




































































Twenty Questions: A Guide to Counterpoint, Linear Analysis, and Dissonance Treatment
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1. Consonance and Dissonance. Dissonant intervals are: all 2nds, 7ths, augmented, diminished, and P4ths above 
     the bass. All other intervals are consonant. Consonant intervals are free and essential dissonant intervals are bound. 
     Special attention must be given to dissonances to determine of they are ornamental or essential and to follow their 
     preparation and resolution.

2. Resolution of Essential Dissonances. If a dissonance is essential, it will usually resolve according to the patterns
     given below. The dissonant notes and intervals are circled, and arrows show the proper direction of resolution. Note that
     the dissonant note is the top note, except in 2nds. Dissonant notes resolves down by step, except in +4ths. When P4ths
     occur above the bass, the bass must remain static or repeat at the octave through the resolution. Exceptional dissonance
     resolutions include dissonance prolongation, transfered dissonance, transferred resolution, and embellished resolution,
     which are covered in Q17 in “Twenty Questions.”

Summary Handout

3. Essential vs. Ornamental Dissonances. Unlike bound essential dissonances, ornmental dissonances need not 
     resolve according to the guidelines given above. Ornamental dissonances are not part of the essential contrapuntal
     structure, but rather embellish this structure as passing tones, neighbors, suspensions, retardations, and pedal tones.
     Ornamental dissonances can often be identified by their free resolutions and subordinate, ornamental relationship to
     an essential contrapuntal tone. For more information on ornamental dissonances, see Q11–15 in “Twenty Questions.”

4. Chordal Dissonances. Chordal dissonances occur in inverted seventh chords and are found in the figures 6/5/3,
     6/4/3, and 6/4/2. The bolded numbers (5, 3, and 2) represent the bottom note of a chordal second that occurs above the 
     bass. In a chordal dissonance, the bottom note is dissonant and must resolve down by step. Interestingly, some chordal
     dissonances are contrapuntally consonant, creating the the category of “bound consonance.” Also, chordal dissonances
     cancel the dissonant character of other notes above the bass, such as the “4” in 6/4/3 and 6/4/2, rendering them free.

5. Dissonance Approach. Essential dissonances are usually approached in the voice in which they occur. (For 
     exceptions, see Q17.) If the dissonance is approached by static motion, the dissonance is prepared. Show the preparation
     by drawing a curved, dotted line between the note of preparation and the dissonance. If a dissonance is approached by
     step or leap, it is not prepared, and its approach can be shown with a solid, straight line between the dissonance and the
     note that approaches it. Label all unprepared approaches by the approach-resolution figuration pattern they form (P, N,
     or App). For more on dissonance approach, see Q8 in “Twenty Questions.”

6. Leading Tones. Leading tones, like essential dissonances, also tend to resolve in a particular manner. Leading tones
     usually resolve up by step (see Q17 and 19 for exceptions). All leading tones should be circled, labeled (“LT”), and 
     marked with a straight arrow showing its resolution. Keep in mind that as a piece’s tonal center changes, so will its 
     leading tone. Secondary leading tones, found in secondary dominant-functioning harmonies, should also be marked. The
     leading tones in the example above are correctly marked. For more on leading tones, see Q18 in “Twenty Questions.”

     Step-by-Step Guide to Linear Analysis

Summary Handout

1. Complete a figured-bass analysis. Mark augmented and diminished intervals in the figures with (o or +). Do
     not use Roman numerals. When helpful, first simplify the music by completing a rhythmic reduction.

2. Circle essential and chordal dissonant notes and the figures that indicate them. Ornamental
     dissonances can be put in parentheses and labeled P, N, Susp, Ret, or Ped. Only Susp, Ret, and Ped are shown in figures.

3. Draw straight arrows showing the resolution of bound dissonances. If a dissonance is transfered, show
     this transfer using a straight line. If a dissonance is prolonged, show the prolongation using curved, solid lines.

4. Draw solid lines showing the approach to unprepared dissonances and label with P, N, or App.
    Draw a curved, dotted line showing the approach to prepared dissonances.
5. Circle all leading tones and draw straight arrows showing resolution. Also mark secondary leading
     tones. If a leading tone is transferred, show this transfer with a straight, solid line.



