV), involve the use of altered
chords before their elaboration in succeeding chapters. The
other main derivation of altered chords, that of tonic minor
and subdominant minor, which plays an important part in the
Harmonielehre, is now' incorporated into the discussion of
“Interchangeability of Major and Minor” (Chapter VII).

It is this very change of interpretation, from chord deriva-
tion to region, which distinguishes Structural Functions from
the Harmonielehre and is its main point of departure. What

? Besides Structural Functions of Harmony these works include Models for
Beginners in Composition (G. Schirmer, 1942), Preliminary Exercises in Counter-
point (Faber and Faber, 1963), and Fundamentals of Musical Composition
(Faber and Faber, 1967).

3 Originally published in 1911, subsequently revised in 1922 and reprinted in
1966 (Universal Edition, Vienna), it has been partially translated into English
under the ttle, Theory af Harmony (Philosophical Library, New York, 194R)

X

PREFACE TO THE REVISED EDITION

appeared as modulation in the Harmonielehre (and in most
other treatises on harmony as well) now becomes part of a
unified concept of monotonality (see p. 19 for a complete ex-
planation), so that instead of measuring distances from key to
key (by their relationship within the circle of fifths) a single
tonality (tonic) is accepted as the center of all harmonic move-
ment to and from its various regions. Although Schoenberg
had for many years employed terms associated with regions,
he did not apply them consistently until his Models for
Beginners in Composition in 1g42: in its Glossary there is a
definition of regions which is essentially the one found in
Structural Functions. However, 1t is only in the latter work
that Schoenberg provides a thorough explanation of their
relationships, principally in the “Chart of the Regions”
(pp- 20 and 30) and in “Classification of Relationship”
(Chapter IX). Admittedly, the theory is not complete;
Schoenberg, as was his usual custom, postulated certain
hypotheses regarding the main problem of key relationships
within a composition — how, in fact, harmony functions in
determining the structure of a piece. Of the relationships
between the regions many, but not all, are explored, at first
in four-part harmony. Moreover, when the regions are later
applied to the analysis of examples from literature, many
instances occur where other explanations of regions could
be given. An examination of the classification of regions
(Chapter IX) shows the difficulty of finding simple analyses
for indirect and remote relationships. This results from a
number of causes — the effect of enharmonic changes, the
approach to regions from “flats or sharps,” the interchange-
ability of major and minor, etc. —so that more than one
region at a time may be valid. Further ambiguities may be
brought about by the multiple meanings of transformations,
vagrant harmonies, and other altered chords. It is suggested
that theorists and students search for other solutions to these
problems of regions.

In cases where the relationships move very rapidly, as in
the Durchfiihrung [Development section] or among the
so-called “free forms” (see Chapter XI), only the concept of
roving harmony is applicable (see p. 164). Although he seem-
Ingly avoids the issue of regions, Schoenberg does not claim

X1



STRUCTURAL FUNCTIONS OF HARMONY

that this theory will explain every relationship (see his state-
ment on p. xii). Instead, as he had done in his other theoretical
writings, he advances certain concepts which can be absorbed
by anyone who is able to master the basic ideas of musical
relationships and is not merely satisfied with superficial defini-
tions or attracted by the ephemeral qualities of music. It may
be true, as some critics claim, that Schoenberg is essentially a
preserver of traditional values rather than the revolutionary
he is popularly supposed to be. Unlike most preservers of
the past, however, who only seck, by historical or stylistic
references, to codify theory within a closed system, his con-
cepts, though rooted in tradition, are vital to our time because
they derive from the resources of an ever-enquiring and
constantly growing musical intellect. Thus, above all, Struc-
tural Functions should be approached as a challenge to the
musician who wishes to deepen and enrich the understanding
and practice of his craft.

LEONARD STEIN
Los Angeles, California, 1969

xii

EDITOR’S PREFACE TO
THE FIRST EDITION

WriTtEN in the last years of Schoenberg’s life, Structural
Functions of Harmony represents the master’s final thoughts on
‘ traditional ’ harmony, and sums up all his conclusions on
the subject subsequent to the Harmonielehre. There is no need
for me to stress the value and importance of this work; the
reader will be able to appreciate this for himself. Having
been entrusted by Mrs. Schoenberg with the task of preparing
the book for publication, I need only explain the extent of
such ““ editing > as has been done. This has mainly consisted
of purely grammatical alterations designed to make easier
reading here and there, without altering Schoenberg’s thought
in any way. In addition some explanatory phrases have been
interpolated; these are enclosed in square brackets. Schoen-
berg’s prose style was always extremely compressed, even
elliptical; and these interpolations are merely designed to
bring out the meaning more easily.

The remaining problem is that of the technical terms used.
Many of these were devised by Schoenberg himself, and do
not correspond to the normal American or English usages;
as Mrs. Schoenberg says: ‘“ He was striving sometimes for
days to find the right expression if he felt that many of the
usual terms were misleading and erroneous and did not
correspond to the meaning ”. In these circumstances, and
also in view of the fact that the book is designed for both
American and English readers, whose musical nomenclature
often varies considerably from each other’s, clearly the right
course is to leave Schoenberg’s musical terms without alter-
ation, and to provide an explanatory glossary of those terms
which differ from either American or English usage. This
will be found on p. 197.

In conclusion, I would draw the reader’s special attention
to the Chart of the Regions (p. 20); thorough mastery of the
symbols contained in this chart is essential for the understand-
Ing of the analyses in the latter part of the book. In particular,
'tisimportant to remember Schoenberg’s practice, following the
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STRUCTURAL FUNCTIONS OF HARMONY

normal German usage, of writing the names of major keys in
capitals and of minor keys in small letters, without any
explanatory *“ major” or “ minor ”—thus F= F major; f=F
minor; SD=subdominant major; sd= subdominant minor.
My grateful thanks are due to Mr. Leonard Stein of Los
Angeles, who helped Schoenberg in the preparation of the
book, particularly with regard to the musical examples. Hi:
practical assistance and advice have been invaluable.
Many thanks are also due to the following publishers fo:
permission to print quotations from copyright works.
Boosey & Hawkes Ltd

Hinrichsen Edition Ltd., the proprie-
tors of Peters Edition.

Strauss. Salome
Grieg. Cello Sonata
Reger. Violin Concerto

Schoenberg. Der Wanderer
Lockung
1st Chamber Symphony
Pelleas & Melisande London)

Dvorak. New World Symphony Alfred Lengnick & Co., Ltd

Edition Jean Jobert and United Musi
Publishers Limitec

By arrangement with

Universal Edition
(Alfred A. Kalmus,

Debussy. Images

HuMmPHREY SEARLE
London

Xiv

THE USE OF THIS BOOK FOR TEACHING
AND SELF-INSTRUCTION

Tws book contains in condensed form the methods of teaching
harmony as presented in my FHarmonielehre. Those whose
training is based on these methods will easily be able to follow
the more remote conclusions on the evaluation of structural
functions. Unfortunately the understanding of harmony by
many students is superficial, and foreign to the procedures of
great composers. This is caused by the general use of two
obsolete teaching methods. One, consisting of writing parts
above a figured bass, is much too easy a task; the other,
harmonizing a given melody, is too difficult. Both are basically
wrong.

Practising part-writing is the only achievement of the
figured-bass method. The expectation that becoming familiar
with correct harmonic progressions will train the ear is not
justified. If such were the case, familiarity with good music
would make further teaching superfluous. Besides, playing
from figured bass is no longer customary. I suppose that my
generation was the last to know it. Today even good organists
prefer written-out harmonies to the obsolete shorthand nota-
tion.

Harmonizing given melodies is in contradiction to the
process of composition; a composer invents melody and
h_armony simultancously. Subsequent correction may some-
times be necessary; improvements anticipating later develop-
ments and adaptations for changed purposes may challenge
the composer’s technique. One might also be obliged to
harmonize a melody—a folksong, or one by a “ one-finger
composer . Again, this can be done only by one who has
been born with or has acquired the sense for the evaluation
of harmony.

i Morc than forty years of experience have proved to me that
1t 18 not difficult to study harmony according to the method
O,f my Harmonielehre—that is, to compose harmony progres-
Sions from the very beginning. It is also the intention of this

JOK to provide students who have been taught in other ways

With a full insight into this technique. Basic advice for this
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STRUCTURAL FUNCTIONS OF HARMONY

purpose is given in Chapter II; additional recommendation:
appear in the following chaprers.

Of course, part-leading must not be allowed to be a handicay
to one who attempts these advanced studies. One who cannot
control four parts with a certain ability either has not worked
seriously or is entirely untalented and should give up musi
at once,

Knowing the treatment of dissonances, obeying the advice fo)
the use of root progressions, and understanding the process o
““ neutralization ! will provide the background for furthe:
conclusions. It is important to relate * substitutes”’* anc
“ transformations "3 to degrees*, and to understand that they
do not alter the structural functions of the progressions. The
intensify the affinity between tones and promote melodically
convincing part-leading.

It should not be overlooked that harmonies with multipl
meaning—the “ vagrants ”’®—may occasionally proceed i
conflict with the theory of root progressions. This is one ©
the short-comings of every theory—and this theory canno
claim to be an exception; no theory can exclude everything
that is wrong, poor, or even detestable, or include everything
that is right, good, or beautiful.

The best 1 can aim at is to recommend such procedures a
will seldom be wrong, to draw the attention of the student t«
the fact that there are distinctions to be made, and to give soms
advice as to how the cvaluation of harmonic progression
will help him to recognize his own shortcomings.
18ee p. 18 and p. 24.
rcf. Chapter 111.

s cf. Chapter V.

i “Degree” means the root and the chord constructed on a degree of the scal
“The tones of the scale, each of which is the root or lowest tone of a wriad, a
called degrees** (Schoenberg, Harmonielehre, p. 35; Theory of Harmony, p. 11.)

5 See Chapter VL

XVi
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PUBLISHER’S NOTE

CERTAIN CORRECTIONS that could not be accommodated in th
body of the text have been placed in an Appendix (p. 198
An asterisk in the margin of the text indicates that addition,
material will be found in the Appendix.

CHAPTER 1
STRUCTURAL FUNCTIONS OF HARMONY

A TriaD standing alone is entirely indefinite in its harmonic
meaning; it may be the tonic of one tonality or one degree of
several others. The addition of one or more other triads can
restrict its meaning to a lesser number of tonalities. A certain
order promotes such a succession of chords to the function of a
progression.

A succession is aimless; a progression aims for a definite goal.
Whether such a goal may be reached depends on the continu-
ation. It might promote this aim; it might counteract it.

A progression has the function of establishing or contradicting
a tonality. The combination of harmonies of which a pro-
gression consists depends on its purpose—whether it is estab-
lishment, modulation, transition, contrast, or reaffirmation.

A succession of chords may be functionless, neither expressing
an unmistakable tonality nor requiring a definite continuation.
Such successions are frequently used in descriptive music

(see Ex. 1).
Wagner: Lohengrin, Prelud i
a g“sm 3t FEIUS : b) Lohengrin
1. ¢ Nun seibe-dankt JI
- 054 =
. 3 —
I VI 1 i I Vi I

c) Gotterdimmerung

d)ﬂ Giétterdimmerung

R gt k|
 — = L - T
i s "
¢) Gotterdimmerung f) Schubert Am Meer
T /——1\% t - — { r g >
; - 419,—-1.(§ 14] -rly o Re T 4 B
= = t + T
4T dyd |psEyd
i et
e T = s s &
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e STRUCTURAL FUNCTIONS OF HARMONY

The harmony of popular music often consists only of a mer.
interchange of tonic and dominant (Ex. 2), in higher forms
concluded by a cadence. Though a mere interchange i:
primitive, it still has the function of expressing a tonality
Ex. g illustrates beginnings with mere interchange of I—IV,
I—II, and even I—IV of the submediant region."

a)

= T T ~ == |
T - = ¥ T T ¥ = 1 y ) T = ncca | |
r3 . v oo rs T T = )\
| |
T T 1
y 3 2 —F T & 3 = ¥ R —edl
- - 1 - - . s r = 1 = Py |
o - ’
I
T T T T
=k T v 3 >z & T e P e v
P 3 = T - - - . X [ 3 [; F
I L | |
5= 1 T I 1
¥ 3 > — = P m— 1 e
Fa—F  f § A s  —3
o— & i |
L g g L

a)  Schumann: Piano Quintet

(f@ T e

b) Beethoven: Sonata,Op.57

rn O ?.

STRUCTURAL FUNCTIONS OF HARMONY 3

another region or tonality, cadential progressions may establish
this region. This occurs in subsections, preliminary endings,
contrasting additions of subordinate themes, connecting
passages with the purpose of co-ordination and subordination,
transitions, and in modulatory sections of scherzos, sonatas,
symphonies, etc.

Roving harmony is often to be observed in modulatory sec-
tions—for example, in fantasies, recitatives, etc.! The differ-
ence between a modulation and roving harmony is illus-
trated in Ex. 4. Evidently in Ex. 4b, c, d, no succession of
three chords can unmistakably express a region or a tonality.

a) Modulation
o)

1 =

L

RS
(]

4' o Lﬂ

I —"

R

o

plLl
I

;
<

b) Roving

T a
3 g e 1’ ~r
- tb’— 4 NN
Com oy 1 h—} > # 3% E = - + 1 — 1 i 15 li"‘l".
o 0 ) T T T — L 4 t -+ ——f
s & & =i T T T
- &l & ] v .
. v ¥ I g
A - a Brahms: In stiller Nacht
c)AB“ecthgen. Quﬁrtrt,OAp.OQ/2 31 : (Gesinge fiir Chor) '
( s - ﬂ] AIL 1z I o { { “,l‘_'L T
) TN
ol f :F: 'r ~~
P e e Lg""‘
o g=—13 ; T & — T
L A ,!; >
(e minon) "D VI H VI I # 1 # 1
! w1

*See CHART OF THE REGIONS, p.20

The centripetal function of progressions is exerted by stopping
centrifugal tendencies, i.c., by establishing a tonality through

the conquest of its contradictory elements.

Modulation promotes centrifugal tendencies by loosening
the bonds of affirmative elements.” If a modulation leads to

! For the regions, see Chapter 1I1.
[2 i.e. Elements which affirm one definite tonality.]

d) Rovi
L = e = —
L | [ 4 | bo |
M=o
SN

! See The So-called * Free Forms”, p. 165 f.
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CHAPTER 11

PRINCIPLES OF HARMONY
(A Brief Recapitulation)

Harymony teaches:

Firstly, the constitution of chords, that is, which tones and
how many of them can be sounded simultaneously in order to
produce consonances and the traditional dissonances: triads,
seventh chords, ninth chords, etc., and their inversions.

Secondly, the manner in which chords should be used in
succession: to accompany melodies and themes; to control
the relation between main and subordinate voices; to es-
tablish a tonality at the beginning and at the end (cadence);
or, on the other hand, to abandon a tenality (modulation and
remodulation).

Whether the chords built on the seven tones of the major
scale appear as triads, seventh chords, ninth chords, etc., or
as their inversions, they will always be referred to according
to their root, i.e., as first degree (1), second degree (1I), third
degree (111), etc.

a) Triads of C-major

Degrees: 1 m mw v

¢) Ninth Chords

Ig I mg IVg Vg Vig Vilg

PART LEADING

When connecting chords it is advisable that each of the
four voices (soprano, alto, tenor and bass, generally used to
present harmonic successions) should move no more than
necessary.! Accordingly large leaps are avoided, and if two
chords have a tone in common it should, if possible, be held
over in the same voice.

1 % 8ie gehorchen dem Gesetz des niichsten Weges * (They obey the law of the
shortest way), Anton Bruckner taught his class at the Vienna University.

4
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This advice is sufficient to avoid the greatest mistakes in
part leading, though special precautions are necessary to avoid
open or hidden parallel octaves or fifths. Contrary rather than
parallel motion is recommended.

DISSONANCES AND THEIR TREATMENT

While consonances such as simple triads, if faulty parallels
are avoided, can be connected unrestrictedly, dissonances
requirc special treatment. In a seventh chord the dissonance
usually descends one step to become the third or fifth of the
following harmony, or is held over to become its octave.

Treatment of Dissonances

a) b) c)

Fe—H—o—na—
88—

e & 3

If ninth chords are used, a similar treatment of both seventh
and ninth is necessary.
OUTER VOICES

Of greatest importance is the construction of the two outer
voices, soprano and bass. Leaps and successions of leaps which
tradition calls unmelodic should be avoided; both voices need
not become melodies, but should possess as much variety as
possible without violating the rules of part-leading. In the
bass, which one might rightfully call the “second melody *,
6-chords, ¢-chords, S-chords, $-chords and 2-chords should
frequently be used in place of root positions of triads and
seventh chords. But the -chord, when not a mere passing
harmony, should be reserved for the $-chord of the cadence ”,

i Passing §-Chords ; §-Chord of the Cadence
¢
_é:éuﬁ__ 114 = #ﬁ

= 42 -
Rl'mcmbcr: in a 2-chord the dissonance is in the bass, and
Must accordingly descend to a S-chord.

-

-
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(b) A third down:
Ascending: 3td Down

b ¢) d) e) f) &)
a) qrd :
= [ e % (& S ) -
—— {3 & M=
8. X o - 3 7 o ) Q_j
| -
. o o le=la o = . n AR
3 e Ee R T e T e
ROOT PROGRESSIONS T vi ovil my vinf vE viov ovifvf
Note: there is a difference between the bass of a chord and  (2) Descending progressions:!
its root. In a 6-chord the third is in the bass; in a s-chord the ta) A fourth down:
fifth is in the bass, etc. Descending Progressions: 5t Up
a) ) ) d) <) d)
S S e um s s ro— 0 H — o
ez 3—:__“’_ = s — = oo | ——
9 etc.,
' S o — 3 e
7o) fo 6 G Vi
N J
6 v IE O 2 W Voo B BY o8
The structural meaning of a harmony depends exclusively {6} A third up: J ! 9
upon the degree of the scale. The appearance of the third, fifth : Desccndm%)P il i i 3"—d‘;’P
. . . a e,
or seventh in the bass serves only for greater variety in th o
15 3 . ’ )
sccond melody 7. Structural functions are exerted by roo! o=
progressions. 13. g etc.
" . oot o n ||le
There are three kinds of root progressions: o= )
. . -
(1) Strong or ascending progressions:! T O G I
(a) A fourth up, identical with a fifth down: (3) Superstrong progressions:?
Ascending Progressions: 4th Up (a) One step up:
?)Q ety 2 €) ) e) £ &) Supcretron§ Progressions: Step Up
s enioa g meloxigg Y : 2 g
= - . O o = - 3 e LS ] 3 © l?
10 / . t S o foge 38 oo g o
g";‘: o — s e i = e l 14 ¥ cte.
o —— - o o ne:&ﬂ&:"‘g%-e_—& . e

= S— e ] T £ ]
v 1 vi Hp; vobm 16 v ng v i) vie v vng 9—&—_“:_—_[!—_0':.__—9““—_

e

1 The term strong is used because great changes in the constitution of the chord 16 Hg né m m,; 1w ™ ¥
are produced. When the root progresses a fourth up the root note of the first chord They
is degraded, becoming only the fifth of the second chord. In the case of the root cant e do not possess the conquering power of the ascending progressions. On the
grngrcssinn a third down, the root note of the first chord is degraded even further, II?.{?W’ they promote the advancement of inferior tones. In I-V, II-VI,

ccoming the third of the second chord. The term ascending is used in order w0 = dn' etc., the fifth of the first chord always advances to become the root of the
avoid the term weak progressions in contrast to strong. Weak qualities have no advn . And in I-ITI, II-1V, ITI-V, etc., a tone of inferior importance, the third,
place in an artistic structure. This is why the second category of root progressions 2 Inarbxgea to become the root.
is not called weak but descending. For more on this subject see Arnold Schoenberg entire] th cases all the tones of the first chord are * conquered ”, i.e. climinated
Harmonielehre. p. 140, Theory of Harmony, p. 69 fl. ¥
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L e pogressions V-VI, V-1V (H-IV, HE-11).! Traditionally,
Step Down ?n the progression V-IV, IV appears as a 6-chord, and the
1) e rogression V-VI is seldom used otherwise than from one

root position to another.