Twenty Questions: An Introduction to Counterpoint, Linear Analysis, and Dissonance Treatment

Sample Analysis No. 1: J.S. Bach Chorale “Christus, der ist mein Leben”

Each of these four sample analyses follow the step-by-step instructions provided in the “Twenty 
Questions” handout. Please note: the ornamental suspensions in m. 3 are not rearticulated but are 
created by the sustain of the notes of preparation, the F4’s that occur on beats one and three. 
These dissonant notes of suspension are indicated by small red noteheads. In m. 5 and m. 6, 
changes in tonal center are given to indicate where new leading tones become active.
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The resolution of this leading tone to F3 in m. 1 is 
elided. See Figure 16 in “Twenty Questions.” 

The movements to E3 and G4 in the bass and alto 
are chordal, consonant skips [CS] that embellish 
the essential contrapuntal structure. CS are not 
shown in figures. 

The suspension is created through the sustain of the 
F4. The dissonant F4 is indicated by the added red 
notehead. 

P

P

The A2 in the bass is another CS. CS’s are not 
shown in the figures.

“IN” means incomplete neighbor. The dissonant 
9th created by the D5 does not resolve according to 
the guidelines explained in Q6; it is ornamental.

The 9-6 suspension is caused by the change of bass 
that occurs at the resolution. Without this bass 
change, the suspension would clearly be 9-8.

The D3 in the bass is a CS and is not shown in the 
figures.

Bach commonly resolves leading tones at cadences 
up a fourth to the chordal third of tonic harmonies.

At PAC’s, Bach usually resolves the leading tone 
down a third to the chordal fifth of the tonic harmony.
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Twenty Questions: An Introduction to Counterpoint, Linear Analysis, and Dissonance Treatment

Sample Analysis No. 2: Beethoven Piano Sonata in C  Minor, Op. 27/2, i, mm. 1–7
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The “P” indicates the passing figuration created by 
the approach and resolution of the dissonant B1.

The curved, dotted line shows the preparation of 
the dissonant 7th (F 4) in the following measure.

Given the 6 and 4 above the bass, the C  and E 
cannot serve as stable tones of resolution of the 
leading tone and dissonant 7th from beat 1. The C
prolongs the leading tone as an upper neighbor. 
The F  passes through E to D  and remains 
unresolved at beats 2 and 3. For further informa-
tion, see Q17, part (2), in “Twenty Questions.”

At beat 4, the unresolved dissonant 7th (F 4) from 
beat 1 is transferred down an octave into a lower, 
inner voice before resolving down by step in the 
following measure. 

Like in the Bach Chorale in the first sample 
analysis, the leading tone at this PAC resolves 
down a third to G 3.

One striking effect of the dissonance transfer in m. 
4, which submerges the top voice’s dissonance into 
a lower voice, is that the register around G 4 is 
cleared. Consequently, the entry of the G 4 on beat 
4 seems to hover far above the arpeggiations that 
continue beneath it.
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In the figuration of Beethoven’s “Moonlight” Sonata, the three upper voices each occupy a 
specific position within the beat: the soprano is on the third eighth note, the alto on the second, 
and the tenor on the first. Given this texture, following the Sonata’s linear structure is fairly easy. 
However, pay close attention to dissonance treatment in m. 4.

Comments:

sempre pianissimo e senza sordini

Adagio sostenuto
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Sample Analysis No. 3: J.S. Bach Prelude in D Major (WTC, book I), mm. 1–13
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The figuration of the D Major Prelude outlines a linear and chordal structure that is clarified in the 
rhythmic reduction below the staff. When performing linear analysis of more ornate textures, simplifying 
the music using rhythmic reduction can be a useful tool for determining voice leading relationships and 
dissonance treatment. Analytical markings are provided on both staves for comparison. Comment indica-
tors are given between the staves. Unless labeled otherwise, ornamental notes are passing.
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This analysis interprets the dissonant D5 as 
prepared in m. 1. Alternatively, the D5 could be 
heard as passing from E5 in m. 2, beat 1 (not 
shown in the reduction). The first option is 
priveleged in this analysis based on the inner voice 
played by the pianist’s left hand, which clearly 
prepares the dissonant 7th. Throughout the Prelude, 
this inner voice often doubles a voice in the right 
hand (thus, a four-voice reduction); here, it also 
clarifies voice leading.
Through a voice-exchange, the leading tone is 
transferred to and resolved in the inner voice in the 
bass staff. The texture is simplified in the rhythmic 
reduction, where the leading tone is shown to 
resolve in the alto.
On beats 2 and 4 of m. 3, the figuration leaps up to 
ornamental dissonances C 5 and A5. These notes 
are interpreted as passing tones, implying that they 
follow from D5 and B5, respectively. On beat 4, 
the B4 is easily heard as a displacement of the B5 
from which the A5 proceeds. Similar leaps to 
passing tones occur in mm. 4, 6, 7, and 10–12.

Mm. 6–7 repeat mm. 3–4 at the level of the 
dominant.

The leading tone is transferred to another register 
for resolution. The F 4 on beat 4 turns the E5 into 
a bound consonance.

The harmonies formed above this tonic pedal are 
given using Roman numerals below the staff. 
Above a pedal tone, most dissonances may be 
considered ornamental. In this case, the P4 is 
interpreted as essential. The applied and diatonic 
leading tones drive mm. 8–9 to the downbeat of m. 
10. In this analysis, the contrapuntal dissonances 
are only shown with parentheses on the reduction.

The B4 and E 4 on beat 1 are both transferred up 
one octave before resolving.

The leading tone is transferred through a voice 
exchange here and in m. 12.

The contrapuntal dissonances above the tonic 
pedal are interpreted as ornamental.
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Twenty Questions: An Introduction to Counterpoint, Linear Analysis, and Dissonance Treatment

Sample Analysis No. 3: J.S. Bach Prelude in D Major (WTC, book I), mm. 1–13

Comments:



Sample Analysis No. 4: Beethoven Piano Sonata in F Minor, Op. 2/1, ii, mm. 1–8

Twenty Questions: An Introduction to Counterpoint, Linear Analysis, and Dissonance Treatment

a bThe contrapuntal structure of this parallel period* 
involves a play between intervallic, parallel 3rds 
and 6ths and their relationship by inversion. 
Further, the 3rd outlined by the melody in m. 1 
(A4-F4) is heard in inverted form in m. 2 in the 
cadential 6/4, the A4 having been transferred to the 
lower register.

The contrasting idea of the antecedent phrase* 
reasserts the A-F relationship outlined by the basic 
idea in m. 1, now articulated by two voices, the 
soprano and alto. In other words, the contrapuntal 
structure suggested in the melody of m. 1 finds 
fuller expression in the upper voices in m. 3. At the 
cadence in m. 4, the third relationship is main-
tained (compare to m. 2).

Like that of the Bach D Major Prelude, the contrapuntal structure of this movement is embellished to form its 
elegant--and distinctly Classical--phrases and texture. This contrapuntal structure is provided beneath the linear 
analysis itself; it shows the foreground of the music without its ornamental dissonances, including the suspension
figurations in mm. 2, 4, and 8.
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The leap to D5 suggests another inversion of an 
underlying contrapuntal third, as if an inner voice 
D4 suddenly reaches above the F4 to attain D5, 
setting up the parallel sixths that follow. This 
striving upward is intensified by the decorative 
embellishment of the leading tone’s resolution (see 
Q17 in “Twenty Questions”) with an appoggiatura.

[Cont.] The C5 attained in m. 3 plays a number of 
subtle and expressive roles: (1) it serves as the 
focal point of the phrase, achieving the high point 
promised by the grace note in m. 1, (2) it reaches 
higher than what might have been expected (A4 on 
top in beat 1) based on the opening gesture 
(C4-A4), and (3) by making good on the promise 
of the opening grace note, it inverts the opening 
parallel sixths so that the antecedent may proceed 
in parallel thirds, adorned as they are by suspen-
sions.

In this analysis, the B 4 in m. 3, beat 2 is treated as 
the essential contrapuntal tone and the C5 is 
understood as a rhythmic extension of the first 
beat. The suspension of the B 4 on beat 3 supports 
this interpretation.