15. ete. Deceptive F'ro%rcﬁsions
. O L O — a) [ c) d)
o 1f m ® v m oo e oo
} : g o0, . = - 0Ty
‘ Ascending » progressions can be used without restriction, 18 o
but the danger of monotony, as, for example, in the circle of e o= S
consecutive fifths, must be kept under control. g 3
Circle of Fifths RS Ny IV g W & U
E Nl i e T Superstrong progressions may be considered too strong for
——t E=s=r=s ;
:FFT:F— ’-_- r continuous usc.
1641 J L_JJ_:&L c THE MINOR TONALITY ) ' e
e s A 2 ] Our two main tonalities, major and minor, derive historicall
e g » e
el ol e e AL ) b7 from the church modes. The contents of the three major-like

modes—Ionian, Lydian and Mixolydian—are concentrated
in the one major tonality, and the contents of the three minor-
like modes—Dorian, Phrygian and Acolian—in the same
manner, are concentrated in the minor,

Major-like Modes
a), Tonian Lydian

Descending 4 Ascending Progressions
) B e) 19
s | 1 I i 4 2
g —— == '

“ Descending »* progressions, while sometimes appearing as a
mere interchange (I-V-V-I, I-IV-IV-I), are better used in
combinations of three chords which, like I-V-VI or I-ITI-VI,
result in a strong progression (see especially Ex. 17 ¢).

A
== f .
==c==== Misolydin V!
i &3 8 M
t o 4 1
——r = +- 1 g ‘

{v t - — 1! P) rgg}@!’-like Modes B
— Vi goo v g Dorian Phrygian
1 T 2 |

= R =
g T g HU’  — ﬁ | Aeolian (Minor Sc.adc)0
—
IEEE=IESETS
© S y . .« s ~ Y 4
‘, 11 ‘T,n it :’ V'“ ™v i Because of this origin, the minor tonality consists of two

scale forms. The tones of the descending form do not differ

Superstrong progressions often appear as deceptive! [i.e. falsc] fmm.,t'hgsc- of the relative major scale. The ascending form
progressions, generally when the first chord is a dominant (01 substlt}xtes for its natural seventh tone a leading tone a half-
an “ artificial dominant,” etc.; see Chapter III), in the step higher. Often, to lead more smoothly to the substitute

1
! The term * deceptive cadence " should be replaced by deceptive progression ‘lw Roman numerals—¥+, ¥, H#¥, H; etc,, indicate that the chords are
since there is no cadence: the superstrong progression avoids a cadence. red through the use of substitute tones.
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seventh tone, the natural sixth tone is also replaced by a tone

a half-step higher.! Jissonance (i.€. 1t

the necessity of

PRINCIPLES OF HARMONY 11

necessity either to be held over or to fall) and
the leading tone to rise is the cause of some

Substitute Tones
), Acolian b) e) problcmS- s Ve ;
o 4 ¥ " = Augmentedand diminished steps are traditionally considered
v —¥ j} .
s o o °© 57— 8 :6—-'1:7__-:% unmelodic. y :
In Ex. 23 a number of progressions are illustrated.
d)A Ascending Scale € Descending Scale
info o T“H o e} J] a) Ascending Progressions
X oS
(e g T 8 1 s
_f)A Dleri\-cd from Major Scale B b N 2 "8 r——
e =) 23,
il . s © g © 2 o 8 o
= e £ e —jo—r_——x o
B v T I "vpl Ht ¥
€), | Substitute Tones of c-Minor : St
2o 7 I r i 0
—- = 1 @g LY : L% 3 L e 3 L% ] LS ) |
E=S $6-47-8 BI—R6—5 LS e 8 —a—1
ete,
Ascending and descending scale forms (sixth and seventh ﬁ#ﬂzs_—‘o——k
tones) should not be intermixed, but kept apart to avoid e w1 o Vi m 1 T 1
cross-relations. : )
: : . ‘ ; . #) Descending Progressions
The inclusion of substitute tones in the minor tonality =) e ; e :
produces thirteen different triads, while there are only seven :f:%gg::qc i@;ﬁ;
in the major. When advice has been given for *“ neutralization ™ ) = =
of cross-related tones, it will become apparent that some ol : TP =
these chords endanger the tonality.? £ L S — bttt
| Triads of a-minor e W1 ——— e
¢ { - e) Superstrong Progressions
2L 'b:-=‘:-l(= LTQ + } ‘
3 - 1 e
I m v vi v = 3% —Egé«
For the same reason not all of the seventh chords are usable. = i Y e
Seventh Chords =
A L3 : e e e = ——r e
22, vV v um vé b e

y = m v v Vi VI ESTABLISHMENT OF TONALITY

The treatment of dissonances in the minor is often obstructed rgg o R |
by the necessity of keeping a substitute tone apart from it

y . A tonality i . A . i
natural tone. The discrepancy between the treatment of tht A o ality is expressed by the exclusive use of all its tones.

ale {or part
1 J. 8. Bach frequently uses the substitute seventh and sixth tones when descending affy
for melodic reasons.

of one) and a certain order of the harmonies

™M 1t more definitely. In classical and popular music, a

mere j . s . ;
* For more about the process of neutralization see p. 18 and Arnold Schoenberg® 1) & lnterchangc of I and V is sufficient if not contradicted

Hamonielehre, p. 116, Theory of Harmony, p. 49. b/ €Xtra-tonal

harmonies. In most cases, for sharper
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definition, a cadence is added at the end of an entire piec,
or of its sections, segments, and even smaller units.

Distinguishing a tonality from those tonalities whict
resemble it most is the first step towards its unmistakabl
establishment. C major differs from G major (Dominant) an
F major (Subdominant) by only one tone in each case, £§ anc
bb respectively. But it also has many tones and triads in com
mon with a minor (submediant), e minor (mediant), an
even d minor (dorian). Thus, Ex. 24a illustrates that th
first three triads admit the establishment of C major as wel
as G major or e minor. Similarly, in 24b such “neutral” triad
can be in C major, a minor or F major; and three neutral
in 24c can be continued in C major or d minor. A succession
of neutral triads fail to establish a tonality.

[In the following examples the various tonalities—from
major—are expressed in terms of regions: T, D, m,sm, SD
and dor. Se¢ CHART OF THE REGIONS, p. 20.]

pl

I

1T
M
N

PRINCIPLES OF HARMONY 13
e 1 1 1 1 2] ] S 1
; F T e e i e e
y [ == e B
) = Lla P
=' T S : __,% e ni —
(Hr ¥ mv #o v I .
SR e e ¥ W i W 1

The chords which express a tonality unmistakably are the
three main triads: I, IV and V. IV, by contradicting the
f2, excludes the dominant of G major; the bh of V excludes
the subdominant’s bp. In the cadence the traditional order is
[V-V-I, consisting of the superstrong progression 1V-V and
the ascending V-1.

s CORCES,

i 2 —e
-'.:—/—;- %— nI (&) ‘[y: _E::ttg j’kr‘ (& &)
o6 e i e = E
25. 21 8
e T I TR
1 e 1 - ¢ 1
= A ———
Ve I Vg 1 1 08 vif 6 v I
T 2 5 ~ d)l 4 ;
s =S N = N - } —t
e A
U ik AR
| st | |05
2 = = 4o P =
— ] 4 — — ] !,_j_l —1— __{_—*, — % ]
1mf i m v v 1 I o6 vv vV I

V in the cadence is never replaced by another degree and
appears exclusively in root position. But IV is often replaced
by IT (ascending to V) or by VI (superstrong to V).

a) b) x
s b | (I e (e Y
g et g e =
26 —8— B
f x
=
. = e
+ :{ 2 |l L &} 1 ,L } ‘{ L@ }
\ IR T o v 1 I vi 0wy vIv I
@ d)
e I e I
=3 L83 g_—‘b‘—‘
—1;_—— - — T t 1
x
| le & s £l = |
R 5 E
I -] . L& ) 4 s . 4{ %‘ T
AR I 1 vip vif mf VI vy I
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THE —CHORD OF THE CADENCE
The $—chord of the cadence is often considered as a prepared CHAPTER III
or unprepared dls§onan_ce to b'e rcsolved6 into V (see Ex.' 27 SUBSTITUTES AND REGIONS
a, b). By convention this function of the —chord has acquired
such prominence that it is often misleading if a ®~chord,  pgRIVATION OF THE SUBSTITUTES!
especially on a degree other than I, appears in another context Just as the substitute tones in the minor scale are derived

from the Aeolian mode, several other substitutes are derived
from the remaining modes. They may belong to an ascending
scale—like the artificial leading (seventh) tones of Dorian,

(see Ex. 27¢,d).

ﬁ-Chon‘l of Cadence

Prepared b Unprepared - : :
. | —" p\J\+ : e Ll . Mixolydian, Aeolian and occasionally also Phrygian—or to a
Nz —e) s & T I [ § 1 > - . nE . .
4 = éﬁ l descending scgle—hke the minor sixth in Dorian and the
27 x N ) \ perfect fourth in Lydian.
e 2 |, g | o |
e e et pap g e
- 1 1 1 3 1 . S ] 1 1 1 1 1 Xx 1]
v Jl’ 4:‘ ‘5‘, = I]IG Irg I‘, \ Derivation of Substitute Tones in .C major
&) 2) a) 8) Dorian
o rx | okt 7
3 ) - Sis il - =
I -
4 1~ 3
T e
=g £ & 015 =
1 = - =3 3 - i - 1
roav mwf vit YWee 1 W VoI

: 0 s n
I G P’ J o ¢ 8 M W | S Jom—

THE HALF CADENCE: OTHER CADENCES i o P
Half cadences bring forth all degrees belonging to a full 5 t 7 EEES s
cadence, but, instead of proceeding to I, stop on V: e.g. £). Ascending Substitutes Descending
IV-V, II-V or VI-V. : : 2 —
a) Half Cadences 5
- "A =2 tEﬂ B —— = FSma T ¢
28, WF? o (d
-V A S T
2— = o= 1
T =
4 1 W W N v 1 m
0 By iy ‘
RRE | e .
Lo | CERESEST S S
& 4 = {: E 7
ﬁf 7 = o & = &) Ascenﬂng i}ubstitutes h)rl)scﬁgz?gh?g
" S, MR

o LA ¥ v S v b ——
Plagal cadences, IV-I or II-I, and the phrygian cadence,
II-1II (or ), are only a means of stylistic expression and are [

- e, s
structurally of no importance. Borrowed ™ tones or notes]

5
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Substitute Tones in Bb Major

o BT e =M %) Dorian ; T .
< %ﬁ%ﬂﬁ%j:g

) Mixolydian J) Aeolian
- = i e L W —1
2 &) Descending

Substitute

) S| PEGmhe L€ - Sl et Mo Semme
— '.x‘llllllf
N 2

In Ex. 29 the modes and their substitutes are shown in
reference to a C major scale, and in transpositions to Bp and
A major, and are classified as ascending or descending sub-
stitutes. By substituting for [altering] the third in mino
triads, they produce * artificial” major triads and * arti-
ficial ” dominant seventh chords (Ex. 30 a, b). Substituting
for [altering] the fifth changes minor triads to ‘ artificial’
diminished triads (30c), commonly used with an added seventh
as in (gof), and changes major triads to augmented (3od).
Note also the diminished seventh chords! (30e) and the
artificial minor triad on V.2(30g).
a)MajorTn'ads

L)
M o@ OB OYE Wy Hy # Wy b

d) Augmented

¢) Diminished Sevenths

. WL N AR L

Artificial dominants, artificial dominant seventh chords,
and artificial diminished seventh chords are normally used
in progressions according to the models V-1, V-VI and V-1V,
i.e. the authentic leap a fourth up and the two superstrong
progressions, a second up and down. This is because their
thirds are leading tones.

H M ¥ W

! The seventh of a diminished seventh chord will be treated here as the ninth of 2
ninth chord whose root is omitted (see Chapter V, Transformations).

* A dominant is a major triad. If a minor third replaces the natural third this
triad must be called five-minor (v). [ie. 3],

SUBSTITUTES AND REGIONS 17

Artificial Dominants (V=1, V=VI, V=IV)

B oo B NN BV

.. s T s s 8.2 n
EFE——F ¥ = i o s ) ¥ .|
H 1 — mme—— = e

= — 3t T i it i

Roots: 9

The artificial minor chord on V preferably follows the
model of IV—V in minor. But ¥-% (Ex. 32¢) or ¥=IV (32d)
will also be found.

Model b)® ¢
2) " - M ) et L Il .J
S=s===ecaree
: e =
= g b z =
32, x x
> : 3
— 1 Y } = + . + + 1 =5
ar v v e v, X W vV H Y 1
d)
= g, ok
e
sSSeSss=
-
x
—th— - L@ ]
1 % 1
N = IV OD v I

Diminished triads, in the 1gth century, appear more
frequently with the added minor seventh. The same is true
of the artificial diminished triads on 111, which forms successions
resembling I1-V, I11-1 and II-11I of minor.

b) c)
1= L] N AL 15 oL

o ——

o I-& —
:n:&;:g:j Lo

: 7 By
oS A e FE
I /R Vv 1 #HIV I ov 1
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The artificial dominant on II is the first of the transformation;
of this degree (sce Chapter V) which are much in use, especi-
ally in cadences, where they introduce either I¢ or V7.

g @ b d,
)A He 3 ) | c)l Lo )l e
'i ! I & 1 [ &} n} } [ & -
] = = ‘—*% oo | o
34,
¢ =2 2 = A 4 e |l -
7 ,Ibi = L 1 + — [ %3 J]k"‘ I‘
# 1§ of 1§ oidgv H V4 v 1

INTRODUCTION OF SUBSTITUTES

Tones foreign to the scale can be introduced either quasi-
diatonically or chromatically. Both procedures are melodic
improvements of the part-leading and seldom involve a change
of the degree.

Quasi-diatonic introduction is best carried out in a way
similar to the introduction of the seventh and sixth tones in the
minor. The substitute seventh tone is a leading tone and must
ascend to the eighth tone [octave]. A substitute sixth tonc
should not lead to a natural sixth or seventh tone, nor should
a natural sixth or seventh tone be followed by a substitute
sixth or seventh tone. Substitute tones are ° neutralized’
by ascending, natural tones by descending (35c). However,
the natural sixth tone is combined with the substitute seventh
in a diminished seventh chord (36e).

a) Neutralization

But not:
=% T— T 1 — T t T ¥ )
25. —_d:jt:Egé:ﬁ:ijtﬁ:d:mj:j
§7—8
b) But not:

SUBSTITUTES AND REGIONS

neutr.

REGIONS I

Only four ascending and one descending leading tones
were used in the modes (cf. p.15). These and other substitutes
are derived from the relation of a tonality to segments of it
which are carried out like independent tonalities: the regions.
This consideration serves to provide a more profound under-
standing of the unity in the harmony of a piece.

Intermixing of substitute tones and chords with otherwise
diatonic progressions, even in non-cadential segments, was
considered by former theorists as modulation. This is a narrow
and, therefore, obsolete concept of tonality. One should not
speak of modulation unless a tonality has been abandoned
definitely and for a considerable time, and another tonality
has been established harmonically as well as thematically.

_The concept of regions is a logical consequence of the prin-
ciple of monotonality. According to this principle, every digres-
sion from the tonic is considered to be still within the tonality,
whether directly or indirectly, closely or remotely related. In
other words, there is only one tonality in a piece, and every seg-
ment formerly considered as another tonality is only a region,
a harmonic contrast within that tonality.

onotonality includes modulation—movement towards
::Sstil:;:‘rsmode and even establishment of that mode. But it
: these deviations as regions of the tonality, sub-
ordinate to the central power of a tonic. Thus comprehension
of the harmon' . P 2 A g T P
Dtk IC unity within a piece is achieved.
€ following chart the regions are presented by symbols

in an . 2ol Yo . ¢ .
order which indicates their relationship.



20

MM
Mm

MSM
Msm

SMM
SMm

SMSM
SMsm

S/TM
S/Tm

S/TSM
S/Tsm

T mecans

D

s,
t »
sd »
" »
sm 2
m ”»
SM £t}
M »

STRUCTURAL FUNCTIONS OF HARMONY

CHART OF THE REGIONS tva
mvm
M m D v bMD  bmv ovSM
mvsm
mM
min
SM m
sm 5 t bM b mSM
msm
tsmM
smm
S
SIT dor |SD| sd bSM bsm o
S S
Np
ABBREVIATIONS
tonic Np means Neapolitan
dominant dor ,» Dorian .
subdominant S/T ,, supertonic §
tonic minor bM » flat mediant major
subdominant minor pSM ,, flat submediant major
five-minor bMD ,, flat mediant major’s dominant
submediant minor hbm ,» flat mediant minor
mediant minor psm ,, fiat submediant minor
submediant major pmv ,, flat mediant minor’s five

mediant major

[NV.B. All symbols in capitals refer to major keys; those in small letters to minor

keys.]

The first symbol always indicates the relation to the tonic.
The second symbol shows the relation to the region indicated
by the first symbol. Thus: Mm reads “mediant major’s
mediant minor”(in C, a minor region on g¥); SMsm reads
“submediant major’s submediant minor” (in C, a minor region
on f#); psmSM reads “flat submediant minor’s submediant
major” (in G a major region on Fp), etc.

The tonics of the regions of C major arc presented below,
corresponding to the relations shown in the preceding chart.

% -
g
E e G g Bb bb
4 @
Ct Gb
ck A a C G Eb eb g::
l;: cb
" i
A

oy D d F f b ab %
b Db fb

SUBSTITUTES AND REGIONS 21

The regions closest related to a tonic are those in the centre
of the chart: dominant region (D), subdominant region
(SD), submediant region (sm) and tonic minor region (t). In
Chapter IX the regions are classified as: 1. Close and Direct;
II. Indirect but Close; III. Indirect; I'V. Indirect and Remote;
V. Distant.

INTRODUCTION OF REGIONS

Among the regions which resemble the modes, three are
major-like (T, D, 8D) and three minor-like (dor, m, sm).
The minor-like regions substitute [alter] those tones which
make them similar to relative minor (sm).

Dorian :
o = O B, 1’1_0 b)ig gk _5)i1 =i lﬁf
= s = — @ i TS o A?Efg‘ o
Eoie ,?»§ | leglee o) 42| o
EagdarigE s enenge e BB
T 7 ¥ F T ]\4/. T
4), In C-major I 13 ",

;3 + = F =1 T

- S L ¥ s 0
TySAEe 1 7 o e B oy zq\
G B e} : L gy X

- tip o 2
e e e e ——
™M1 v ¥ 0
n v v v G v A
(b)
a) Mediant Sl b) )
0 — — L TR -
ke a3 CEs — ﬁﬁ
e & 7 - - - - = ; jr |
38, o | | ete. etc|
L P fpfele toe e T E B
3_? - = i EEmt T . u . 1 T
e P T —
M1 m VEI IVI I W¥ I I VI %y
mvwv v 1 MWV VI vIilvn v
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Similarly, the major-like regions replace natural tones wij

substitutes, in order to simulate major tonalities.

a), Subdominant
(s S| |

b) Dmininani

———t 4 —

Pe—g—ic
(R 13 [~

39. ete.) 7
BES s s
™1 & ¥ % I I W VI B V
®&v s 1o v Syl G A |

Modulation from one region to another—after neutraliza.
tion of cross-related tones has been carried out—is based on
at least one harmony [chord] common to both regions. Whether a
region has to be established by a cadence depends on it
compositorial purpose. Substitute tones alone, however, will
seldom suffice to establish it distinctly. Three or more of the
characteristics of a region should be present. In every other
respect the advice given for the quasi-diatonic introduction
of substitutes (cf. p. 18) applies here also.

a) b)
fa | ] | | |
SESSSSemEs st s s
= T =
40. q == &
?f:- @ & —t lslf—— —
) [ @ ) 1 1 " i iy - |
‘ % ]' { _d O T ;; 11 - |
T)1 O VI 1
G rvnc)m vV V Vi@vVvi o I VI vV VI
fo i i " fi e Il
e 1 1 s
- 2 by
&F 1 ;- ]%l
S 1 - 4 %

1
&v . 1n vi v Vv

In Ex. 41 substitutes are used without the establishment of a
region. Here, they merely produce enrichment by enhancing
the part-leading. Ex. 4if, which consists of the same root
progressions as 41e, does not use any substitutes, and thus
illustrates how effective substitutes are in enriching the
harmony. In these examples (at X ) chromatic progressions art
used occasionally, especially in order to facilitate melodic
part-leading.
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a) S R | x5 X
= E 15 d—é s
i3 T T 7 Pt P
41 H 1‘,’1 -’,j A 4 =’-J ‘Ul L8 J
i = {,‘.‘ = F — Y
7 b
®@f 71 CwTiy
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c
HROMATq PROCEDURE

Chl‘omati
Matic ¢

% € ascent produces upward leading tones; chro-
Scent produces downward leading tones.

__—L;
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In C major, the ascending leading tones from fto g, g 102
and ¢ to d should be written respectively £4, g# and cf, and

not gh, ab and dp. Similarly, the descending leading tones
should be written bp between b and a, ep between € and d,
ap between a and g and dp between d and c. But between
g and f the notation should preferably be accommodated 0
the tonality and key signature; the £4 of Ex. 43b is preferable

to the gb of 43a.

a) * /) - d) g

o i o el Ll

3 e <1
S

>

=

If remote transformations!of a seventh chord arc used, a5 ir
43c and 43d, ef might be written instead of £. But in tonaliti¢
with many sharps or flats the notation is often simplified rathel
illogically, irrespective of the harmonic meaning. In42bat>:
the ¢ in the bass Is evidently the third of 1V of m and !
would be senseless to spoil the recognizability of the chord b
pedantically writing dbp. It is advisable not to contradict th
key-signature, and in more remote regions chromatic sulr
stitutes should be written as if the key-signature were change?
Note the changing notation of the same pitch at 4 (Ex. 44

E3

1 See Chapter V, Transformations.
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Chromatic procedure, if it does not alter the harmonic
rogression, 1s, like sgbstltution, a purely melodic matter arising
out of the part-leading. It is useless if it does not render the

progressmns smooth.
a)

In Ex. 46 chromatic
! procedures, though in the form of
enriched cadences, express nothing else than the tonic region.

Half-Cadence

a) K P
‘ l ;‘hb;‘{ i Jl ¢ P LS | { == 11;2)5?:8'[)29) 1
AR RARAS AR
A+t e P
s vevmuovams:vieg I ViE v
’ - Half-Cadence
112 (sre p.29 |
e mmnm N inE
. i = == i i
gbd |, Auééjg‘o Jid
+—1 By 1 f‘" Fﬁ ["L% 2= # -
1-—V—n--vg-nK f}ﬂg v

InEx, ,. ;
i + 47 introduction of various regio 1
roduc C ns and mos
10 the tonic is illustrated. = e Yoy
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In Ex. 47a, IV of T is identical with VI of sm; accordingly
V of sm (at X ) can follow, as the g of the beginning has been
neutralized. After this the harmonies are registered! in sm,
until I of sm (at /) is considered as VI of T. The return to
T is then carried out through #. The cadence in this case is
rather rich because of the long extension of sm; it uses suc-
cessively #7, ¥+2, 11 and H-

y I.n 47b the problem of moving from SD to D is carried out
Indirectly in order to introduce one harmony common to both;
I of SD=]1 of D (at X).

Dor to m, as in 47i, 1s a longer way than one might suspect

€ause there are not many characteristic harmonies in com-
Mon. The same is true of all regions whose tonics are only
?ne Step apart: SD to D, D to sm,etc. (See Remotely Related

Ntermediate Regions, p. 65f.).

tonesosc harmonies in which one or more natural or substitpte

e can be employed as asccndin.g or descending lcadu}g

i Ial'e considered most characteristic. For this reason, in
2 1 of T must at once be considered as VII of dor.

*amples which end in the tonality with which they began

Can ¢ ; s .
be Considered as enriched cadences, even if several regions
i

ie -
The music is considered as being temporarily in that region.]
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SUBSTITUTES AND REGIONS

CE 11 (Emucmm)

6b, 46d and 47c¢, d, ¢ are alternative endi
dy ndin 2 i
esto Vof T, V of sm, Vofm and V o%sdlr:dg‘c}:xel;‘r

n many substitute harmonies, Ip, Ex. 47f, g and h, full

to the same regions are carried out, i.e, to I of sm,

nd I of dor. In some cases tra 1
c : S iransformations have be,
ked + in Exs. 46-48) which will be discussed lateer;

have been passed through. Examples which do not return to 29

the tonality of the beginning are modulations.

FUNCTIONAL LIMITATIONS OF ARTIFICIAL DOMINANTS

A dominant with the function of V-I must be a major triad
whose third is either natural or introduced quasi-diatonically
(cf. p. 18). Accordingly the quasi-diatonically introduced
artificial dominants on II, III, VI and VII (*substituting”
a major third and, in the case of VII, a perfect fifth also),
and on I (adding a minor seventh) can function like V-]
(or V=VI) within their regions (at x in Ex. 48a). In contrast o
this, an artificial dominant whose major third is chromatically
introduced is functionally not a dominant, and the degrec a
fourth above it is not the tonic of any region (at x in Ex. 481),
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In every other respect artificial dominants, provided their
“ substitute ”* tones follow their natural tendency, can pro-
gress as if no alteration had occurred, i.e. according to the
models V-1, V-VI, V-IV. Other progressions may appear I -
free composition in order to express some formal or emotiona
purpose; thus, one may find in masterworks a chromatically
produced V leading to a final I as if the former were a real
dominant. But such deviations cannot be tolerated in bar
harmonic examples,
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CHAPTER 1V

REGIONS IN MINOR
REGIONS I1

In establishing the relationships among the regions
minor,! it must be kept in mind that the minor tonality is ,
residue of one of the modes, the Aeclian. As such, it uses the
seven tones of the diatonic (Ionian) scale, and produces g
its characteristic differences by means of substitutes. A ,
mere stylistic convention, it had acquired the emotiony)
quality of sadness in the vocabulary of the classical composers,
in spite of the many gay folk-songs in minor-like modes.

From the standpoint of structural functions, a minor tonjc
does not maintain as direct a control over its regions as g
major tonic. Thus the number of directly related regions is
small, and modulation to indirectly related regions through its
relative major (M), tonic major (T), dominant (D), etc., is
definitely more remotec.

In

CHART OF THE REGIONS 1IN MINOR?

subT ? $m  #M
m T| #sm #sSM
simn
Np
G e E cd ch
C a Al ¢ F§
F d D
Bb

While a major tonality, i.e. the tonic, has at least the power
of a dominant over its subdominant, such a power is denied
to the tonic of a minor tonality; a dominant must be a major
triad (see p. 16).

1 See Classification of Regions in Minor, P 75.

2 See abbreviations, p. zo.

3 The term * supertonic ** (§/T) indicates that the root of this region lies (wo
fifths abore the tonic. Correspondingly, the term ** subtonic »’ (subT) is introduccd
here, indicating that the root of this region lies two fifths below the tonic of a minor
tonality.

30

REGIONS IN MINOR 31

rder of the regions in the chart of minor is the reverse
. (,)-der in major (see p. 20). In spiteof the close relations,
ol Bt % ¢ of gender (i.e. from minor to major keys) requires
the ?hanagnd careful neutralization.
o the regions in the centre of the chart must be con-
G z:;n the closest related. Nevertheless in masterworks the
o 2:sof binary or ternary forms will just as often end on
first 'part (D) as on v [a minor triad on the fifth degree],
don'uflaﬁly if a repetition is demanded to whose tonic a
d minaant leads more powerfully. Obviously the regions on
tl?e right side of the chart are even more distantly related
than those in major on the same side. ;

The examples, 49 a—e, demonstrate passing through the
following regions: M, v, sd, D, SM and T. .

In Ex. 492 I of v is avoided through _thc‘dcccptwe progres-
sion to VI of v (at X, ms.‘4),‘ thus facilitating tbe turn to M.
“ Registration ” of harmonies in two or more regions (cf. p. 27)
explains their relationship. In 49b the dlrr_nms'hcd 7th chord
( % in ms. 2) is repeated in a different notation in ms. 3 yvxth a
different meaning, a procedure very often_ used in this and
following examples, not only for instructional but _a]so for
structural purposes; the multiple use of such harmonies has a
smoother effect. ‘ . .

In 49d the diminished 7th chord in ms. 5 (¢ is x:ciglstercd
in three regions; this is not uncommon for a diminished 7th
chord.

a) t-v-M-t
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STRUCTURAL FUNCTIONS OF HARMONY

CHAPTER V

TRANSFORMATIONS

RICHNESS and greater variety of harmony are based on the
relationship between a tonality and its regions, on the sub-
stitutions which are produced in the harmonies through the
jnfluence of this relationship, and on the possibility of using
harmonies in a manner different from their original derivations.
‘Many such chords deserve the name vagrant harmonies because
they seem to wander nomadically between regions, if not
tonalities, without ever settling down. Nevertheless, every
% transformation ” [altered chord] must be registered as a
degree belonging to one of the regions; thus, even seemingly
antsual progressions will prove to be normal.

TRANSFORMATIONS OF THE SECOND DEGREE (II)

. “Transformations ” of the second degree result from the
inflience of D, SD and sd (for subdominant minor see
Chapter VII). Under the influence of D, the [minor] third
of 11 js substituted for, as discussed under Artificial Dominants
(p- 28), by a major third. Substituting for the fifth of II a tone
from sd or t produces a diminished triad. Most of these
transformations are employed as seventh and ninth chords.

In .EX 50c both D and sd are operative. The same is the
Case in d, e and f, while g, the Neapolitan sixth chord, is
f':“?r_ﬂ?_lﬁd unchanged from sd where it is a natural VI. All the
nm in d, e and f are basically ninth chords, though in their
a:rmﬂl use the root is omitted. Diminished seventh chords,
a 50‘?, were formerly considered seventh chords on natural
Chord,m ﬁﬁu_ al lc?.dmg tones. Accordingly a diminished seventh
VII I ¢ minor (b-d-f-ap) would be considered to be on
“ subsgi tl;t:;?fse, 50d would be consid.ered as based on a
rejecteq ko root (ff), an assumption which must be

Vv i, onsensical. Besides the progressions VII-I and
Vg a::il IkI)o {‘, like deceptive progressions, while their function

is truly authentic. Registering every diminished

35
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TRANSFORMATIONS 39
% e o Authentic Progressions @-)
—o 4 ) . - ﬁ (sce 62a)
i R
66.¢| - too far!
e T T R —
In 54a (*) observe the progression e} to ef. As ep is the e
ninth of I1, it should either descend or be sustained like 54¢ (*), B one
: : : : . ! - 9)_ (Deceptive) (-1 o)
where it prepares the third of a minor tonic. But if a major L M e R o il
tonic follows it is necessary to use a silent enharmonic change g SaieE bl g bt g et :
treating the e} as if it were ds. . 3 [
5 2 1 (sce “e”) || (sec“@) 2bo
In 54b (*) the succession from H (Neapolitan sixth) to 111 o e <o
of the tonic minor obscures the tonic major, but might be 4* Pt
— V#O¥ I

usable in long examples.

In 54c (at *) a H derived from sd is followed by 2 natural
I11,—a very harsh progression, because 111, as I of the mediant gy
| region, is very foreign to sd (see CHART OF THE REGIONS, :
P-20)-

TRANSFORMATIONS OF OTHER DEGREES IN THE TONIC REGION

In Ex. 55 the transformations applied to IT are now applied

to I, I, IV, V, VI, and VII. Some forms are unusable, at

g ») ?sll_l_g‘t::frﬁ;rong(x-w

first glance. Others which also endanger the tonality might toofar! k) |
be usable under certain compositional assumptions. Here ar¢ b I
examined only the most important progressions, according t0 Lo | b0
the models of V-1, V-VI, and V-IV. bl ba lbo b |
a) ¥ e =1 =2 ”} e
+ VHEH OV
a) 4 -V »
B il s
7. 4% E==2E0= % Zhede g

W ow = T F
B VI m v W v VEDH I§

+ | — 1 1 i N
[ & W #: s

=
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. HE -
’)A AN : foi SRR e ﬂl (et ko g
1 g n | = - -
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PP CO M i e
T e o e
IV ————— VI H IV I
F a) oNeaplitan
A too far! o) x (see 626)
) & L == ¢ 1 1 1 . & 1 1S i
T e i e s o e e e
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In order to evaluate the methods of using these transforma-

.

tions, the following restrictions must be followed.
RESTRICTIONS
Transformation does not change the degree, but some
Products of it do seem irreconcilably remote. The most decisive
E‘m against the introduction of such chords is generally
are not “ borrowed ” from closely related

Teglons, as, for instance, the Neapolitan of II. There is no
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close region containing a cp which justifies a Neapolitan on I
like Ex. 552 (at *). The Neapolitans in 55c and d, (at *), on
IV and V, may be similarly evaluated.

Because they are so remote, it is also difficult to introduce
and resolve the Neapolitans on I, IV and V (Ex. 62a, b, c).

The same applies to all transformations of I, IV and V which
substitute a diminished fifth for a perfect fifth, (see Ex. 62d at*).
It is, of course, not impossible to reconcile the remoteness of
such harmonies by an appropriate continuation, as in 62d,
58a, b, etc. Ex. 56c and d show that the Neapolitan sixth
on II can follow, which is entirely acceptable. Traditionally,
however, transformations which substitute the diminished fifth
for the perfect fifth, tend to be followed by a major trad,
according to the model of II-V in minor (62€).

To sum up, the following advice may be given. A succession
of two harmonies which appear in remotely and indirectly
related regions often produces the effect of intolerable harshness
(see Remotely Related Intermediate Regions, p. 65), as, for
instance, Ex. 56b ( # % ) and 59d (X X). The transformation
of I in 56b first appears in the natural triads of the Neapolitan
region (Dp), while the minor triad on d might be understood
as I of dor. The other case (59d) can be similarly judged.

Neapolitan sixths on VI and VII (Ex. 60, 61) lead to
S-chords of V and VI respectively (or to the dominants on to
which they resolve). This can be misleading, on account of the
traditional meaning of a -chord. But Ex. 6od, e, { and 61e,
f, g, show that it is not too difficult to counteract this tendency.

A I of any region introduced by a transformation of V (Ex.
58b) will not function as a tonic and requires a continuation
which will reaffirm it.

In cases like Ex. 57€, an enharmonic change in notation, (a}
instead of g at *), disregarding the derivation, is advisable.

Transformations like the preceding can be built on all
degrees of all regions. Many of these forms might duplicate
forms of less remote regions. Even so the number of cases
would be immense. This excludes a thorough evaluation
of them; some progressions might be impossible, others might
be “ dangerous but passable ™.

In Ex. 63 transformations in minor are illustrated and one
example of their application is added (63h). The principles

T

TRANSFORMATIONS 43

of their evaluation and the restrictions to be followed do not
differ from those of the major key.

Transformations in Minor
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CHAPTER VI

VAGRANT HARMONIES

Many of the transformations are vagrant harmonies because
of their constitution (diminished sevenths, augmented triads,
augmented 3-chords and #-chords, etc.), and also because of
their multiple meaning.

There exist only three diminished seventh chords and four
augmented triads. Accordingly every diminished seventh
chord belongs to at least eight tonalities or regions, and every
augmented triad belongs, :n the same manner, to six tonalities

or regions.
4). Diminished 7th Chords

64. .
—3
a: 1 . I'j?‘c/_ 1 e A
5)_ Augmented Triads Kugg and§as d 7h
| ﬂoo
P R

-
AT VI fIIVI oI VI

By an enharmonic change in their notation, augmented S
h chords , and vice

and g-chords can become dominant sevent
versa (see Ex. 64¢ and Ex. 652 at X).

Augmented ¢ as dominant 7th

VAGRANT HARMONIES 45
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~ Adding minor sevenths, and minor or major ninths to

‘angmented triads, with or without the root, produces another

. ﬂq&s of chords which are vagrants by constitution (Ex. 66

and 67; also Ex. 69, marked /).
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Change of interpretation—whether or not based on the chord % E = VI s
constitution—means change of the degree. From the standpoint ) x) : L
. . . e S A =4 b ! 1 e (EET
of structural functions only the root of the progression is decisive. o e e e ﬁ =
But emotional or compositional conditions often require strong ‘ B
contrasts, friction or sudden change. = o bo lbo be |2 #ﬁ =
An example of a surprise modulation can be seen in Ex. 68, ' i+ ———+ o
from Beethoven’s Eighth Symphony. The tonedb, first derived @! E{;D AR s L

from sd, is later interpreted as c§, V of £ minor.
Beethoven: Symphony No.8 (4th Movement)
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To base a modulation or a change of region solely on the A %)
altered interpretation of one single chord is sometimes harsh, 5t % o
sometimes unconvincing, as, for instance, at X in Ex. 652, b, c. = g gﬁ
The Neapolitan sixth chord s, in fact, the first inversion of 2 LA . "
major triad. Its progressions, #-V and H-1I, can be imitated v %ﬁ: = W=t =] ™
. . . . . T 4 13
on every sixth chord of a natural or artificial major triad (at* D1 W %(%ﬂ) L Yé #
in Ex. 69). ) ) ;
a, X 2
| Eekh Sty : &) oS . % ?too far
L @ ) % 1 1 1 T
69. & %%
=2 l::., b £e ete.
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1 This interpretation has been systematically worked out by Max Reger in 2
little pamphlet, Beitrige zur Modulationslehre, 1903.
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CHAPTER VII

INTERCHANGEABILITY OF MAJOR AND MINOR
(Tonic Minor, Subdominant Minor and v-Minor Regions)

REGIONS 1II (MAJOR)

A dominant can introduce a major or a minor triad, and
can be the dominant of a major or of a minor region. Upon
the potency of the dominant is based the interchangeability
of major and minor. This power makes the following
regions close relatives of a major tonality: tonic minor (¢),
subdominant minor (sd), and v-minor (v) (cf. p. 56). Because
of the principle of interchangeability, the following regions
are also closely related: the major forms of mediant (M)
and submediant (SM) and (derived from tonic minor) the
major and minor forms of flat mediant (pM, pm) and flat
submediant (hSM, hsm), which will be discussed as indirectly
related in the next chapter. Through this relationship numer-

ous substitute chords become available (see Ex. 72).

~ * Degrees registered according to Tonic Major(C)
M;mm REGION
dw X, 73.substitute harmonies derived from t are intro-
of ¢ ",n various ways. In 73a I of T (¥ of ¢t) introduces IV
VI of t is followed by a transformation of II of both I
gy 73b and ¢ demonstrate that even a longer sojourn
decengs © OPstacle to the re-establishment of T. In 73d the
intepen. . Progression V-VI of ¢t is followed by a frequent
%tog_; Of major and minor. Chromaticism supports the
A 73 (at X).
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In classical music, major and minor are often exchaﬂg‘fi
without much ado; a passage in minor follows a passag® L

major without any harmonic connective, and vice versa.

B
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| Beethoven: Symphony No.2, Larghetto
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SUBDOMINANT MINOR REGION

The successive use of too many harmonies derived from sd
can obscure the tonality. In mss. 2—3 of 75a not only is the
tonality obscured, but sd could even be mistaken for ySM
because of an accumulation of harmonies drawn from the
descending minor scale. In such a case one might balance
the sub-regions [flat keys] by elements of the super-regions,
e.g. dorian and mediant, as in this example. Introducing
such much more remote regions as hPSM prolongs the examples
and requires stronger means to counteract it.

Structurally the Neapolitan sixth is certainly a remote
relation of a tonality, though convention has admitted the use
of this popular mannerism. But of course the Neapolitan of
sd (Ex. 75b) is extremely remote. This chord is the cause
of all the subsequent shortcomings of 75b. For instance, in
ms. 4, iv[iv [i.e. iv of iv] is one of the most remote harmonies.
Strong means are required to counterbalance it—vagrant
harmonies, diminished seventh chords and chromatic progres-
sions. Unfortunately some of the harmonies cannot be “ regis-
tered ” in two regions; this, at least theoretically, would justify
their exclusion [from an example which does not modulate]-
The alternative, 75¢ shows that an early return to T is not
impossible.

In 75d the change from major to minor is supported by the
chromatic progression (ms. 2) in the bass. The Neapolitan
sixth, here a natural VI of sd, is introduced by an augmented
¢ on . This is enharmonically presented (gp instead of %)
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FIVE-MINOR REGION (V)

The function of 2 dominant can only be exerted, as previously
stated (p. 16), by a major triad. The term * subdomi'nant 2
is illogical and * subdominant minor * is wrong. If V dominates
1, then I dominates IV, not the reverse. The term “ dominant
minor ”” would be mere nonsense; therefore this region will
here be called * five-minor > (v).! '

The v-region is very well suited to prepare the appearance
of dor and SD. In 76b III of t (ms. 4), introduced by a decep-
tive progression, requires special treatment. In 76¢ the v-region
appears through interchange with its major (V).
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1 For more on this subject see Arnold Schoenberg: Harmonielehre, p. 232; Theoy
of Harmony, p. 139.