Following the dramatic ascent to G5 in m. 5, the 
consequent phrase* moves toward the cadence by 
drawing the upper voice back to the lower register. 
The descending steps on beat 1 outline the first 
third (D-B ) of a series of three, as shown below:

In the reading given above, the move back to F4 is 
completed through a voice exchange on beat 3. 
G4’s status as the structural upper voice on beat 3 
is supported by the upper voice 9-8 suspension on 
the downbeat of m. 8. The contrapuntal structure 
given below the excerpt itself (on the previous 
page) offers a different outer-voice interpretation, 
positing the A4 on beat 2 as preceding the G4 on 
beat 3. However one understands the return to F4, 
the consequent phrase clearly employs register and 
inversion (of the upper voice relationship) in a 
manner that is breathtaking in its beauty and 
simplicity. 

One final detail involving dissonance highlights 
how well crafted this phrase is. Notice how the 
tension in m. 5 is intensified by the outer voice 
essential dissonance +4, between B 3 and E5 in 
the outer voices. When this same outer voice 
dissonance reoccurs in m. 6, the E5 is heard as an 
ornamental dissonance, and the tension from the 
previous measure is gently resolved into the 
consonant D5.

m. 7 8

*A parallel period refers to an 8-bar phrase structure consisting of two 4-bar phrases whose cadences proceed in a 
weak-strong relationship and whose basic ideas are essentially the same. In a parallel period, each phrase consists of 
a 2-bar basic idea followed by a 2-bar contrasting idea that prepares the cadence. The first phrase, called the 
antecedent, ends with a cadence that is weaker than that of the second phrase, which is called the consequent. The 
weak-strong cadential relationship and similarity of material binds the two phrases into a single period structure. In 
the excerpt above, Beethoven deploys a clear basic idea/contrasting idea division in the antecedent phrase. He 
challenges this structure in the consequent phrase, where the basic idea seems to continue without break toward the 
cadence in m. 8, a fact that also contributes to the heightened sense of tension that characterizes the second phrase of 
this period.

Sample Analysis No. 4: Beethoven Piano Sonata in F Minor, Op. 2/1, ii, mm. 1–8

Twenty Questions: An Introduction to Counterpoint, Linear Analysis, and Dissonance Treatment
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Twenty Questions: An Introduction to Counterpoint, Linear Analysis, and Dissonance Treatment

Assignment No. 1: J.S. Bach Chorale “Mach’s mit mir, Gott, nach deiner Güt’”

Cadences:

Key:
A:

D:

page 1

Name: _________________________________

Instructions:
(1) Write the key of the chorale in the box provided. Then, follow the step-by-step guide to linear analysis provided 

at the end of the “Twenty Questions” document to analyze this chorale.
(2) As you identify leading tones, keep in mind that the tonal center shifts to A in the second phrase. The tonal 

center returns to D in the third phrase, where it remains until the end.
(3) Label the type and key of every cadence (e.g. “PAC/D”).
(4) As you study the counterpoint, be aware that some unique harmonies are articulated only on off-beats (e.g. see 

m. 6, beat 2, and m. 7, beat 1). The dissonant intervals found above the bass note of these harmonies should be 
considered essential.

(5) At two places in this chorale (m. 2, beat 1, and m. 3, beat 1), there are several possible ways to interpret the 
tones as either essential intervals or as consonant ornaments. At these places, use harmonic analysis and your 
knowledge of harmonic syntax and expansions to choose an interpretation that makes good harmonic sense. 

(6) When determining the figured bass symbols at m. 2, beat 4, measure the intervals above the bass note C 4. 
Though this note appears above the tenor on the score, in performance, it will sound an octave lower. Keep this 
fact in mind when measuring the interval between bass and tenor.

(7) Using the space and staves on the second page, sketch out at least two plausible harmonic reductions to m. 5 
based on the different ways of interpreting the tones in this measure as essential or ornamental. Below the 
reductions, explain which reduction seems most convincing, and why. Your analysis of the score below should 
reflect the interpretation that you find most convincing.