CHAPTER VIII

INDIRECT BUT CLOSE RELATIONS

jant Major, Submediant Major, Flat Mediant Major
and Minor, Flat Submediant Major and Minor)

ycH’s time all movements of a cyclic work generally
d in one tonality, and even the interchange of major and
-was not too frequent. In the masterworks of the Classical
Romantic eras one or both middle movements are to be
Lin closely related contrasting tonalities such as t, D, SD,
m and v, and also in the more indirectly related
M, pM, pSM. Most of these relationships, as regions of
1 and 2 (see p. 68), and even of Class 3, appear as
ts within a movement. A few such cases of contrasts

n movements or within a movement illustrate this

Beethoven Trio Op. 97 in Bl (3rd movement in D
eethoven Piano Sonata Op. 53 in C (1st movement,
ate theme in E major); Brahms grd Symphony in F
lovement, subordinate theme in A major).
: Schumann Symphony in Ej (2nd movement, C major).
: Schubert C major Quintet (1st movement, subordinate
in Ep major ).
Beethoven and Brahms Violin Sonatas in A major
le movements in F major); Beethoven Piano Sonata
Ep (Largo movement in C major, subordinate theme
‘major).
€ masters observed such relationships almost as strictly
ey were rules. This proves the validity of the concept
notonality. Nevertheless there exist exceptions—violations
s the second movement of Beethoven’s C# minor
uartet, Op. 131, in D major, the F§ major movement
ms’ Second Cello Sonata in F major, etc.
nediant major (SM) and mediant major (M) are
d to sm and m respectively on the basis of the inter-
ability of major and minor. This is an indirect but
close relation. Presenting this relation as an equation:

D7
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M:m 1

SM:sm j\ o

The relation of flat submediant (pSM) and flat mediant
major (hM) is indirect, based on the relationship of t to T and
sd to SD:

t (c): bM (Eb) l

sd (f): bSM (Ab) |

The movement into these regions applies the inter-change-
ability of minor and major to the intermediate regions, thereby
taking advantage of common harmonies as before. In M and
SM the introduction of a common dominant will promote the
change. A minor chord on IV (i.e. iv) will function as the
bridge to pM and pSM. Transformations and vagrant har-
monies assist in producing smooth transitions.

sm (a): T (C)

a) SM
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Alternative to e) (¥see p.69
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ReraTep INTERMEDIATE REGIoNs

Mnection of regions which have ne common harmonjes,
in C major, g) and SM (A) or pSM (Ap), dor (d)
' or M (Ep), and m (e) or M (E) and SD (F) or
difficulties. Their relation to the main tonality
indirect byt pof Témote, in spite of which their
©One another can be as irreconcilably re
€, that of M or bm with sm or SM.

ding statement may be generalized g follows::
and even to

mote as,
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uch in these examples is imperfect. Trying to improve
of their shortcomings might be an interesting exercise.
5, however, doubtful whether the natural cause of their
ects can be eliminated; they are only exercises in harmonic
essions for which there is no compositional stimulation.
part leading will always be of great assistance. This
especially to the main voices, the outer voices—soprano
- bass; difficult and even unmelodious progressions will
r be hidden in the middle voices—chromati¢ and quasi-

progressions can soften many a harsh connection by
elodious qualities. The outer voices are also helpful
introducing substitutes—transformations and vagrant
if their directional tendencies are carefully observed.
final cadence must not be too short, especially if it has
receded by remote deviations. Gommon natural chords
nost effective for transitions, but in the examples even
olitan sixth chords, augmented triads and S-chords, and
ished 7th chords have been treated like common chords.




CHAPTER IX

CLASSIFICATION OF RELATIONSHIP

ACCORDING to the practice of composers of the tonal perjoy
up to and including most of the 19th century, the rc:*lationships
between tonalities can be classified as follows:
MAJOR
I. Direct and Close: [as related to i
SD, D, sm, m (Chapter III, p. 26 fI, Ex. 47).
2. Indirect but Close:
A. Through Common Dominant:
(1) t,sd, v (Chapter VII, p. 51 ff, Exs. 72-76).
(2) SM, M (Chapter VIII, p. 58, Ex. 77).
B. Through Proportional Transposition ;
bM, pSM (Chapter VIII, p. 60, Ex. 770
3. Indirect: ,
bm, bsm, MM, Mm, bsmSM, psmsm (Chapter VIII, p. 61,
Ex. 78).
4. Indirect and Remote: ;
Np, dor, S/T, bMD, hmv (Chapters VIII and IX, p. 66 fF,
Exs. 80-83).
5. Distant: :
MSM, Msm, SMM, SMm, SMSM, SMsm, S/TM, S/Tm,
S/TSM, S/Tsm, bmvM, pmvm, bmvSM, bmvsm, bmM,
bmm, bmSM, bmsm, bsmM, psmm (Chapter IX).

Class 1 is called DIRECT AND CLOSE because all these
regions have five (or six) tones in common with T,

Class 2 is called INDIRECT BUT CLOSE because all
these regions are closely related to the regions of Class 1 or to
tonic minor, and have three or four tones in common with T.

more distant than Class 2, upon which their reiationship is
based, and the number of tones in common with T is negligible.

MM and Mm, psmSM and bsmsm are very distant on
the chart,’ but if enharmonically changed they sound like

1 See p. 20.
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losely related regions. MM and Mm sound like hSM
(in terms of their tonics in G major, like Gf and gf—
‘ab); similarly, psmSM (Fb) and psmsm (£p) sound
(E) and m (e).

turally this means that these rather distant regions
 reached either by way of the flats or by way of the
respectively—or, so to speak, either clockwise or
~clockwise in the circle of fifths. Thereafter they can
harmonically changed (see the second and third endings
: 77€; PP- 59-60).

4 1s called INDIRECT AND REMOTE because these
ons are connected in the following manner:

rian (dor) is subdominant’s submediant minor (SDsm);
ertonic (S/T) is subdominant’s submediant major

major mediant’s dominant (bMD) is subdominant’s
minant (SDSD);

‘minor mediant’s five-minor > (hmv) is subdominant
S subdominant minor (sdsd).

h century music, these extremely remote regions,
of the regions of Class 5 (DISTANT) customarily
n the Durchfiihrungen (developments or elaborations)1.
dD (Ap in the tonality of Bp major) appears in the
asting middle section of the cavatina, “ Voi che sapete »,
Marriage of Figaro® (Ex. 81a). This same region is
ployed within the first statement of the main theme
tution for the usual II) in Beethoven’s Sonata, Op. 53
D). See also in his Sonata, Op. 31/1, the relation F
ajor (Ex. 81c).

iberg’s reasons for using the term Durchfithrung, rather than develop-
€laboration ** or « working out ”, will be found on p. 145.]

ty of finding a second illustration of this kind, coupled with some
tances (for instance, the long roundabout return to the tonic),
€ following hypothesis: the page, Cherubino, accompanies himself
€ author of the poem. Has he not also composed the music? Did

3 by such extravagant features hint at Cherubino’s professional im-
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“_fexamplc of S/T is to be found in the Durchfithrung' of
oven’s Sonata, Op. 2/3, in C major (Ex. 82).

oven: Sonata, Op.2/3
2 109
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15 usually approached through sd or through the aug-
13of = Though this region is fairly distant, an extended
often takes place within it. Examples of this kind are
t, as, for instance, the two following cases from Beet-
Fiano Sonatas.
‘Beethoven: Sonata, Op.2/2, Rondo
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Tonalities or regions whose tonics are a major or minor

. second, a diminished fifth or an augmented fourth distant

from the tonic are less frequently considered as related by the
composers of the period mentioned above.l

The relation Msm (mediant major’s submediant minor)—
¢ in C major or e in Ep major—takes place in the Eroica,
ms. 284, in the Durchfiihrung (see Ex. 149, p. 155).

Even more interesting cases can be found in the works of
Brahms, for instance in the F minor Piano Quintet. In the
recapitulation, the first subordinate theme (ms. 201), which
in the first division stood on sm (cj), ms. 35, should have been
transposed to tonic minor (f). Instead it is transposed to
Msm (f£). In the ’Cello Sonata in F major, Op. 99, one is
surprised to find the second movement in F§ major, only to
discover later that F major and f minor are contrastingly
connected with F4 (Gp) major and £ minor in all four move-
ments. What makes these Brahms examples so striking is that
most of them do not occur in Durchfuhrungen but in place
where ‘ establishing ” conditions exist—in regions, that is.

Mivor
The evaluation of the regions in the minor requires a differ-

_ent yardstick, because a natural dominant is lacking, and the

two substitute tones of the ascending scale increase the number
of possible harmonies.

Relations derived from the natural tones of the descending
scale differ from those of the major in that the fifth degree (v)
is not a dominant, while the mediant (M, relative major)
exerts an influence similar to a dominant. Besides, there is
no Dorian region on II (because of its diminished triad)
comparable to that in the major; but the region on VII
(subT) often functions like a dominant to M.

Relations derived from the ascending scale contain a
functional dominant (D), but the subdominant, though here a
major chord, seems a greater departure from the tonic region
than the subdominant in major.

! See p. 65.
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The indirectly related regions:
m, sm, §m, M, §sm, #SM, Np, Dsm, DSM, subT, S
derive from
MSM, D, Db T, T, SM, D, D, M

Two remarkable, if not exceptional, examples from Bee[:
hoven’s String Quartets, Op. 59/2 in E minor (3rd moys,
ment) and Op. 132 in A minor (4th movement), can be unde,.
stood as a cadence and half cadence, respectively, to V of M

evaluation of the more remote regions will best be
on mediant (relative major). (Compare Ex. 79 and
ples, especially analyses of Durchfiihrungen—see p. 145

a modulation have to pass through two regions
have no common natural chords (such as v and #M).
to interpolate a few chords of an intermediate region
case, D).

CLASSIFICATION OF REGIONs IN MINOR
se: M, T, v, sd (Chapter IV, p. g1 fI., Ex. 49).
irect but Close: D, SM (Chapter IV, p. 32 fI., Ex. 49).
irect: m, sm, SD (Chapter VIII, p. 63, Ex. 79).
lirect and Remote: #sm, #SM, #m, M, subT, subt,
Np (Chapter VIII, p. 64, Ex. 79).

tant: All other regions.

a) Beethoven: Quartet, Op.59/2, 314 Movement
: 2 opily s,
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CHAPTER X

EXTENDED TONALITY

THE comPoskRrs of the Romantic period believed that myg
should * express ”” something. As so often in preceding perjog
extramusical tendencies, such as poetic and dramatic subjects
emotions, actions, and even philosophical problems of W/,
schauung (philosophy of life) had become influential. Theg,
tendencies caused changes in every feature of the musical sy},.
stance. Alterations in the constitution of chords decisively
changed the intervals of the melodies and also resulted in richer
modulations; the rhythms and dynamics of the accompani.
ment, and even of the melody, symbolized their extramusica]
objects instead of deriving from purely musical stimuli. The
origin of these new features may be debatable aesthetically,
if not psychologically; however, whatever the source of the
musical inspiration may have been,it resulted in great develop-
ments.

In descriptive music the background, the action, the mood
and the other features of the drama, poem or story become
incorporated as constituent and formative factors in the musical
structure. Their union thereafter is inseparable. Neither
the text nor the music conveys its full significance if detached
from its companion. Their union is an amalgamation compar-
able to an alloy whose components can be separated only by
complicated processes.

Drama and poetry are greatly inspiring to a composer.
But much of what they evoke on the one hand, they revoke on
the other. A melody, if it followed the dictates of its musical
structure alone, might develop in a direction different from
that in which a text forcesit. It might become shorter or longen
produce its climax earlier or later—or dispense with it entirely
—require less striking contrasts, much less emphasis, or much
less accentuation. Besides, the text is frequently so overwhelm-
ing in itself as to conceal the absence of value in a melody-

These extramusical influences produced the concept ¢
extended tonality. Remote transformations and successio™
of harmonies were understood as remaining within the tonalit"
Such progressions might or might not bring about modu'®

76

EXTENDED TONALITY 77

s or the establishment of various regions. They function
efly as enrichments of the harmony and, accordingly, often
in a very small space, even in a single measure. Though
ring them to regions may sometimes facilitate analysis,
eir functional effect is, in many cases, only passing, and
porary.
the beginning of the Prelude to Tristan, V of a minor is
ywed by two modulating sequences (see Ex. 85a), the last
thich prepares for the recurrence of the opening V (ms. 16).
sb, from Strauss’ Salome, ms. g (at+) a harmony appears
ch seems difficult to explain. But if one -considers the ef
mere passing note, connecting the f with the d (ep), it
mes clear that it is a diminished seventh chord of +E

ding much more remote here.
Wagll'zer: Prelude2 to Tristan
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However, far-reaching deviations, resulting from Temote
progressions, occur frequently in Brahms. In the C mip,
String Quartet, Op. 51, first movement, the contrasting midgj,
section ends on the tone f§ (ms. 21), which must undoubtedly
be analyzed as V of dominant’s mediant minor (Dm)
extremely remote point scarcely appropriate to reintrodyce
I of ¢ minor. A little unaccompanied fragment then scrye
as a retransition to t (Ex. 86a).

If Brahms were not a profound thinker and a great virtygg,
in the treatment of harmonic problems, he would simp]y
have repeated this procedure in the recapitulation. But iy
order eventually to recapitulate the subordinate theme ip ¢
he shifts the a' section!, ms. 23, to sd, a fifth below (86b),
Accordingly the tone which precedes the little fragment of ms, o,
should have been transposed similarly, i.e. to B. But instead
of that he arrives at E, the V of #sm, and requires two more
modulatory measures for the introduction of sd.

Brahms: String Quartet, Op.5!
o % 23

86.

L 4 T s T 1 I 1 K 3=

& v :
Brahms gave similar advice to young composers. Thus, in
Ex. 87a, ms. 2, he recommended, instead of a simple repetition,
the replacement of the last chord by a minor triad which could
be employed in the Durchfiihrung to change to the flat keys
(“‘ zu den B-Tonarten ”, he said).

T SEES
e s b e
g—% Z
b) 1 ] 2
ETEIET R
same .yf

[ 2

1 Cf. p. 98 n.
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In the works of earlier composers many passages of extended
iemiality are to be found. Ex. 88 and Ex. 89 from Bach’s G
ninm' Organ Fantasy and from the Chromatic Fantasy are
. composed of such remotely related transformations.

‘ - S@vw r

<
H
&
E]
+




8o STRUCTURAL FUNCTIONS OF HARMONY

Deviation into remote regions often occurs in descriptjy,,
music, even in ‘ establishing ” [expository] sections. Song
operas, choral works and symphonic poems take advamage’
of the emotional expressiveness of extravagant modula,tions.
See, for instance, the two examples, 9o and 91— Auf dep,
Flusse by Schubert and ¢ Der Tod, das ist die kuhle Nachy »
by Brahms—and the little recitative from the St. Matthe,
Passion, Ex. 92, to the words ““ Ach, Golgotha *.

Schubert: Auf dem Flusse
Derdusolustig ranschtestdu beller,wilder Fluss, wie sgill bistdu ge.
1 2 3

 — "‘14‘.i- 51 ﬁ'g
=SS i
T u T —
sy .
®or \: L T
gruss!

-wor-den, gibst
6 7

Brahms: Op.96, No.!
Der Tod,dasist die Lih - le Nacht, dasLe - ben
4,

n
e o == 85

ol.

&
11N

i
t

M [-—cccieeee- - =N
ist der schwile 'ga.g 74) Esadunkclt schon
Rt 5
| ) J’J. baa h_n_:‘ #
= - ; . —
v f ?\—/(E T &

W
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i'-, 4 michl?)el:l'a'.fert deru’l‘ag lga.t michmjj\d'ge-ﬁuht-
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~ Bach: St. Matthew Passion
E Ach Golgotha!
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€ inclusion of the Neapolitan sixth within the main
&S of the Beethoven String Quartets Op. 59/2 in E minor
“P. 95 in F minor (Exs. 93, 94) certainly should be
€d as extended tonality. Even richer in the inclusion of
S8 Within a main theme are the first movement of the String
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Quintet in G major, Op. 111 (Ex. 95) and the main theme o
the Piano Concerto in D minor (Ex. g6), both by Brahms, = = s

Beethoven: Quartet, Op.59, No.2

= > : = . J.

Brahms: String Q;intet, Op. 111

I : £, : . 7
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95. o ‘ =
PY :— ) r
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(@) I e v I VI @ v B
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I
Brahms: Concerto in D néinor, Op.15

B
1 2 : .o L44,7' 9
E:_;- Ssis==rr=rr==2
C o
96. P — /aﬁ\ A
ﬁ—ﬁ—e' B — T
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2 10 . n -ﬁ: 12{ 13-19
= ¥ T3 |3 T =
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20 : 21-23 ~ 23 .52421 EJ. ‘25‘L .
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Enriched harmony makes for variety, especially wthI:
repetitions threaten to produce monotony. Ont? of thebrl'lrfi,s
interesting examples of this kind can be fox:md in SChE ;crt
song, ““ Sei mir gegrisst” (Ex. 97). In his songs Scduand
always expresses and intensively 111ustx:ates the mood =
character of the poem. In “Der Lindenbaum ”,

& m
Krihe ”, “Letzte Hoffnung ”, Erlkénig”, * Gretchen 27 |

Spinnrad ”*, for instance, the piano illustrates, rcspﬁéfl"dz"
the sound of the wind, the flight of the crow, the fall}ngi .
leaves, the galloping horse, and the sound of the spi? opi
wheel. He achieves even more through strange harm

EXTENDED TONALITY 85

ions, as in *“ Der Wegweiser” (Ex. 98), or abrupt modu-
as ms. 18 of “In der Ferne” (Ex. 99) and in
Bnig > (Ex. 100).

" Schubert: Sei mir gegriisst :

)  Refrain: ms. 1318, 2328, 89—44, 5459, 72—77, 91—96

I 1

sei mir  ge-griisst, sei mir  ge-kiisst,

' AR

VI i3
trophes 1 and 2 (ms.9—12,19—22)

1.0 du Ent- riss - ne mir und mei- nem Kus - se
A 2- Er-reich-bar our mefnem Sehn - suchts-gro -  s3€;

I BT BF R 3 e

§VV§'V AT ¥
+& +&

I Vi

hes 3 and 5 (ms. 30—38, 61—71)
8. Du vonderHand der Lie - be die-sem Her

; - zen ge -
5. Wie du mir je im schdn - stenLenzder
'y R 7
% oY i iy iy it y b
s P! =
)V I
 -geb - ne, du von die-ser Brust 2
4 Lie - pe mit Gruss und Kuss ent -
= r 3 I+ N .Y 1
be o
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l .
_pomm-ne mir!  Mit3.die - semThranengus - se.
- ge - genkamst, mit

™
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Strophe 4 (ms.45—53) ;
Zum Trotz der Fer o = ne, die sich,feind-lich,

=K v 4
+8
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~ Strophe 6 (ms.78—80)
Ein Hauch der Lxe,_=\kch til - get Réum’und Zei - ltcn’,

—

> )

QPP 5T PP P T T

Y T N e AP

@1 v ¥

- ich bi'n bei dir, i du bist bc‘i m‘ir,

7 7 AV BT v

FE=s= === is

, = 5 — va
W R R

Vi v

(SVE:3 I v 1
ich hal - te dich in dieses  Arm's Um-
| N | | ) P
— 3
LA N Y ol
D vi ¥
& o B
-schlus - ge.
— i 1 §
. It Refrain
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chubert: Der Wegweiser (ms. 55—67)
. Einen Wei-ser seb’ich ste - hen unver-
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J-riicktvormeinem Blick, ei-ne Strassemussich ge - hen,ei_m

?r e =S==S=====r:
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Strassemussich ge - hendienach Kei - - nerging zu-riig),
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() # N E 17V
Schubert: In der Ferne
We-he dem Fliehen-den, Welt - hinaus Zie - henden! ~
———— e e — _—
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& = 4 & ~
ha-
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auf ih - ren We-gennachaufih-ren  We
= A

o B A T
= v [ s o

® gx. i 1§

ubert: Erlkonig (ms.77—81,102—108)

d- -Was WEr-len-kb-mgmirlei - se ver-spricht?”
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D ““Sei mir gegriisst  (Ex. 97) the procedure is very
Here t.he piano style, unchanged in general through-
“whole.pxece, does not illustrate at all, but closely re-
® 2 guitar accompaniment. The refrain, *sei mir
L, appears at the end of each strophe, a total of six
Only. 100 measures. This would be extremely mono-
> were it not that far-reaching changes in the harmony
/ repetition an interesting variation.
tion is that kind of repetition which changes some
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of the features of a unit, etc., but preserves othcrs.”.l Obkug]y
whole sets of variations, which often repeat their model tep
times or more, would annoy ins!:cad of pl?asc if 1:h;¥I me rel;,
applied changes of piano style, as is the case in some o oanilel A
variations. But variations by Haydn, as, for cxamplc,_ P- 76/3
(Emperor Quartet), 2nd movement, are based in many
instances on enrichment of the harmony.?

Haydn: Quartet, Op.76/3, 2nd Movement 3
1

a)ﬂ'r};eme A 5. 1§ %/_\ @\ &

101 ; — r\/i S
. = ﬁ:&.—_‘:

D1 vi v I Y1 0k

2 ! e F == é ﬂ a

P =P ;:F :

— u 16

13 3 —~ 20

1 VAT R e T T
1—4) .
5) Var.IV —8, 8V€ higher) S
)A 1 — & ./‘, 1\g A | 1 1
r/'\-. J
st
: ! 2 = :
VI ' y@mwv BV 1 0 I U8

G. Schirmer, Inc¢ gitio®

1 Arnold Schoenberg: Models for Beginners in Composition, 4 ad

2 In Models instruction is given for enriching the harmony by inserte
(p- 13-14)-
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hoven, in his three large sets
riations, Op. 35 (Eroica),
he 33 Diabelli Variations,

of variations for piano; the
the 32 Variations in C minor,
Op. 120, similarly, but much
1ar-reachingly, varies his harmony by using substitutions
ansformations (sometimes remote ones) and passing
@ various regions. This is most significant in the
1 Variations, which, in respect of its harmony,
&8 to be called the most adventurous work of Beethoven.
e of the progressions in this work are difficult to analyse

s of regions, for instance, mss. g-12 in Var. 1 5 (Ex.
Substituting for the original sequence (Ex. 10ga)—

- orresponding units, mss. g-12 and 25-28, in Var. 20
2D and 102c). The treatment of diminished 7th
ar. 20 (at--) corresponds to the viewpoint of former

® Who simply said: “a diminished 7th chord can
© and follow every harmony.” It must not be over-
= 13t the harmony, besides providing structural advan-
8 also capable of producing stimulating means of
nder such uncontrollable circumstances analysis

In favour of faithful confidence in the thinking
Composer,
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a) Var. XV .
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In this work one result of extended tonality is illustrated
by the numerous harmonic variations of a segment of foy,
measures. It is the aforementioned segment of mss. 912 in the
theme, consisting of the progression IV (9), its repetitiop
(10), and their sequence ¥V, H-V (11-12) (see Ex. 103a),
These progressions in the “a* section! lead through H+-v|
etc., to V (16). Curiously, in the a'” section—mss. 25-98
(Ex. 103b)—the same progressions by way of V end on the
tonic.

In some of the variations (1, 2, 3, 8, etc.) the initial pro.
gression of mss. g-10 is preserved in both “a” and “a'”;
but instead of the sequence II-V of mss. 11-12 there appears
in “a” of Var. 1, IV-pVII (Ex. 103¢c), and in “ 2'” of Var,
1, VEII (Ex. 103d); in Var. 2, V111 (Ex. 103€); in Var. 3,
IV-V (103f). The progressions of mss. 2526 are always
repeated here (without much change) in mss. 27-28, with the
exception of Var. 3, where mss. 27-28 substitutes H-VforlV-V,
and Var. 8 (Ex. 103g), where ¥H-III is followed by H-1.
Similar deviations occur in other variations, e.g., Vars. 11 and
12.

In Vars 1-3 the cadence to the dominant in “a” startson
III (ms. 13), and the cadence to the tonic in “a'” starts on
V (ms. 29) [see Ex. 103d,¢,f]. The connection between 'the
ending of the sequential segment (ms. 12) and the beginning
of the cadence is often surprising, as, for instance, in Var. !
(Ex. 103c)—pVII-HE (dim. 7th). In other cases ms. 9 1
replaced by H#-VI (Vars. 4 and 7) [Ex. 1031, m]. _

The cadence to V in Var. 4 starts on a chromatic passing
F¥ (Ex. 103l). Var. 5 deviates extensively from the orlglflgl
progressions in that mss. 9-10, with incomplete chords, builds
a two-measure model (III-WH) freely sequenced (ms. 11-12)
by ¥H-H¥ (Ex. 103n). In the same variation the sequenc
in ms. 27-28 proceeds through pVI to the Neapolitan triad 00
# (Ex. 1030). o

Another remote variation occurs in ms. 9-12 of \ ar. /
(Ex. 103m), where mss. 10 and 12 are only free melodic regy
etitions of mss. g and 11 respectively; H-VIis folloy’cd
IV-F¥,, and ¥ (dim. 7th)-¥H (art. dom.) by III—’_?'H‘ .

Now follow some examples from contemporarics a

[* “a”=expository section; “a! ” —recapitulatory section.]
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rs of Wagner. The motto-like introduction to the second
ent of Dvorak’s Symphony, *“ From the New World ”,
ily be understood as remaining within the tonic region.

Dvorak: E minor Symphony, Largo
b

B, T T = ¢ T =T T
T . | —T L

104 Ll

" L sz Il ] 4
==t I T 2=

, 8 —
y b b 1 b1 v I
.. 105, from the second movement of Grieg’s ’Cello
, includes, among its many passing harmonies, a2 num-

transformations, passing notes and suspensions, some of
unresolved (at-). But itis definitely'in the tonic region.
Grieg: ‘Cello gonata, 2nd Movement

fost oo il

1 1 5 ¢ 3 zi 2 1 + F
; | +? +? = g
) == £ = s
}_’ a3 3

IVIIV VWIIV VI # VI V BVI V @I
106, the Adagio from Bruckner’s 7th Symphony, also
tonic region, likewise contains passing harmonies,

g notes and suspensions.

- Bruckner: Symphony No.7, Adagio
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Ex. 107, 2 quotation from Karwoche (Holy Week) 1.,
Wolf—who was one of the most prominent followers gfii 8o
ner’s achievements in expression, musical illustratio, Vag.
harmony—is similar in style to many other songs 1, an
composer. The progressions in this example are betbter 3,
stood if analysed partly in the submediant region. The Iil'de.r'
ms. 1(-) is a free suspension and does not constitute a har 3
different from that of I. Such “ non-constitutional * e

are characteristic of this period. ol
H.Wolf: Karwoche
Voice
e I, s ~ 1 fo il Ny
! ; : .
3 < 3) LS lqu
107. bd 4
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@ 1 Ty S
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n\ 1 1 =
2t 2l d 42yl | bdyd 2
i © v = e
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@ B I\ :d 77 !

Ex. 108 is from Bizet’s Carmen. Bizet is one of those com-
posers whose rich harmony does not derive from a precon-
ceived scheme of modulation. It is, in other words, not an
embellishment, but it is conditioned by the nature of his
melodies. It can be analysed in the tonic region (t), but some
of the progressions are more convincingly presented in mediant
(M). Curiously, the tonic harmony does not come before
ms. 13, and, more unusually, it comes here in root position,
as a result of the doubling of the voice melody in the accom-
paniment (mss. 8-12). Normally, after the Neapolitan (ms. 11)
the S-chord can be expected, followed by a dominant on th®
same bass tone. Here the voice, leaping up to the f§, forms,
together with the d, a kind of inverted pedal on d-£f, belo¥
which the bass proceeds as the true continuation of the melody
toward a pseudo-cadence to I.

;;
i
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Bizet: Carmen, Actl (Seguedilla)
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 example from Ceésar Franck’s Symphony (109) is
teristic of the time in which it was written. It is a
l case of chromatic ascent or descent based less on the
ons  of the main harmonies than on the multiple
ng of diminished 7th chords and other vagrants. Still,
lysis ac-ording to sm and m presents the relation to t.
ones marked () are best considered as passing melody

+ e

a0 1

- Franck: Symphony in D minor
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In Ex.. 110, the first four measures cxgress.I in mss. 1 ang y PR

and VI in mss. 3 and 4, through the combination of two melody 6 7 e 9 H 4}

lines without the addition of complete harmonies. In m;, - le

II is incomplete and becomes complete only in ms. 6, also by ' t - =

melodic progression. ¥ . 8 L @ 'l

Debussy: Nuages
1

@vxlvmrvw v (m)

2

v

ne examples from Wagner’s operas—probably not the
- characteristic ones—illustrate non-modulatory pro-
within a tonality. While in classical music many essen-
nges seldom occur in one measure, Ex. 1122 shows the

110. ;,col 82¢

—8 wr: Vo B Ity of this procedure by the use of numerous transformed
P8 ] s . N, 2 A
6 /4 ; -8-. Hone e es. In 112b, leading to D, the essential change occurs
= .in ms. 10.
\ ete,|
Q- \hi‘{—QJ e : {:_, Lohengrin: Prelude to Act III
213 i—ir i 15) YA 2 .o :#“ 4 b('E 5
() I oyl 4 Yot g o Fi EF& 2R
| =2 =SSty nasiied)
Similarly, Ex. 111, though without complete harmomc's, E i
distinctly passes through two (or three) regions. The music : 35 J—, gg %
of Max Reger, like that of Bruckner and Mabhler, is little known P = —F == =
outside Germany. But his music is rich and new, thr(?ugh ' IV iV (Bw I BDI W IV I
his application to “ absolute” music of Wagner’s achieve- 3 i i i
ments in the realm of harmony. Because these were invented D 4 9 ) e 112 13
for dramatic expression, the application of these procedurt‘i o ﬁ
n 3 o2 . » movemen ¢ Tl =l
in this way pro’voked an almost “ revolutionary . " Repotition of 1-8 A
among Wagner’s successors. . 3 f
p:;:?:\u:rf:ﬁ— PR e i
Reger: Violin Concerto, Op.103 x : (E===t — = == —
/_______Z_R S | functional variation |
1 2 3. ‘4 5 I W V VI ¥v¢ Ww ¥
= O V Vil @ o V I
~| = 410 . 5 v
1. Th § 3 richer is Ex. 113; this almost suggests a modulation
e emodulation,! when in ms. 4 it arrives at pmM, which
= € classified as [F], i.e. Distant.2
™! 1 B m # [51;
+ suspension moduylati
free : t ~dulation back.]
&,,co}]’:psli‘tc i %ﬁcauon of Relationship, Chapter IX.
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Lohengrin: Elsas Traum
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In Ex. 114 this modulatory contrasting middle section
contains two sequences; the same degree numbers appear in
every phrase. This modulation is also classified as [5-

Tannhzuser: Overture
7 s he 1
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.B. t/T means tonic minor or tonic major.]
first 24 measures of Ex. 1152 remain, in spite of some
ed degrees, close to T (or t). But the closing segment
) modulates very fast to SMsm, V-1, Class [5], which,
rce, one could register as SM (FH-VTI).

';") Tannhiuser: Lied an den Abendstern
pl 2

G){n m v
5 ok, 7 8
T ' T
) 25 2 27| | N8 | pN20, 90 o
@ 0 W B I§tol
VI

@V g {
3 B VI o E I
. ¢ T D
5 advantageous to register Ex. 116 in several regions
€ the progression in mss. 1-2is in §/T: H (Neap.)-V,
rtoT: H(Neap.) -V at the end.

Die Walkiire: Wotans Abschied

IJ_ s 2 og- ete.
: o+ = = S}
&
| “zum|letz - ten Mal - - -7
’i@m——" —
: — E :

3 = E
»"mq%r)bm #;1
) I v




106 STRUCTURAL FUNCTIONS OF HARMONY
3 g
(excerpt) TR ] "
@ #
v
@V v i
_Evcr.x in a melody with popular appeal, Ex. 117, the tonga];
is fairly far extended. Such deviations from simplicity wcty
Te

obstacles for Wagner’s contemporaries.

Die Meistersinger: Act I, Scene I

L
1
As - |8 lddvy 2 ¢

=
17. Jo- -nis-E! E | ||
|
S ==
v I AT
Blumenkrinzlein — — — — — /__g@vr\
e eIy
h{———. ] : Y
: e
=Ei=Cc=is % e
@ ¥ v w —® v
MV H 1 v
@btm v 3

Ex. 118, from * Die Meistersinger °, is based on a changt
between T and sm. So much of it refers to sm that one would
be inclined to consider it in g minor, were the ending in ms. 11
not distinctly on V of Bp.

Dic Meistersinger: Actll, Hans Sachs’ Monologue

i ZL.J.Q?' } g
23 ='ﬁ&i"*:43
= ol

s =
ISR R
vu %3 v VI vy v
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o i1 IF Ty
d4d 4 Jd

T ol

@1 "@E wim viw VI

19, from Tristan, is one of those Wagnerian melodies

ding on v,

the second (mss. 3—4) 2
 called “ quasi-Neapolitan
es in mss. g and 5 are not major chords.

. Tristan: Actl
M

‘are buil

It is analysed as being in
r-like progression ¥ (Neap.)
the opportunity of analysing th
substituting for an en
nd third (mss. 5-6) phrases are
» (H-V) because the har-

Wn-l o-rolddir so wert - --

|l2| 34

t by quasi-sequential repetitions of a short
B minor in spite of the
-V, because this method
e last phrase (mss. 7-8) as
ding on V. The progres-
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F = e
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Analysis of Ex. 120a reveals that it is less modulatory, th
it seems at first glance. It is only the section mss, 617 wh; 3n
deviating from t, moves through sm to #m and (mss, Il\lch’
to #M. The progressions in mss. 11 and 12 are explainedl.)
120b as sequences of two transformations of I1, also transpog
to III (120c) and VI (120d). If mss. 13 were also a Seunn:d
it would appear like 120e; instead, two chromatically glidine’
diminished 7th chords (used melodically rather than functioy,
ally) are connected with I of M, equivalent to #II1 of ¢ ir;
ms. 14. This measure, despite the melodic changes, is analyseq
as two forms of one and the same degree, i.c., the 9th of the
diminished 7th chord (fh) descends and the 7th (db) ascends
(through dh) to the octave (eb) (Ex. 120f). (Such a Procedure
is not infrequent in Wagner, as illustrated in 120g, a form of the
Rheintochter-Motiv (Rhinemaidens’ motive) from Siegfried.) The
eighth-note figure in mss. 17-24 (120a) is played in unison by
the strings without harmonic accompaniment. Evidemly
such a passage would not be logical in Wagner’s style without
an intelligible relation to a tonality. Here a rather convincing
attempt has been made to reveal this relation as two trans.
formations of H (mss. 18-22) followed by a cadence (mss. 23~

25).

@) Parsifal: Prelude to Actll

EXTENDED TONALITY

2
| Sequential Repetitions
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g) Siegfried: Act I, Sc.ll




110 STRUCTURAL FUNCTIONS OF HARMONY

Extended tonality is also characteristic of m
(1896-1906); fragments of two songs from Op. (Syafer S;
here. At first glance Ex. 121 looks as if it were ex?
modglatory. But analysis shows that changes of regions
only in ms. 3 (‘bSM), 5 (bM), 6 (pm) and g—back to bsﬁ:cur
whose tonic this section later ends. The apparently free p, e
notes ax}d suspensions (marked+) are merely melodic t};uism
harmox'uc. The harmony at “a” (ms. 1) is to be underst -
as an 1mpc‘rfe.(l:t {'orm of a gth chord on V (Ex. 121a) OOIC:
reappears similarly in ms. 7. Ex. 121b explains the prog
sion IV-H of hSM as changing the rootspof one dirr}l)i?if}rle:
7th chord, a procedure which is discussed in my Harmom’elelze
1E:; 3:4.1.d31bmilarly,.the main theme of my K ammr&ymp/mnieniz
cr}zl ;:d u(c::2 o y multiple root reference of a diminished 7ty

Periog
alysed
remel

Schoenberg: Der Wanderer, Op.6, No.8 tz f’;"éisiﬁip’t".f:ii,&
@% l = 2 ¥
121, 7 3 E %
S S
Y 2 § ﬁ 5 = vz T
g_k;/ = "j e
@ L. ¥ B9 v
+ ) +
4
3 Zni
WY Y

auxiliaries )
, s, 3 g
E*

1 Used without acknowledgement by A. E. Hull.

EXTENDED TONALITY I1I

Fes v B V-1
Schoenberg:
| (see m:i&7) b)(see m:;:)/‘,;’- ; o *'Kax?meréymphonie

¥o v 16

. 122 is characterized by a number of far-reaching trans-

tions with multiple meanings. The examples, a, b, ¢ and
ain mss. 11-12, 13, 20 and 21 respectively as transform-
g and substitutions of gth chords onbp. The enharmoni-
n of many of these notes somewhat obscures this fact. The
) is often replaced by f#, but in ms. 20 by fp (eh) and in

y both 4 and fh. In ms. 22, Ex. 122d, the root is omitted
the 7th is in the bass.

erhaps the most interesting feature of this song, as mentioned
ny Harmoniclehre, is that the tonic, Ep, does not appear
ughout the whole piece; I call this “ schwebende Tonali-
” (suspended tonality). Many parts of the song must be
ysed in sm. The contrasting modulatory section, mss. 32—

for a retransition [i.e. modulation back], the segment

:»5—10 in mss. 42-47. This is analysed in 122¢ in sm and
T. It begins (in ms. 42) and ends (45-46) at the same

as mss. 5 and 8—9 respectively.~ The fine point is that

similarity is produced in spite of the transposition of the
ody a half-step higher (mss. 42-44). Accordingly all

are one step higher.
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Schoenberg: Lockung, Op.6,No
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e ear of the contemporary musician and music lover is
onger disturbed by far-reaching deviations from diatonic
monies. This was an obstacle to the contemporaries of
art, who called his C major String Quartet the ““ Disso-
ce ” Quartet. It was again an obstacle to the contempor-
s of Wagner, Mahler and Strauss and will remain so for
time to come. But time heals all wounds—even those
cted by dissonant harmonies.




CHAPTER XI

PROGRESSIONS FOR VARIOUS COMPOSITIONAL PURPOSE
S

EIH;, FOfR;\ilS ft?r which harmony pr?gressions are recomme
e following chapter are described in Arnold Sch Foed
Models for jBegznner: in Composition (G. Schirmer, N Yocnbcrg:
all the advice given here refers to the school-fort,ns .co‘). g
er the sake of practice. A school-form is an a.bstractigStrucFed
dlﬁ'C.X'S, often considerably, from reality. For this reasn o'
studies must 'bc complemented by analysis of mastOn hesg
The progressions recommended here will provide cfr o
following forms or formal requirements: sentence OZ o
cDodc}tltg, contrasting x'niddle section, transition s,cqliz:()d,
urchfuhrung (elaboration or development) intro’d o 5
other so-called ‘ free >’ forms. , Hekion ang
SENTENCE

The school-form for the senten i :
_ ; ce (eight mea: ) i
w1l:'hha two-measure unit, followed by agrepetiti(f:rfrsrissbeg?n)s
which can be a sequence or else a more or less cont;-;istix?
re}:letltxon. The sixth measure will be a sequence of the fifth
anTth;i 7 and 8 will be cadences to various degrees. ,
e first unit (mss. 1-2) may consist of two harmonies:
I-V, -1V, I-VI, I-III, I-11; '
or of three harmonies: .
;TI\_’l—\;', I;VI»V, I-1I-V, I-V-I, etc.
imilarly I-IV, etc.,, can be c:):tcnded'
4 : > > ; eg. I-III-IV
I-VI-1V; or I-III-VI, I-V-VI; or I—VIgI-III (I—H-),
1-¥;111; or I-VI-II, I-IV-II, etc. : ’
ere may also be four or more harmonies i i 1
: s in this unit.
haThe chond unit (mss. 3-4) may be a mere interchange of the
harmonies of the ﬁrst,_ by reversing their order. This method
1s seldom applicable if there are more than two harmonies.
A few examples of mss. 1-4 follow:

gz{zrsi :m\;'t fecond unit

) - II-VI

$§)) III-VII

(& IV Y\k{“’ L

(£) 1I-V

(8 11I-VI
114

- 1st mvmt., C major:

GRESSIONS FOR VARIOUS COMPOSITIONAL PURPOSES 115

: First unit Second unit
(h) VII-III, etc.
(@) I-VI I1-VII
(3) II1-I
(k) IV-11, etc.
@ I IV-VI, etc.
{m) I-II . V-V
(n) V-VI
0) II-111, etc.
p) I-V-I V-I-V, etc.

third unit (ms. 5) and its sequence (ms. 6) will, for
ce of practice, preferably avoid repetition of a preceding

S1011.
- ht-measure sentence might be based on progressions

following:

Hoovd e / :

7 - VI-II VII-III VI-IV 12-V-I
ernative 1-VI-IV-II 13-V-I

me 6 ms. cadencing to D: T VI-H v

D II-V I

tive: T VI-H-VI-H  V

D I[-1I-V I
6 ms. cadencing to m: mVI-II 12-V-1

re follow harmonic excerpts of sentences from Beethoven’s
 Sonatas:

ms. 12 34 5 6 7 8
I 4 v I-1I V(D)
I-Vv V1 IV I-V I-I V-I

mvmt., C major: . ;

ms. I 2 3 4 5 7
IV V-I ¥ BV VI I v I

15t mvmt., f minor:

school-form for the period consists of two segments of
veasures each. The first, the antecedent, may end on
her through mere interchange (e.g. I-V-I-V) or in a

: elaborate manner, or through a half cadence with or
it substitutes (Ex. 123a). In the minor, the procedure

ilar (124a).
e second segment, the consequent (mss. 5-8), may repeat

f the antecedent, and usually concludes with a perfect
to I, V, or III in major (123b), or I, III, V or v in

(124b).
g PERIODS
] Antecedents
“) 1) Major 2, ot
.
1 v 1 v T B v v a1 I8 v
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Consequents
b), 1) 2)
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Here are a few illustrations of periods from Beethoven’s
Piano Sonatas:

ms. 1 2 3 4 5 6 7 8
Antecedent Consequent
Op. 2/1, 2nd
mvmt, Fmaj.: I V I-V-I V, I IV-V-1 IV-I-V 1
Op. 2/2, 4th
mvmt.,, Amaj.: I V I-V-IV I-V, I
i D:IV-I 1II -V I
- 7> 4
mvmt, Epmaj:V-(I) V I-V-I V, V-I) V -I-1-v T
CopETTA

A codetta, as regard its structural functions, is merely 3
cadence, whatever its motival or thematic implications may be.
In classical music its harmonic range comprises all forms fro™
the mere interchange of I-V, etc., to the most remotely enriche

>ROGRESSIONS FOR VARIOUS COMPOSITIONAL PURPOSES 119

ces. See, for instance, mss. 113-144 in the 1st movement
, Eroica (Ex. 125).