Twenty Questions: An Introduction to Counterpoint, Linear Analysis, and Dissonance Treatment

Assignment No. 1: J.S. Bach Chorale “Mach’s mit mir, Gott, nach deiner Güt’”

Harmonic Reductions of m. 5:
Notate these reductions in four voices using quarter-note or half-note chords. In your comments,
refer to the reductions using their designated number (1 or 2).

Comments about reductions:

page 2

1. 

2. 



Twenty Questions: An Introduction to Counterpoint, Linear Analysis, and Dissonance Treatment

Assignment No. 1: J.S. Bach Chorale “Mach’s mit mir, Gott, nach deiner Güt’”

The answer key and commentary for Assignment No. 1 is 
provided for verified instructors in a separate document on 

Music Theory Pedagogy Online.



Twenty Questions: An Introduction to Counterpoint, Linear Analysis, and Dissonance Treatment

Assignment No. 2: Beethoven Piano Sonata in C  Minor, Op. 27/2, i, mm. 7–28

7

c :

Cadences:

Page 1

Name: _________________________________

Instructions and Questions:
(1) Take some time to review the sample analysis of the first seven measures of this sonata movement provided at 

the end of the “Twenty Questions” document and to listen to the entire movement while following the score. (A 
public-domain score to this sonata can be downloaded from imslp.org or accessed here: 
http://tinyurl.com/BeethovenMoonlight.) 

(2) Follow the step-by-step guide to linear analysis provided at the end of “Twenty Questions” to analyze the 
continuation of the movement given in this excerpt.

(3) The tonal center of the opening of this excerpt is provided at its beginning. As you study the piece, be sure to 
 mark where the tonal center changes so that you can correctly identify leading tones.  
(4) Label the type and key of every cadence (e.g. “PAC/E”) in the boxes provided above the staff.
(5) In mm. 16 and 18, treat the B1 as the functional bass throughout the entire measure. The ways the dissonances 
 above this bass note resolve will provide important clues regarding their status as essential or ornamental.
(6) The excerpt ends on the dominant harmony of C  minor with the leading tone in the upper voice. Where and in 

what register does this leading tone finally resolve? When the leading tone does resolve, is its resolution satisfy-
ing? Based on your study of this passage, would you consider m. 28 to be a half cadence? Provide a short answer 
to all three questions in the space below. (You will need to download the score of this movement using the link 
above and study the counterpoint to answer this question.)



Twenty Questions: An Introduction to Counterpoint, Linear Analysis, and Dissonance Treatment

Assignment No. 2: Beethoven Piano Sonata in C  Minor, Op. 27/2, i, mm. 7–28
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Twenty Questions: An Introduction to Counterpoint, Linear Analysis, and Dissonance Treatment

Assignment No. 2: Beethoven Piano Sonata in C  Minor, Op. 27/2, i, mm. 7–28

Page 3



Twenty Questions: An Introduction to Counterpoint, Linear Analysis, and Dissonance Treatment

Assignment No. 2: Beethoven Piano Sonata in C  Minor, Op. 27/2, i, mm. 7–28

The answer key and commentary for Assignment No. 2 is 
provided for verified instructors in a separate document on 

Music Theory Pedagogy Online.
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Twenty Questions: An Introduction to Counterpoint, Linear Analysis, and Dissonance Treatment

Assignment No. 3: J.S. Bach Prelude in C Major (from WTC, book I)

Name: _________________________________

Instructions and Questions:
(1)  Provide the key of the Prelude in the box provided. Then, follow the step-by-step guide to linear analysis 
 provided at the end of the “Twenty Questions” document to perform a linear and dissonance-treatment analysis 
 of the Prelude.
(2) This Prelude has five voices, and each voice occupies the same metrical position in the figuration. Most 
 dissonances resolve in the voice in which they occur, but there are some important exceptions that require 
 careful attention and study.
(3)  Write in the key at the beginning of the piece. The tonal center of the Prelude shifts in m. 6 and 
 again in m. 12. Please study these measures carefully and keep these changes in mind when identifying leading 
 tones. Leading tones also occur in dominant-functioning triads and seventh chords. Dominant-functioning 
 chords can be identified in the following three ways:
   a. Quality--all dominant seventh and fully-diminished seventh chords are dominant functioning
   b. Accidentals--chromatic tones (and the accidentals that indicate them) often signal applied dominants
   c. Resolution--Altered chords that resolve down by fifth or up by a diatonic second may be dominant 
    functioning  
(4)  Label the type and key of every cadence (e.g. “IAC/C”) in the boxes provided above the staff.
(5)  One note in m. 23 is an ornamental embellishment and should be ignored in the figures. However, there are two 