Beethoven: ard Symphony, 13t Movement, Codetta
u3 &ova~——

-
H
i

> P

S

®

*D1 ¥ 1
e ﬁma& =
k VI V BV IV y G S B v
' : 3 X ete.
= — - P + 4 ) T e ¢ l:
R TR T
e e
b =R
e e
I e 1 B v VI
. e I s T P of
‘i ¥ LlllL'[ﬂﬁl T 1§ 8
P— : ==
T P (4 2
I i e 1§ g

2 v
*This is () with

reference to (T = Eb
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CoNTRASTING MIDDLE SECTION
As the middle part of forms which consist of more th
parts, ie. simple ternary forms—minuets, scherzog
and other forms consisting of three divisions—sonat,
phonies, concertos, etc.,—the middle section is supps
form a contrast to the preceding and the succeeding secy;
The harmony plays a decisive role in the production OFOH.S'
contrast. In simple cases a change of region is enough Ththls
as the “ a ” section presents T or t, whether it ends On.I o pr.
anqther degree of the scale, the regions of either D, m o sf)qn
major, or D, M and v in minor, are a sufficient contrast Fln
the region of D see Beethoven’s Piano Sonata, Op. 2/2' 201-
movement; for SM, his Sonata op. 14/1, 2nd movement. -
Ex. 126 illustrates progressions for simple as well as .mor
elaborate cases. 126a is a mere interchange of V-I on a peda?
(for pedal see p. 137). 126b (I-V, I-V) and ¢ (I-IV-y
I—.IV—V) begin on I. Generally the contrasting middle section
will begin on a degree other than that used to begin or end the
“a .” section. Therefore the following progressions (126d-m)
begin on V, III, VI, II, IV, and on I-minor, v-minor, IV-
minor, flat III and flat VI. ’

an ty,
etc‘\
5 Sym_
Oseqd to

Contrasting Middle Section

2 ESSIONS FOR VARIOUS COMPOSITIONAL PURPOSES I21

p D
.o 9T hill & b R & o Ui i
.
10l ore 1

T 7

P r
v + bvobm & v

bvi v bm &

‘many of these examples mss. 3—4 repeat 1—2 with a slight
required for the introduction of the upbeat har-
, V.1 _

hoe berg used “upbeat harmony” to describe the penultimate chord leading
€ returning tonic, i.e., the “ downbeat .]
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The harmony js rj
random from music

(Ex. 127), the movement from v to

OF HARMONY

the following €xamp
In Schubert’s
Vis carried oy -

e from Chopin’s Prelude
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‘Brahms: Piano Quartet in G minor,
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school avoided not only this kind of se

unchanged repetition, no matter i

@) Beethoven: Symphony No.1 in C major

n what region,

133, < I
i I )
@t
SEQUENCE
T
@

) Schubert: Piano Trio in

a4

quence

Bb, 0p.99
P
| 7 |8

©) Schubert: String Quintet, Op.163

=2 BT
T~ =
- - - - - :
D1 B I v
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1
e progressions for contrasting middle sections in Ex. 1 34
of sequential (or quasi-sequential) repetition. The
g of the original segment, or MODEL, should introduce
id to the harmony which begins the sequence. According-
rt of the modulation will often occur within the model,
instance, in 134d, ¢, f, g, etc.

SEQUENCES
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For compositiona] Purposes it is often necessary,
at the end of a sequence on 2 definite degree of t}?
¢xample, in a transition (see p. 139) or for an up-beai h S for
before 2 recapitulation, etc, Hence it js necessary, 2 Ony
the model in a certain manner and to start the} s::q bujjq

on a definite degree. If the model, for example, enee
gins on the sequence will he
II (T/t) and ends on II(2nd up), IViey
2 3 1) blI(-end up)’ #IV to v (cnhar
I H1(3rd up) Monic)
o ; bIII hic)
B B - P ol YTto %
» » » up ;g II
; » » 5 VIzrd down), bvix ttg x
I » ”» » bVI(+3rd dOWn), VII oV
: o e VIIEend down), bVIw v
& » bVII(+2nd down) VIitoy

Ex. 135b is remarkable because of the endin )

i gon bIIT (I of M).
The sequence thcn. begins on I of () M asNeapolite(m ofbe)
Ex. 135¢ begins with an artificial dominant 7th chord op I:

135.

e e ThiT =
P Az e —adt i
5 N

Za H
o 1
B s 7 " e -

2nd up (136d and h,) major 2nd down (1 i

2 5 36g), minor grd up
(136e and'f),' mnor 3rd down (136a and ¢), 5th up (136b)3. The
Sequence is introduced by a V in 136b, led in as a I to HY
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sion in 1 36¢, as a IV-V-yT progression in 136a, by a
on of the same harmony in 136d, and by interchanging
M in minor in 136e. The sequence in 136g becomes more
tandable if, eliminating some subordinate tones, one
es the roots on which the progressions are based
). In 136f the S-chords at the beginnings of model and
ce obscure the progressions slightly, but the roots mark
as a deceptive progression, V-VI, in D. In 1361 the
ing of the sequence does not suggest deviation from T;
at the second measure does the change to S/T become

t.
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VARIATION OF THE SEQUENCE

Of higher value asthetically are sequences in which vay
tions produce an even stronger effect without endangerip ta.
memorability of the model. Slight changes in the par leadip,
passing notes, chromaticism, suspensions, etc., produce moré
vital variants of the original. Substitutes and transformatigp,
and especially interpolated chords, are further means to ;e
end. Substitutes and transformations will best be useq i
make the part leading more effective or convincing.

In Ex. 137, sequences in almost every region have hegp
added to a model I-V. They preserve the I-V of these regions
but insert one or more intermediate harmonies, Similarly,
other models can be enriched—for instance, I-1I1, I-1v, I-vy,
and I-II; one may also use models consisting of more thag
two harmonies—for instance, I-IV-V, I-11-V, I-VI-y,
I-VI-1V, I-VI-II, etc., or, like the model in 1371, I-V 4 35
Evidently a model in the middle of 2 piece can also begin with
a degree other than I, as in Ex. 138a and c. In 138band 4
these sequences are enriched in the part leading through pas-
sing chromatic notes and even through passing transforma-
tions. In the examples of 1 39 the part leading is more elabor-
ately varied. The relation between model and sequence in
1402 is closer than the notation reveals,

Sequences to a Model, I-V, with Insertions
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140.

1Yy H oy

In Ex. 141 are a few illustrations from musical literatyre
in which the structural advantages of the sequence—name]
repetition, harmonic progress and slow developmem‘arz
achieved without strict sequential treatment of the model]
Evidently such deviations can only be used if the substituting.
progressions are not weaker than those of the original—which
1S not easy to determine.

a) M;)ga.rt: G major String Quartet

N
; e Nt
141. A
M s e L
T i : :" t
g ] e
PR 3 7 I
b) Brahms: A major Violin Sonata
1’\| 4 = 3 ~ + | ,J 3 .
; r g%# [
4\ | |
: ] T ) t » : vl 5: |
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1 i v I e
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 pedal point, a retarding or restraining device of composi-
l technique, appears in various places. The restraint is
uced by one or two voices, which sustain one or two
S, usually root and fifth, while other voices move freely
h various harmonies. The conventional rule demands

- the sustained voice should begin and end as a consonance;
n these consonances, even harmonies which are dissonant

he pedal tone may occur. Generally the sustained note is in
bass. Ifin another voice, it is called an * inverted ” pedal.
general belief that “every ” harmony can appear in
€ circumstances requires a correction. No other harmonies
uld appear than those consistent with the structural and
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stylistic conditions of the environment—in other wor
harmonies which would be usable if there were no
voices.

Accordingly, from the standpoint of structural fiy
there is not much interest in pedal points.

If it occurs at the beginning of a piece, the sustained noge ;
usually a pedal on I or V. Here it assists establishment of :hm
tonality by retarding an early modulatory movement, Suc}(:
pedals can be seen in the following masterpieces: Beethovey
Sonata, Op. 28, 1st and 4th movements; String Quartets
Op. 74, 1st movement; Mozart’s Ep String Quartet, Trig of
Minuet; D major Quartet No. 7, Minuet; D major Quartet
No. 8, 1st movement; Schubert’s A minor String Quartet
Op. 29, 1st movement; Brahms’ C minor Quartet, Op. 5x:
Ist movement.

Here one seldom finds more than an interchange of I-}-1V-
V-I; sometimes II, H, VI and ¥ also appear. H is then
generally a diminished 7th chord or an artificial dominant,

In contrasting middle sections (see Beethoven’s Sonatas,
Op. 2/1, Adagio, and Op. 2/2, Rendo, etc.) before the recapitu-
lation, in transitions (Beethoven’s Sonata, Op. 53, 1st move-
ment; Op. 7, 1st movement, etc.) and in Durchfuhrungen
(cf. p. 145) (Beethoven’s Eroica, 1st movement; String Quartet,
Op. 74, etc.), the pedal marks the end of the modulatory
process. Dwelling on the pedal enhances the expectation of
the tonality or region to follow by delaying its appearance.
The harmonies here do not differ much from those found ove.
pedals at beginnings of movements, except that they
generally begin on a V of a tonality or region and end on a
I (or deceptively on VI, IV or II).

In addition, pedals may be found in codettas, episodes and
even subordinate themes. Certain exceptional cases should be
mentioned: the Prelude to Das Rheingold, which is based
unchangingly on an Ep triad; the Fugue of Brahms’ Deutsches
Requiem, and the entire Durchfithrung and Coda of his D minor
Violin Sonata, Op. 108, 1st movement, both written over 2
pedal bass throughout.

But the use of a pedal point to conceal the poverty of the
harmony or the absence of a good bass line is not justified-
Unfortunately most of the pedal points of mediocre composers
are of this kind. This is the poorest form of homophony.

dS, onl
uStained

CtiOns

ON

__tions in lieu of an ending. (Ex. 143).

NI aE
In Ex. 142 the procedure with such new themes is illustrated

» one example of Beethoven and three of Bra
nd liquidations! make the procedure a gradual one. The

oven example (142a) is quite simple.

the!

42d) takes a detour before arriving at M; !
unts for the deviation into mediant majors Neapolitan,
h enharmonizes to sharp mediant major ($M).
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5 larger forms themes in different r;gions are often con-
red by means of a transition. In clasgcal music subordinate
es are seldom to be found in a region more remote thap
s 2 (see p. 68). Transitions therefore are not very c?mplx-
harmonically. They are either new themes beginning
he end of a main theme (Ex. 142) or modulatory trans-

hms. Sequences

In two of the

ms examples (142b and c) the final turn occurs only aiter
sequence of an extraordinarily long model (r42b) or aftc.r
sartial modulatory repetition (142c). Here ‘thc final goal is
ysed as sm, which is an enharmonization co
) that discussed on p. 162. That this analysis is correct,
e. that it need not be registered $Mm, is proved in the con-
nuation and at the end of this division of the movement,

re SM is presented in flats. The third Brahms example
this, perhaps,

n comparable

; G L————SEQUEx!iT‘cl:E@———J
2 See Arnold Schoenberg, Models for Beginners, p- 11
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3) Brahms: Symphony No.3, Fmajor: Transitilon
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¢) Brahms: Piano Quintet in F minor, Op. 34
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Modulatory transformations of the main theme, on the
‘hand, move without so many intermediate steps djy
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toward the goal.

143.

Transitions

a) Beeth%en: Sonata Op. 31t

| 18

62

ther
ectly

Subordinate
heme

-~ s

o X & m— )
L g © < —

% 3 4 L @ 3 TE ©—1 T -

*H-* T 1 T ix

o - - - - -

F:3 v n
I v

- PROGRESSIONS FOR VARIOUS COMPOSITIONAL PURPOSES 143

o Subor%igxatc
St ———— : e
_ &y ‘?5// L 2R =
| -/ 4 Il [ & X1 .
I I T - Ty :8*%
i T
z : H=F
'y = i ¥l ;
[ w v 1 B Vommmm = - 1
d) Sonata Op.7
g Or ey D At
e " :
! k8 : § 14
f b‘% ‘/ L1 A
p 3 e Yl }
= =R
!_\—/ v e
m v I A3
. gebg i
"3 3 h‘?- il (cmem b,
. i
1 1
T

== :
@I k: 3 Vem e e e e e e m e m =~ ~ 1

Other transitions function as connecting links between
odettas (with which a division of a movement ends) and
he repetition demanded by repetition marks (first endings of
xpositions)—see, for instance, Beethoven Sonatas Op. 31/2,
Op. 53 and String Quartet Op. 59/3, all 1st movements—or
second endings of expositions) as introductory transitions to
e Durchfithrung, or as transitions from the end of the Durch-
fikrung back to the recapitulation.

As in the recapitulation all the subordinate themes are
upposed to appear in the tonic region, a transition would
‘ superfluous, were it not that the composer knows that the
ner likes to hear again valuable material of the first division
¢position]. In most cases there is a turn to the subdominant,
owed by a simple transposition leading to V. In other
ses, like Beethoven’s Quartet Op. 18/6, the Piano Sonata
Ip. 106, etc., an extended roundabout way is taken to produce
2 contrast between tonic and tonic. One of the most inter-
g instances in this respect is illustrated in Ex. 144 from
ozart’s G minor Symphony.
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RCHFUHRUNG (ELABORATION)
‘Almost every larger composition contains one or more
ons which are of modulatory construction. In medium-
compositions (minuets, scherzos, etc.) this part is best
ed a modulatory contrasting (middle) section. In larger forms,
commodation to the more complex construction of the
st division and its recapitulation—the third division—a more
sborate and more compound contrasting second division
required. This second division is usually called “ develop-
» ¢ elaboration ”,  working-out”, etc. There is
opment everywhere in a piece of music, especially in the
division, where a number of themes are developed from a
motive. Nothing can remain without being elaborated
‘worked out. What happens in this second division is
mething different. Themes of the first division and their
ivatives are found in a constant modulatory movement
rough many and even through remote regions.
This movement through the regions is much better charac-
ed by the term Durchfiikrung, which means that the themes
ch have not modulated in the first division are now gefiihrt
(led through) contrasting regions in a modulatory pro-
ty jure.
‘ h’s modulatory contrasting sections in his larger forms—
- instance, Preludes, Toccatas, Gigues, even Fugues, etc.
ainly lead a phrase, a theme, or some other segment
‘the first section through a number of regions (Ex. 145).
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" In comparison, Haydn passes through more regions and

re remote ones in the G major (Surprise) Symphony. He

acludes here even a region which is classified as indirect and

temote (subT).!

Equivalent to pmv, Class 4.



148

146.

STRUCTURAL FUNCTIONS OF HARMONY

Haydn: G major Symphony: Durchfiihrung
104

T
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modulation in the first movement of Mozart’s G minor
phony (Ex. 147). It passes successively through regions
ified as close and direct i, indirect but close [2), indirect
d distant[5]. The compass of the last movement is even
remote (Ex. 148).
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Beethoven’s Durchfuhrungen, with their dramatic inclinations,
ften aim for even greater contrasts than structural considera-
s require. In the Eroica this can best be seen (Ex. 149)
| the succession of sm (ms. 178), #sm (ms. 181),mv (ms. 185)
vhich are classed respectively as [1], [5] and [5]. Moreover,

' reglons are very distantly rclated among themselves.
r instance, the beginning of this segment were the tonic,
e sequence in ms. 181 would be a [5] relation and, similarly,
e same relation would exist in the following sequence. One
f the most extravagant ventures occurs when a new theme
§ placed in SMm (ms. 284), followed by a partial repetition
'SMsm (ms. 292), which are the most distant relations.
hese same segments are later repeated (mss. 322 and 330)
L t and bM The relation betwéen this segment and its
epetition is also a very distant one.
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The richness of Schubert’s harmony perhaps marks the
actual transition to Wagnerian and post-Wagnerian composery’
procedures. In a relatively short Durchfukrung of a String
Quartet (!) (Ex. 150) he stays, for longer or shorter periods,
in the following regions: sd, sm, m, sd, smsm, the relations
of which are classed respectively [@, B, [, 1 and [5]. The
smsm region (ms. 150) seems more distant because of the
somewhat roving modulations in the preceding measures,

which define it as derived from sm. But an enharmonic
change would make it tonic major’s mediant (dp=cf).
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The Durchfihrung of Mendelssohn’s Third Symphony in
A minor (Ex. 151) is richer in modulation and passes through
more remote regions than the first movement of the Fourth
Symphony in A major. It starts by considering the tone ““ e
of the first ending on v as the third of I of #m (evalu: ted as
[4]) in the second ending. A further modulation to dor
leads over subt [g] to m [3], again to subt and sd [0 followed
by SM [2], then subt and, with roving harmony, to t.

Mendelssohn: Symphonyml)\;o.?; in A minor
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Schumann resembles Mendelssohn in that his modulation is
tamer than one would expect from his rich and fluent harmony.
Ex. 152 shows that he includes regions of classes [, [2], and B
that is t, sd, v, dor (all minor), also pM, pm and t.

Schllxlrélann Piano Quintet in Eb
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In order to connect the Durchfiuhrung proper (ms. 77 e
the 1st movement of Brahms’ grd Symphony in F Major
(Ex. 153) with the second ending of the first division (on m)
an introductory transition is inserted. The beginning of (e
Durchfihrung (written as a cf minor region in the strings apq
woodwind) is, as the analysis reveals, an enharmonization of 4
dp minor region (so written in the brass); thus the region i
in fact psm, not Mm, which is rather remote from the m of
the second ending. For a real understanding of the modulamry
procedure it is necessary to “ register ” the regions according to
the way they are introduced. This region (hsm) was introduced
by way of the flat regions. This hsm (ms. 77) and later subT
(ms. 101) are the only points at which the Durchfihrung
settles down for a longish time. Between these two points the
harmony is roving, in a circle of fifths, mss. g2-97, or along a
chromatic bass line, mss. g8-99. The section from mss. 110 to
112 is analysed as subT followed by subt to ms. 117, in spite
of some incidental deviations (mss. 106-109). The reason for
analysing it in this way is the fact that in ms. 120 Brahms intro-
duces a major triad on F, not as a tonic but as a dominant.
Accordingly, ms. 117 is considered the turning point to sd, of
which ms. 120 would be V. This V is now changed in an
interesting manner to function as a I in ms. 124, in corres-
pondence to his ““ motto ’ motive.

Bral;gns: Symphony No.3 in Fmajor: Durchfiihrung
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The preceding analyses indicate that while the actual mody.-
lation may be either audacious and roving or simple and gradu-
al, _regigns may be approached whose distance from the tonic
region is not always what might be expected. For instance
long segments of a Haydn theme may be based on one or two
harmonies only, while the first theme of Schumann’s Piano
Quintet requires a rich succession of harmonies. Nevertheless,
Fhe analyses above show that the distance of regions reached
in Haydn’s Symphony is greater than that of those in the
Schumann example.

Thc. method of evaluation established here can be applied
to do justice to composers whose compass of modulation has
been underrated, on the one hand, and to those who have been
overrated in this respect, on the other hand. The findings
might prove in many cases the contrary of what one expected.
Thus, for instance, analysis of the Prelude to Tristan proves
that, on the basis of the interchangeability of t and T, pM and
bS_M (of T) comprise the furthest compass of the modulation,
—if one recognizes that those sections which seem to go
farther are only roving on the basis of the multiple meaning
of a vagrant harmony. Of course this is not a criticism of the
beauty of this music.

Rovine HarRMONY

Roving harmony was discussed in Chapter I (p. g). In our
ana.lyscs of Durchfuhriingen some segments have been defined as
roving. Extended tonality may contain roving segments,
though, on the other hand, various regions may occasionally
be firmly established.
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: Roving harmony need not contain extravagant chords.
ven simple triads and dominant 7th chords may fail to express
| tonality. See Ex. 154 and the following examples selected

-om musical literature (Ex. 155 ff.) which are discussed in the
sllowing chapter under other considerations.

Beethoven: Sonata Op.2/2 (c major), 1t movement, 97-109

A97-¢b'£’ ;FL'E','

Id = I L
@% el e

@I I
n
= | etc.

o —

R = ==

1 =
- He— &=
ot I m vi

D VI G m v I
& 1 ™ bvx
Roving harmony is based on multiple meaning. According-
 chords which are vagrants because of their constitution are
tery effective for this purpose: diminished 7th chords, aug-
nented triads, augmented $- and #-chords, Neapolitan triads,
sther transformations and fourth chords [chords composed of
ul'thS]
e So-CaLLED “ FREE Forms »
" Introduction, Prelude, Fantasy, Rhapsody, Recitative and
tthers are types of musical organization which previous
heorists did not describe but simply called “ free , adding,
*no special form is adhered to” and “free from formal
estrictions . Form to them was not organization but re-
ction; thus, “free” forms would seem amorphous and
morganized. The cause of this failure of the theorists may be
t no two of their “free” forms have a similar structure.
t even among forms which are not free from formal re-
ctions—scherzos, rondos, first movements of sonatas and
ymphonies—it is difficult to find two movements which
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resemble each other in more than the most primordial outline
It is these differences that make one a work of Beethoven, by
another only a work of XY—just as other differences mae
one creature a man, but another an ape. If composers did no¢
eagerly try to name their works correctly, theorists might alsq
consider those “ restricted > forms as unorganized.

Fortunately a composer knows when it is not advisable tq
begin a piece directly with the subject matter, and when he
needs preliminaries, It does not matter whether or not ,
theorist finds such preparatory sections to be justified. In
most cases they are imponderables, and one could scarcely
contend that the introduction to Beethoven’s Fourth Symphony
or Sonata Pathétique could be omitted. Of course, even such
things as the first two measures of the Eroica or the first two
phrases of the Fifth Symphony would be, striztly speaking,
superfluous, were there not such imponderables as a composer’s
sense of form and expression.

As far as I know, only one scholar has charged himself with
the task of investigating the formal conditions for a Prelude:
Wilhelm Werker, in his Studien uber die Symmetrie im Bau der
Fugen and Die Motivische Jusammengehorigkeit der Praludien und
Fugen des Wohltemperierten Klaviers von Johann Sebastian Bach
(Breitkopf & Hirtel, Leipzig, 1922). Among the problems
which he discusses is that of the relationship between a prelude
and a fugue; in particular, he reveals that those preludes
which he analyses are preparations for the succeeding fugues
in the same tonality. The preludes develop out of little
germs—motives or phrases—the main features of the themes
of their fugues. Though some of Werker’s methods may be
questionable, there is great merit in his book. Musicology is
here what it should be: research into the profundities of
musical language.

From the standpoint of structural functions Bach’s preludes
do not differ essentially from the fugues. It is clear that all the
deviations from the respective diatonic scales of each piece
should not be considered as modulations. According to tn€
previously given definition of modulation, only a definite
departure from a region, together with the appearance of the
cadential elements of a new region, constitute a modulation-
Substitute tones producing substitute harmonies are to be
found in great numbers; real modulations are few. If every
tone foreign to the scale were to mean a modulation, how many
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podulations would there be in the 24th fugue in the first volume
B minor) ?

Analysis of other “free” forms offers a different aspect.
n all of them a tendency to avoid the predominance of a
onality gives them a certain resemblance to a Durchfiihrung.
(Wn some of them, Fantasies and Rhapsodies for instance, a
onal centre may be absent in spite of the establishment of
ertain regions, because in its tonality the harmony is modu-
atory or even roving.

' Introductions, on the other hand, approach the tonic region,
t least at their ends. This is definitely true in the Andante,
\dagio, etc., introductions to the Allegro, Presto, etc., first
povements in Haydn’s and Mozart’s symphonies. Their
nodulations, seldom going beyond the regions of classes 1 and
, are, frequently carried out by sequences, even in roving
ections. Whether or not they begin in the tonic region, they
ertainly end on an ‘“ upbeat” harmony [i.e. preparatory

Haydn: G major Symphony (6): Introduction
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Mozart: String Quartet in C major, Introduction
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Beethoven’s introductions, like everything this great tomne-
poet created, immediately express part of the drama to follow.
The introduction to the Leonora Overture No. 3 (Ex. 157)
starts with a descending scale, passing in unison through zll
the tones of C major. In spite of this, every one of the four
measures exhibits a multiple harmonic meaning comparable
to that produced by roving vagrants; therefore, the dominant
7th chord on F% (mss. 5-6) can introduce the minor triad on B.
The following triad on G (ms. 8) is the first distinct expression
of C major, but does not introduce the tonic; instead it turns
to bSM (ms. g), in which there is an episode of six measures,
A rovmg segment leads to a short segment in m (ms. I/)
which is then followed by t (ms. 24). The harmony on Ap in
ms. 27, though introduced by a dominant, is best considered
here as VI of t, which in ms. 31 is changed to T.
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Beethoven: Leonora Overture No.3: Introduetlon
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" The introduction to the First Symphony is noteworthy

ause of its beginning on the subdominant. This and also

the introduction to the Second Symphony (Ex. 158) do not
go very far afield. The introduction to the Fourth Symphony

Ex. 159), after an introduction of 17 measures in t, moves in a

Somewhat roving manner through SMm, §/T, mD—all
classified as E]———-and m. The abrupt return from the unison
AtoV of T is very dramatic.
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. The introduction to the Seventh Symphony! (Ex. 160),
_ — ithough fairly long, does not modulate very far, that is, only
to pM and pSM, classified as .
= Beethoven: Symphony No.7 (A major), Introduction
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#ﬁ — 1 This introduction is marked Poco Sostenuto ('|=69). I am convinced that this
2 — s ﬁT IS a misprint. Evidently the two episodes on pM and bSM have a marchlike
& > = o] character. If d’:Gg seems too fast I would suggest O|= 52-54. Besides, if one of

. these masters writes 16th notes he means it; he means not eighth notes, but fast
notes, which will always be heard if the given metronome mark is obeyed.
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The introduction to the first movement of the String Quartc,
Op. 59/3 is entirely roving. The same is true of the introduction,
to the last movement of Op. 18/6 called La Malinconia (Ex. 16, ).

Beethoven: String Quartet Op.18/6.
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Mendelssohn’s and Schumann’s introductions do not move
into such remote regions as Beethoven’s. Harmonically they
differ from established procedures by a more frequent use of
substitutes and very short deviations into closely related
regions, repetitions of which they do not even avoid.

One of the few introductions in the instrumental works
of Brahms, that to the first movement of the First Symphony
(Ex. 162), must be classified as employing enriched harmony.
At least it does not abandon the tonic region for any length
of time. The introduction to the last movement of the Piano
Quintet (Ex. 163) is even richer in substitutes and transform-
ations, and the quasi-sequential treatment of some phrases
might even suggest the presence of more remote regions.
But a correct analysis will consider most of this introduction
as being in sd; it will deny a functional meaning to some of
the harmonies (marked +) whose roving effect derives from the
chromatic (melodic) movement of the main motive.
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Brahms: C minor Symphony Introduction
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Brahms: Piano Quintet, Introduction, 4th movement y
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The name Rhapsody suggests an improvisatory construction.
When Bach wrote his Musical Offering he made clear the differ-
ence between an improvisation and an elaborated composition.
Though he was a great improviser he could not do justice to a
theme given by Frederick the Great. The excellence of an
improvisation lies in its inspired directness and liveliness rather
than in its elaboration. Of course the difference between a
written and an improvised composition is the speed of produc-
tion, a relative matter. Thus, under fortunate conditions, an
improvisation may possess the profundity of elaboration of
a carefully worked-out composition. Generally an improvisa-
tion will adhere to its subject more through the exercise of
imagination and emotion than of the strictly intellectual
faculties. There will be an abundance of themes and con-
trasting ideas whose full effect is achieved through rich modu-

 lation, often to remote regions.! The connection of themes of

such disparate characters and the control over the centrifugal
tendency of the harmony is often achieved only in an incidental
manner by local “ bridges ” and even by abrupt juxtapositions.

Brahms’ three Rhapsodies for Piano—Op. 7g9/1 and 2
(Ex. 164) and Op. 11g—differ from this description only

- because of a certain similarity with sonata or rondo forms, the
. recapitulations in which seemed essential to the organizing

mind of Brahms; even an improvisation should not lack such

. formal balance. Ex. 164 shows the modulatory constitution of

the G minor Rhapsody. Clearly it is not only the enriched
harmony but also the deviation into many regions which is

characteristic here.
Brahms: Rhapsody in G minor, Op.79
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~ ! But why should a musician’s brain not work as fast and profoundly as that of a
- calculating or chess genius?
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Liszt’s Rhapsodies are looser in construction than those of
Brahms. Most of them are also much simpler in modulation
and do not move further than Classes 1 and 2. Only Nos. g9
and 14 of the rhapsodies move to regions of Class 5. No. g in
Ep (Ex. 165) moves (in the Finale) through SD to SDpSM [5],

~ later returning in several steps to T. No. 14 in F minor

(Ex. 166) moves through T to #SM [g], the signature of two
sharps indicating D major, but it seems uncertain whether the
D major on which it ends is not a dominant. In this case it
would also be questionable whether the repetition in four
sharps is really in E major, the E being rather a dominant of
the following region, #m. These endings on dominants may be
due to modal influences in Hungarian folksongs, to which
evaluation of regions does not apply.
Liszt: Hungarian Rhapsody No.9 (Eb)
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Liszt: Hungarian Rhapsody No.14 (f minor)
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In some inferior examples of rhapsodies, the title merely gives
an excuse for abrupt jumps from one subject to another and
from one region to another, for superficial relationships and
loose connections, and for total absence of elaboration.

However great the difference between rhapsodies and fan-
tasies may be in aesthetic respects, it can be disregarded from
the standpoint of structural functions. Generally rhapsodies
attempt to please the listener with the beauty and number of
their melodies, while fantasies enable the player to show his
brilliancy, and so contain much effective passage work rather
than an abundance of beautiful themes.

The lowest forms of organization are the pot-pourri-like
Fantasies and Paraphrases. Fortunately these are out of
fashion today, though, in my youth, they familiarized one even
with good music—for instance, melodies from Mozart’s Don
Juan or Magic Flute, Weber’s Freischiitz, Verdi’s Trovatore and
even Wagner’s Tannhauser, etc. For that reason I keep a
certain gratitude for them.

The following three artistically high-ranking examples of
fantasies show similarities as well as divergencies: Bach’s
Chromatic Fantasy and Fugue (Ex. 167), Mozart’s Fantasy in

(Ex. 168) and Beethoven’s Fantasy Op. 77 (Ex. 169)
(curiously called ““in G minor ”, though not more than the
first three measures are in this tonality). Mozart’s fantasy
resembles Bach’s in its chromaticism; it resembles Beethoven’s
in its use of many contrasting ideas in the regions which are
established. Bach’s, on the other hand, is to a great extent
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- roving, and in the few places where he remains in a region—

the Recitative section—he does not formulate a theme. Even
these regions are expressed merely by 7th and diminished
7th chords of a V followed by a I, which qualifies them as
resting points in an otherwise roving harmony. The beginning
and ending are unquestionably established in D minor.

Bach: Chromatic Fantasy and Fugue
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Mozart repeats at the end, in such a way as to establish
C minor, the motive which roved in the beginning. This is the
only reason for considering C minor as the tonal centre.
According to this analysis, almost all of the following regions
are remote, connected by roving segments. The regions in
which he stays for shorter or longer periods are m [3], msm (5],
msmM=S/T [, #sm [4], v [@, SD (3], sd [, subT [4],
and v. Such modulatory movement contradicts a tonal
centre even more than a Durchfihrung does.

Mozart: Fantasia
A Adagio
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Beethoven’s is an extremely ‘fantastic” fantasy. The
concluding section, 83 of the total of 239 measures, a third of
the whole piece, consists of a theme and seven variation and
a coda in B major, preceded by a Presto introduction of 68
measures in B minor. Thus more than 150 measures are in
B major/minor. One could consider the 156 measures which
precede the theme and variations in B major as an introduction
and call the piece “ Introduction and Theme and Variations ”,
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were it not for the considerable number of themes whose
appearance is too independent for an introduction. All this
suggests basing the analysis on B major as if it were the tonal
centre of the piece. The regions would then be: psm [3),
followed by a sequence in §/Tm [5] introducing S/T [¢], and
then psmM [5], bm [3], SM [2], and finally t and T. This
analysis is very artificial and rather serves to demonstrate the
absence of a tonal centre.
Beethoven: Phantasie, Op.77
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The Recitative can be described similarly. The so-called
accompanied recitative repeats some phrases occasionally.
In the secco recitative, in which roving harmony is the driving
power, even such repetitions are lacking. The question as to
which features here produce the logic and coherence so neces-
sary for comprehension cannot be answered by an harmonic
analysis. Here it is probably the amalgamation of tones with
words whose meaning and logic are substitutes for the meaning
and logic of tonal progressions.

In the following examples, illustrations of recitatives are
analysed from Bach's St. Matthew Passion, No. 30 (““ Und er
kam zu seinem Jingern”) (Ex. 170), Mozart’s Marriage of
Figaro (Act III, preceding the Count’s Aria) (Ex. 171),
and Beethoven’s Fidelio (to Leonora’s Aria, Act I) (Ex. 172).
All three combine secco with accompanied recitative. Again
the tonality upon which the evaluation is based is not a real
tonal centre but serves only to measure the compass of the
regions through which the recitatives move. Bach’s recitative
follows an Aria in G minor, beginning on the VII of that key.
It moves over dor [4], to #sm [4]. finally arriving at #m[4].
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Mozart’s recitative begins in the key of C major, to which the
following analysis refers. It moves through M [, S/Tm Bl
S/T [4], D [, and again §/T. Beethoven’s recitative passes,
with reference to G minor, through the regions of D, #sm and

4SM [z).

170.

Bagh.: Matthew Passion: Recitative (No.30)
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Mozart: Marriage of Figaro, Act 3, Recitative
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Beethoven: Fidelio,Act I, Recitative,Leonora (“Abscheulicher!

wo eilst du }{ﬁn?“)
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An attempt to analyse the relations of tonality within an
entire opera or at least a single act would not produce any
different result. Besides, it is known that composers of operas
very often replaced or omitted pieces or even scenes. Though
here, too, one could put the responsibility for the structural
logic upon the text and the drama, one must admit that the
problem of the extent to which an opera is an homogeneous
structure has not yet been resolved.

It is difficult to believe that the sense of form, balance and
logic of those masters who produced the great symphonies
should have been renounced in controlling their dramatic
structures.




CHAPTER XII

APOLLONIAN EVALUATION OF A DIONYSIAN EPOCH

Erocss in which the venture of experimentation enriched the
vocabulary of musical expression have always alternated with
their counterparts, epochs in which the experiences of the
predecessors were either ignored or else abstracted into strict
rules which were applied by the following generations. Most
of these rules restricted modulations and designed formulae
regarding the inclusion and treatment of dissonances.

These restrictions purported to facilitate the understanding
of music. In earlier epochs, even more than in our times, the
inclusion of a dissonant tone—* foreign ” to the harmony—
interrupted plain, undeviating understanding. “ Whence
comes this tone? Whither does it go?”’—these questions dis-
tracted the mind of a listener, and could even make him forget
the basic conditions upon which the continuation of the
musical thought depended. Similar disturbances could be
caused by the addition of an unexpected chord which was not in
accordance with existing conventions. This may have been
the reason why, for instance, V-VI in a cadence, instead of
V-1, is called a ““ deceptive ”’ progression. Difficulties of com-
prehension were once attributed to the minor third. It was at
best considered an imperfect consonance, if not a dissonance;
accordingly it was considered incapable of producing a definite
ending to a work.

Classical music was composed in one of the Apollonian!
periods, when the application of dissonances and their treat-
ment, as well as the manner and extent of modulation, were
governed by rules which had become the second nature of
every musician. His musicianship was in question if he failed
in this respect, if he were incapable of remaining instinctively
within the limits of accepted convention. At this time the
harmony was inherent in the melody.

But the new chords and dissonances of the next epoch, a

! Nietzsche establishes a contrast between the Apollonian mind which aims for
proportion, moderation, order and harmony and its contrast, the Dionysian
which is passionate, intoxicated, dynamic, expansive, creative, and even,
destructive.
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Dionysian period (provoked by the romantic composers),
had barely been digested and catalogued, and the rules for
their inclusion had not yet been formulated, when a new pro-
gressive movement began even before this last one had settled
down. Mabhler, Strauss, Debussy and Reger cast new obstacles
in the way of the comprehensibility of music. However, their
new and more violent dissonances and modulations could still
be catalogued and explained with the theoretical tools of the
preceding period.

Itis different in the contemporary period.

Because of the many attempts to connect the past with the
future one might be inclined to call this an Apollonian period.
But the fury with which addicts of various schools fight for
their theories presents rather a Dionysian aspect.

Many contemporary composers add dissonant tones to
simple melodies, expecting thus to produce  modern >’ sounds.
But they overlook the fact that these added dissonant tones
may exert unexpected functions. Other composers conceal
the tonality of their themes through harmonies which are
unrelated to the themes. Semi-contrapuntal imitations—
fugatos taking the place of sequences, which were formerly
used as “fillers-up ” in worthless “ Kapellmeistermusik ”—
deepen the confusion in which the meagreness of ideas is lost
to sight. Here the harmony is illogical and functionless.

My school, including such men as Alban Berg, Anton
Webern and others, does not aim at the establishment of a
tonality, yet does not exclude it entirely. The procedure is
based upon my theory of *‘ the emancipation of the dissonance.”
Dissonances, according to this theory, are merely more remote
consonances in the series of overtones!. Though the resem-
blance of the more remote overtones to the fundamental tone
gradually diminishes, their comprehensibility is equal to the
comprehensibility of the consonances. Thus to the ear of ‘today
their sense-interrupting effect has disappeared. Their emanci-
pation is as justified as the emancipation of the minor third
was in former times.

For the sake of a more profound logic, the Method of
Composing with Twelve Tones derives all configurations
[elements of a work] from a basic set (Grundgestalt) [tone-row

! Sce Arnold Schoenberg: Harmonielehre, p. 450ff.
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or note-series]. The order in this basic set and its three
derivatives—contrary motion [inversion], retrograde, and
retrograde inversion respectively—is, like the motive [in
classical music], obligatory for a whole piece. Deviation from
this order of tones should normally not occur, in contrast to
the treatment of the motive, where variation is indispensable.!
Nevertheless, variety is not precluded. The tones in the right
order may appear either successively in a melody, theme or
independent voice, or as an accompaniment consisting of
simultaneous sounds (like harmonies).

Evaluation of (quasi-) harmonic progressions in such music
is obviously a necessity, though more for the teacher than for
the composer. But as such progressions do not derive from
roots, harmony is not under discussion and evaluation of
structural functions cannot be considered. They are vertical
projections of the basic set, or parts of it, and their combina-
tion is justified by its logic. This occurred to me even before
the introduction of the basic set, when I was composing
Pierrot Lunaire, Die Glickliche Hand and other works of this
period. Tones of the accompaniment often came to my mind
like broken chords, successively rather than simultaneously,
in the manner of a melody.

There exists no definition of the concepts of melody and
melodic which is better than mere pseudo-aesthetics. Conse-
quently, the composition of melodies depends solely on
inspiration, logic, sense of form and musical culture. A
composer in the contrapuntal period was in a similar situation
with respect to harmony. Rules give only negative advice,
that is, what one must not do. He, too, therefore, learned
what to do only through inspiration. Is then a composer with
twelve tones at a greater disadvantage than his predecessors
because the evaluation 'of the chords which he produces has
not yet been carried out?

Theory must never precede creation: “ And the Lord saw
that all was well done.”