notes that could be interpreted as ornaments, and whichever one is chosen, the other must be considered essen-
tial and non-ornamental. The note you choose as ornamental will likely influence (or be influenced by) how you 
understand the harmonic root and function of this measure.

(6)  How are most chordal sevenths in this Prelude approached? Are most chordal sevenths prepared or unprepared? 
 (See Q8 in “Twenty Questions.”) List some places where chordal sevenths are not prepared. Consider the 
 approach to F4 in m. 30 in light of your responses to the first two questions and dissonance treatment in this 
 Prelude as a whole. What do you think is its significance? (Part 2 of Q19 in “Twenty Questions” is relevant to 
 this question.)

(7) Where, and in what register, does the dissonant F3 in m. 24 finally resolve? There are at least four possible 
answers, and your response should consider more than one possibility. Explain which possibility you prefer, in 
light of the discussion of dissonance treatment in “Twenty Questions” (especially Q17–19).
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Twenty Questions: An Introduction to Counterpoint, Linear Analysis, and Dissonance Treatment

Assignment No. 3: J.S. Bach Prelude in C Major (from WTC, book I)

(8)  Consider the subject (provided below) that begins the C Major Fugue, for which the piece analyzed in this 
 assignment serves as a Prelude. How might the Fugue subject be pertinent to the compositional issues discussed 
 in (7) and (8)?

(9) What is unusual about the resolutions at mm. 20–21 and 31–32? How might you explain or justify this voice 
     leading? (See Q19 in “Twenty Questions.”)

(10) Given your responses to questions (7) through (10) above, describe how dissonance treatment and counterpoint 
are used to create, build, and release tension and to reach closure over the course of the Prelude as a whole.

(11) Is there a satisfying, conclusive authentic cadence (AC) at the end of the Prelude? What location(s) near the end 
of the piece could be an AC? At each possible location, what element(s) suggest an authentic cadence, and what 
element(s) resist it being heard as such?
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Assignment No. 3: J.S. Bach Prelude in C Major (from WTC, book I)

Page 3
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Assignment No. 3: J.S. Bach Prelude in C Major (from WTC, book I)
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Assignment No. 3: J.S. Bach Prelude in C Major (from WTC, book I)
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Name: _________________________________

Instructions and Questions:
(1)  Provide the key of the Prelude in the box provided. Then, follow the step-by-step guide to linear analysis 
 provided at the end of the “Twenty Questions” document to perform a linear and dissonance-treatment analysis 
 of the Prelude. The first four measures of analytical markings have been provided for you.
(2) This Prelude has five voices, and each voice occupies the same metrical position in the figuration. Most 
 dissonances resolve in the voice in which they occur, but there are some important exceptions that require 
 careful attention and study.
(3)  Write in the key at the beginning of the piece. The tonal center of the Prelude shifts in m. 6 and 
 again in m. 12. Please study these measures carefully and keep these changes in mind when identifying leading 
 tones. Leading tones also occur in dominant-functioning triads and seventh chords. Dominant-functioning 
 chords can be identified in the following three ways:
   a. Quality--all dominant seventh and fully-diminished seventh chords are dominant functioning
   b. Accidentals--chromatic tones (and the accidentals that indicate them) often signal applied dominants
   c. Resolution--Altered chords that resolve down by fifth or up by a diatonic second may be dominant 
    functioning  
(4)  Label the type and key of every cadence (e.g. “IAC/C”) in the boxes provided above the staff.
(5)  One note in m. 23 is an ornamental embellishment and should be ignored in the figures. However, there are two 

notes that could be interpreted as ornaments, and whichever one is chosen, the other must be considered essen-
tial and non-ornamental. The note you choose as ornamental will likely influence (or be influenced by) how you 
understand the harmonic root and function of this measure.