One day there will be a theory which abstracts rules from
these compositions. Certainly, the structural evaluation of

1 Minor changes in the order are admissible if, because of many repetitions, the
mind has become acquainted with the basic set. This corresponds to remote
variations of a motive in similar circumstances.
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t?lcse sounds will again be based upon their functional poten-
tla:lities. But it is improbable that the quality of sharpness or
mildness of the dissonances—which, in fact, is nothing more
than a gradation according to lesser or greater beauty—is the
appropriate foundation for a theory which explores, explains
a.nd teaches. From such gradations one cannot deduce prin-
ciples of construction. Which dissonances should come first?
Which later? Should one begin with the sharp ones and end
:Nlth the mild ones, or vice-versa? Yet the concept of “first > or
‘later ” plays a role in musical construction, and *later ”
should be the consequence of * first .

Beau'ty,' an undefined concept, is quite useless as a basis for
aesthetic discrimination, and so is sentiment. Such a “ Gefiihls-
fwsthetik » [aesthetic of sentiment] would lead us back to the
inadequacy of an obsolete aesthetic which compared sounds
to the movement of the stars, and deduced virtues and vices
from tone combinations.

This discussion would fail in its main purpose if the
damage wreaked by the performer’s ignorance of the functions
of harmony were to remain undiscussed.

; Listening to a concert, I often find myself unexpectedly
in-a ‘“foreign country ”, not knowing how I got there; a
modulation has occurred which escaped my comprehension.
I. am sure that this would not have happened to me in former
times, when a performer’s education did not differ from a
composer’s.

Great conductors like Nikisch, Mahler and Strauss were
aware of the gradual alteration in the texture which precedes
a modulation and results in a “ change of scenery”, the
introduction of a contrast. A musician’s culture and sense
of form is acquired by a thorough education and knowledge.
Such a musician will make a modulation lucid by * vitalizing >
the appropriate voices. Then the listener will not awake
suddenly * as in a foreign country .

Hans Richter, the renowned Wagnerian conductor, was
once passing by a studio in the Vienna Opera House, and

stopped surprised by the unintelligible sounds he heard from

within. A coath who had been engaged for this post, not
because of his musical talents, but because of a powerful
protector, was accompanying a singer. Furiously Richter
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opened the door and shouted: ‘ Mr. F-—-thal, if you plan to
continue coaching you must first buy a book on harmony and

study it!”
Here was a conductor who believed in harmony and in

education.

GLOSSARY
Original Equivalent
(American or English, where either differs from
the original.)
part-leading, voice-leading part-writing
egree degree of the scale

artificial dominant secon dominant
substitutes, substitutions borrowed chords, notes
transformations altered chords
tone (e.g. leading tone) note
vagrant, roving (harmony) wandering (i.e. indefinite in key)
deceptive (cadence, progression) false, interrupted

half cadence

cross-relations

flat mediant, flat submediant
v-minor, five-minor, minor’s five
registration

establishing sections

Durchfuhrung
measure, measures (ms, mss.)

half note
quarter note

imperfect cadence
false relations
flattened mediant, flattened submediant
minor chord on dominant (V)
indication of region
itions, sections in which tonality is
established (see p. 73).
development, elaboration, working out
(see p- 145)
ar, bars
minim
crotchet
quaver
semiquaver
$ chord

% chord

TABLE OF DEGREES
(Cf. Chart of the Regions, p. 20)

eighth note
sixteenth note
6-chord
2-chord
Degree Name
I Tonic
1I Supertonic
III Mediant
v Subdominant
v Dominant
VI Submediant

Symbol in Major Symbol in Minor

T t
S/T dor
M m
SD sd
D v
SM sm

N.B. VII, usually called Leading Tone, is not referred to by Schoenberg as a
“ region-creating ** degree in itself; the flat VII in minor he calls Subtonic

(SubT)—<f. p. 30.

Flat II is called Neapolitafi (Np).

The page references to Schoenberg’s Harmonielehre apply to the 3rd German
Edition (Vienna, 1921); and to the English translation, Theory of Harmony (New

York, 1948).
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p-17:

Example g1a — additional examples. *

APPENDIX

P- 31:
P-57:
p- 62:

In many cases, Transformations and Vagrant Harmonies are used. See
Chapters V and VI.

Flat Mediant Minor and Flat Submediant Minor are actually classified as
“Indirect”; see p. 68.

Both “Indirect but Close” and “Indirect” relationships are considered
here. See Classification of Regions in Minor, p. 75.

INDEX OF NAMES

Bach, 1on, 57, 79 (Ex. 88—g), 80o-1 (Ex. 92), 131 (Ex.136),
145—)7 (Ex. 145), 166, 175, 180—2 (Ex. 167), 187-8 (Ex.
170.

Beethoven, 2 (Ex. 3), 46 (Ex. 68), 53 (Ex. 74), 57, 69, 70 (Ex.
81), 71 (Ex. 82-3), 73, 74 (Ex. 84), 812 (Ex. 93—4),
91-8 (Ex. 102-3), 115, 118, rrg (Ex. 125), 120, 1256
(Ex. 133), 1312 (Ex. 136), 138, 139 (Ex. 142), 142-3
(Ex. 143), 153-6 (Ex. 149), 165 (Ex. 154), 166, 168-172
(Ex. 156-161), 180, 185-7 (Ex. 169), 187-8, 190-I
(Ex¥172):

Berg, Alban, 193.

Bizet, 100-1 (Ex. 108).

Brahms, 2 (Ex. 3), 57, 73, 78 (Ex. 86-7), 80 (Ex. 91), 82—4
(Ex. 95-6), 122, 123 (Ex. 129), 125, 136-7 (Ex. 14I),
138, 139-141 (Ex. 142), 162—4 (Ex. 153), 172-4 (Ex.
162--3), 175-7 (Ex. 164).

Bruckner, 47, 99 (Ex. 106), 102, 133 (Ex. 136).

Chopin, 122 (Ex. 128). ’

Debussy, ro2 (Ex. 110), 193.

Dvorak, 99 (Ex. 104).

Franck, César, 101 (Ex. 109).

Frederick the Great, 175.

Grieg, 99 (Ex. 105).

Handel, go.

Haydn, go (Ex. 101), 147-9 (Ex. 146), 164, 167 (Ex. 155).

Liszt, 177-180 (Ex. 165-6). :

Mabhler, ro2, 113, 193, 195.

Mendelssohn, 158-160 (Ex. 151), 172.

Mozart, 69-70 (Ex. 81), 113, 136 (Ex. 141), 138, 1434
(Ex. 144), 149-153 (Ex. 147-8), 167-8 (Ex. 156), 180,
183-5 (Ex. 168), 187-#90 (Ex. 171).

Nietzsche, 192n.

Nikisch, 195.

Reger, 46n, 102 (Ex. 111), 193.

Richter, Hans, 195.
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Schoenberg: Compositions, 110-1 (Ex. 121-2), 122, 124
(Ex. 131), 133 (Ex. 136), 193—4.
Harmonielehre, x, xi, 6r, 107, 36n, 193n, 197.
Models for Beginners, gon, 114, 139n.
Schubert, 1 (Ex. 1), 53 (Ex. 74), 57, 80 {Ex. go), 84-9 (Ex.
97-100), 122 (Ex. 127), 125-6 (Ex. 133), 138, 156-8
(Ex. 150).
Schumann, 2 (Ex. 3), 57, 160-1 (Ex. 152), 164, 172.
Strauss, Richard, 77 (Ex. 85), 113, 193, 195.
Tschaikovsky, 132 (Ex. 136).
Verdi, 180.
Wagner, 1 (Ex. 1), 77 (Ex. 85), 102, 103-9 (Ex. 112-120),
113, 122, 123 (Ex. 130), 133 (Ex. 136), 138, 164, 180.
Weber, 180.
Webern, Anton, 193.
Werker, Wilhelm, 166.
Wolf, Hugo, 100 (Ex. 107).

INDEX OF TERMS

Artificial chords and triads, 8, 16-18,
28, 35, 37, 138; Exs. 30, 31-34, 48
Auimemed six-five and four-three

chords, 44, 54, 67, 71, 165; Exs. 64, 75
Augmented triads, 16, 44-46; Exs. 30,
64, 6667
Authentic progression,
see Progressions

Cadences:
deceptive, see Progressions
enriched, 25, 27, 29, 118-19; Ex. 46
full, 29; Ex. 47
half, 14, 25, 29, 115; Exs. 28, 16, 47
Phrygian, 14
plagal, 14
Chord (chords) :
artificial (q.v.)
constitution, 44-46, 76
multiple meaning of, 44, 111, 164,
165, 168
progression (progressions) , xii, 1,
48, 67

succession, 1
see also Diminished; Dominant;
Inversions; Neapolitan; Ninth;
Seventh
Chromatic:
procedure, 23-25; Exs. 42-46
progression, 22, 54, 55, 67, 101;
EX. 75
substitutes, 18, $6; Ex. 51
Chromaticism, 51, 134, 180; Exs. 73,
167-68
Codetta, 114, 11819, 138, 143; EX. 125
Consonances, 4, 5
Contemporary period, 193
Contrasting middle section, 104, 111,
114, 120-24, 127-30, 138; Exs. 126-31,
134, 135

Deceptive progression,
see Progressions
, X1, 1, 4
Descriptive music, 1, 76, 8o
Development section,
see Durchfithrung
Diatonic progressions,
see Progressions
Diminished:
seventh chords, 16, 17, 85-36, 14;
Exs. 30-31, 50, 64
triad, 16; Exs. 30, 33
Dissonances (dissonant) :
in contemporary music, 193, 195
emancipation of, 193
harmony, 113
in minor, 10, 11

treatment of, xii, 4, 5, 192; Ex. 6
Dominant:
artificial [secondary], 8, 16, 28, 35,
. 87,138; Exs. 30, 31, 34,48
in cadence, 13, 16, 16n, 28, 30, 31, 35,
875 Exs. 25-28
common, 58, 68
function, 16n, 56
introduced chromatically, 28; Ex. 48
region (D), 20-21, 57, 68, 73-75, 120,
130, 188; Exs. 39, 47, 49, 76
Dorian:
mode, g, 15-16; Exs. 19, 29
region (dor), 20-21, 68-69, 125, 130,
158, 160, 187; Exs. 87, 41, 47, 75,
76, 77, 80, 133, 135, 151, 152, 170
Durchfiihrung, 69, 71, 73, 75, 78, 114,
188, 143, 145-65, 167, 183; Exs. 145-
54

Enharmonic change, 38, 42, 44, 54, 68,
69; Exs. 54, 57, 64, 75

Fantasy, 3, 165, 167, 180-87;Exs. 167-69
Five-minor:
degree, 16, 16n, 17; Ex. g2
region (v), 20, 30-31, 51, 56, 57, 68,
75, 120, 122, 160, 183; Exs. 49, 76,
79, 80, 127, 152, 168
Forms:
“free,” 114, 165-91; EXs. 155-72
school, 114-18; Exs. 123-24
see also Codetta; Contrasting middle
section; Durchfiithrung; Fantasy;
Introductions; Period; Prelude;
Recapitulation; Recitative; Rhap-
sody; Scherzo; Sentence; Sonata;
Symphony; Transition; Variations
Function (functional),
see Dominant; Harmony
Functionless harmony, see Harmony

Harmony (harmonies, harmonic):
enriched, 84, go
functions, 1-3, 193-95
functionless, 1, 193
meaning, 1
pdssing, 5
principles, 4-14
progression, see Progression:
purpose of, 1
roving (q.v.)

Improvisation, 175
Interchange:
of tonic and dominant, 2, 114, 115,
120; Exs. 2, 3, 123, 124, 125
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of various degrees, 122, 131, 138;
Exs. 130, 131, 136
Interchangeability “of major and
minor, 51-56, 57-66; Exs. 72-76,
77-79
Inversions of chords:
four-three and four-two, 5, 6;
Exs. 7-8
six (sixth, six-three), 5-6; Exs. 7-9
sgx-ﬁve, 5 Ex. 7
six-four, 5, 14, 131; Exs. 7, 27, 136
Introductions, 114, 165-74, 185;
Exs. 155-63

Leading tones, 11, 15-16, 18, 23-24, 35;
Exs. 29, 35-36, 43
_see also Minor; Substitutes
Liquidation, 139; Ex. 142

Major:
artificial major triads, 16; Ex. 30
regions in, 20-23, 26-28, 57-62,
68-73; Exs. 37-41, 47, 77-78, 81-83
scale, 4, 16; Exs. 5, 29 i
seventh and ninth chords in, 4;
Ex. 5
tonality, g, 30
triads in, 4; Ex. 5
Mediant region:
in major tonality (m and M),
20-21, 38, 49, 51, 57-58, 6869,
120, 122, 181, 162, 169, 188; Exs.
38, 40, 42, 47, 778, 80, 129-30,
136, 153, 159, 171; flat mediant
(bM and bm), 20, 51, 57-58, 61,
869, 164, 171, 186; Exs. 77, 78,
, 1
in minor tonality (M and m), 30-31,
62, 73-75, 100, 120, 131, 189, 156,
158, 168; Exs. 49, 79, 84, 108, 136,
142, 150, 151, 183; sharp mediant
(M and $m), 62, 74-75; Ex. 79
Melody (melodious), xi, 4, 5, 67, 76, 194
Minor:
artificial minor triad, 16-17;
Exs. 30, 32
cross-relation in, 10
dissonances in, 10, 11 :
leading tones [substitute tones] in,
11, 15, 18-19, 85-36; Exs. 29, 35-36
modulations in, 30-31
neutralization in, 10, 31
progressions in, 11; Ex. 23
regions in, 30-34, 62-65, 73-75;
Exs. 49, 79, 84
scale forms of, g, 10, 15, 54
seventh chords in, 10; Ex. 22
substitute tones, see leading tones
tonality, g-11, 30; Exs. 1g-23
transformations in, 42—43; Ex. 63
triads in, 10; Ex. 21

Modes, g, 15, 16, 19, 21, 30, 177;
Exs. 19, 29
Modulation, 1-3, 4, 19, 22, 28, 30, 46
49, 7577, 80, 103, 105, 110, 145, 16,
166, 167, 175, 177, 192, 195; Ex. 4
see also Regions
Modulatory:
contrasting middle section, 104, 145
divisions and sections, g, 145
movement, 145, 183
transition, 139, 142, 145; Ex.
Monotonality,sl%, 547 # i

Neapolitan:
region (Np), 20, 68-69, 71, 74-75;
Exs. 49,75, 79, 80, 83 ’
triad, 36, 165
sixth chord, gs, 36, 38, 41, 42, 46, 54,
65, 67, 81, 100, 105, 107, 130, 1309;
Exs. 58-62, 69, 75
Neutralization, xii, 18, 22, 31
see also Minor
Ninth chords, 4-5, 35, 45, 110, 111;
Ex. 5

Part-leading (part-writing), xi, xii,
4-5, 18, 22, 25, 67
Pedal (pedal point), 120, 137-38
Period, 114, 115-18; Exs. 123-24
Prelude, 165-67; see also Introductions
Progressions:
authentic, g5, 39
chromatic (g.v.)
deceptive, 8-9, 8n, 31, 35, 51, 192;
Exs. 18, 56, 73
diatonic, 19 N
function of, 1
in minor, see Minor
root, Xii, 4, 6-11, 13, 22, 36, 48-4g,
65; Exs. g-18, 23, 7071
for various compositional
procedures, 114-91; Exs. 123-72

Recapitulation, 130, 138, 143, 145, 175
Recitative, 3, 165, 181, 187-g1;
Exs. 17072
Regions:
- chart of, 20, 30
classification of, 21, g0, 68-75
concept of, 19
establishment of, 3, 48, 77
intermediate, 58, 65-67, 75; Ex. 80
introduction of, 21-23, 25-28;
. Exs. 37-40, 47
1In minor, 30-34, 62-65, 73-75;
Exs. 49,79, 84
relationship of, 20-21, 30-31, 35,
41-42, 51, 54, 57-58, 61, 62, 65,
68175, 145, 147, 149, 153, 183
remote, 21, 41, 54, 65-67, 6873, 75,
80, 145, 147, 175, 183; Exs. 80-83
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substitutes and regions, 15-29;
Exs. 2948
for specific regions see Dominant;
Dorian; Five-minor; Mediant;
Neapolitan; Subdominant; Sub-
mediant; Subtonic; Supertonic;
Tonic
Rhapsody, 165, 167, 175-80;
Exs. 164-66
Romantic period, 76, 193
Root progressions, see Progressions
Roving harmony, 8, 156, 158, 162, 164~
65, 167, 168, 169, 172, 181, 183, 187;
Exs. 4, 148, 150, 153, 154, 156-58,
161, 163, 166, 167, 168

Scales, see Major, Minor

Scherzo, 3, 120, 145, 165

Second degree (II), 13; Ex. 26
see also Transformations

Sequences, 107, 108, 114-15, 125-37,
139, 153, 167; Exs. 13241

Seventh chords, 4, 5. 10, 35, 44, 45;
Exs. 5, 6, 22, 30-31, 83, 34, 64-66

Six (sixth) chords, six-five chords,
six-four chords, see Inversions

Sonata form, 120, 165, 175

Subdominant:
in cadence, 12-14; Exs. 24-28
region (SD), 20-21, 57-58, 65, 68,

73-75, 120, 177, 183; Exs. 39, 40,
47,49, 75, 92, 165, 168
Subdominant minor region (sd), 20,
30-31, 35, 38, 51, 54-55, 57-58, 65,
68, 71, 74-75, 78, 156, 158, 160, 162,
172, 183; Exs. 49, 72, 75, 77, 8o, 86,
150, 151, 152, 153, 163, 168
Submediant region:
in major tonality (sm and SM), 12,
20-21, 49, 51, 57-58, 68-69, 105,
106, 111, 122, 153, 186; Exs. 47,
71, 77-78, 8o, 115, 118, 122, 128,
130, 149, 169; flat submediant
(bSM and psm), 20, 51, 54, 57-58,
61, 68-69, 162, 164, 168, 171, 186;
Exs. 77, 78, 80, 153, 157, 160, 169

in minor tonality (SM and sm),
30-31, 62, 74-75, 120, 139, 158;
Exs. 49, 79, 142, 151; sharp sub-
mediant ($SM and gsm), 62, 74-75;
Ex.

Substitutes (substitute tones and har-
monies), xii, gn, 35, 51-52, 67, 122,
184, 166; EXs. 50, 72-73, 127
derivation of, 15-18; Exs. 2g-38
introduction of, 18-19; Exs. §5-36
in minor, g-10, 30; Exs. 1g—22
and regions, 15-29; Exs. 2048
see also Transformations; Vagrant

harmonies

Subtonic region (subT), 0, 3on, 78-75,

111, 147, 162, 183; Exs. 84, 122, 146,
153, 168
Supertonic, see Second degree
Supertonic region (S/T), 20, 3on, 68—
69, 71, 105, 131, 169, 186, 188; Exs.
82, 116, 136, 159, 169, 171
Symphony, 3, 120, 165, 191

Themes, 3, 14, 139, 143
Tonality (tonalities):
in classical and romantic works, 57
in cyclic works, 57
establishment of (cadence), 1-3, 4,
11-14, 19, 193
extended, 76-113, 164; Exs. 85-122
minor, g-11, 30
and regions, 19, $5, 44
suspended, 111
see also Major; Minor;
Monotonality; Regions
Tonic, 1-2, 13-14, 19, 28, 30
see also Cadences; Interchange of
tonic and dominant
Tonic region (T), 19, 20-21, 25, 27, 30,
31, 38, 58, 68, 74-75, 105, 120, 164,
168, 169, 186; Exs. 47, 49, 79, 115,
157, 169
Tonic minor region (t), 20-21, 30-31,
38, 49, 51-53, 56, 57-58, 68, 75, 105,
120, 153, 158, 160, 164, 168, 169, 186;
Exs. 49, 54, 71, 72-74, 16, 77> 79
115, 149, 151, 152, 157, 159, 169
Transformations, xii, 24, 29, 35, 44,
58, 67, 76, 79, 103, 111, 134, 165;
Exs. 43, 4648, 88-89, 122, 138
in minor, 43; Ex. 63
restrictions of, 41-42; Ex. 62
of the second degree (II), 18, 35-38,
51, 108; Exs. 34, 50-54, 73, 120
of various other degrees, 38-42;
Exs. 55-61
see also Vagrant harmonies
Transition, 1, §, 114, 130, 138, 13944,
162; Exs. 142-44
Triads, 1, 4, 10; Exs. 5, 21
see also Artificial; Augmented;
Diminished; Major; Minor;
Neapolitan
Twelve-tone composition, 19394

[
Upbeat harmony, 121, 121n, 130, 167

Vagrant harmonies, xii, 35, 44-50, 54,
58, 67, 165; Exs. 6471, 75
se¢ also Transformations
Variation (variations), 8998, 185-86;
Exs. g7, 101, 102, 169
of the sequence, 134-37; Exs. 137-41
Voices, 4, 5-6
see also Part leading