(6)  How are most chordal sevenths in this Prelude approached? Are most chordal sevenths prepared or unprepared? 
 (See Q8 in “Twenty Questions.”) List some places where chordal sevenths are not prepared. Consider the 
 approach to F4 in m. 30 in light of your responses to the first two questions and dissonance treatment in this 
 Prelude as a whole. What do you think is its significance? (Part 2 of Q19 in “Twenty Questions” is relevant to 
 this question.)

(7) Where, and in what register, does the dissonant F3 in m. 24 finally resolve? There are at least four possible 
answers, and your response should consider more than one possibility. Explain which possibility you prefer, in 
light of the discussion of dissonance treatment in “Twenty Questions” (especially Q17–19).
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(8)  Consider the subject (provided below) that begins the C Major Fugue, for which the piece analyzed in this 
 assignment serves as a Prelude. How might the Fugue subject be pertinent to the compositional issues discussed 
 in (7) and (8)?

(9) What is unusual about the resolutions at mm. 20–21 and 31–32? How might you explain or justify this voice 
     leading? (See Q19 in “Twenty Questions.”)

(10) Given your responses to questions (7) through (10) above, describe how dissonance treatment and counterpoint 
are used to create, build, and release tension and to reach closure over the course of the Prelude as a whole.

(11) Is there a satisfying, conclusive authentic cadence (AC) at the end of the Prelude? What location(s) near the end 
of the piece could be an AC? At each possible location, what element(s) suggest an authentic cadence, and what 
element(s) resist it being heard as such?
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Assignment No. 4: Schubert, “Heidenröslein,” Op. 3, no. 3, mm. 1–16

Name: _________________________________

Instructions and Questions:
(1)  Provide the key of the song in the box provided. Then, follow the step-by-step guide to linear analysis 
 provided at the end of the “Twenty Questions” document to perform a linear and dissonance-treatment analysis 
 of the first strophe of the song. 
(2)  For this assignment, limit your analysis of dissonance treatment to the piano part. However, identify ornamental 

tones in both voice and piano as normal, enclosing them in parentheses and labeling their type (see Q11 in 
“Twenty Questions”). In the piano part, label the figuration type created by the approach and resolution pattern 
of each essential dissonance (see Q8 in “Twenty Questions”).

(3) This song is homophonic: its texture consists of melody plus the four-voice chordal figuration in the piano. Most 
dissonances resolve as expected in the voice (i.e. the musical line, not the voice part) in which they occur. 
However, there are several exceptional dissonance approaches and resolutions that do not resolve according to 
the guidelines. Please refer to Q8 and Q17 as you study dissonance treatment in this song.

(4)  The tonal center of “Heidenröslein” shifts in m. 6 and again on the second beat of m. 11. Please study these 
measures carefully, write in the new tonal centers where they occur, and keep these changes in mind when 
identifying subsequent leading tones. 

(5)  Label the type and key of every cadence (e.g. “PAC/G”) in the boxes provided above the staff.
(6)   The closing phrase in the voice (mm. 13–14) is repeated in the piano’s postlude (mm. 15–16). What are some of 

the similarities and differences between these measures?

(7)  The cadential status of m. 4 and m. 12 is one of the more complex questions in this piece. What musical features 
support hearing these moments as cadences, and what elements weigh against such a hearing?

(8)  The lilting melody in the voice includes a number of tendency tones (i.e. passing tones and dissonances), some 
of which do not resolve strictly according to expectation. Find and list some tendency tones in the voice that 
resolve normally, and also list some that do not resolve as expected. Discuss the dissonances you list that have 
unusual resolutions. What role does the piano play in resolving dissonances? How do unusual resolutions 
provide character to the voice part? (Continue your response on the back page if necessary.)

(9)  After you have completed your musical analysis, study Goethe’s poem (including its formal structure, poetic 
personae, poetic images, and their hidden meanings) and write on the back page three observations about how 
music and text relate. The best responses will consider both holistic features (like musical and poetic tone and 
structure) and the coordination of specific music-textual details (like punctuation and cadences, register, modula-
tion, poetic and musical repetition, and changes in poetic persona).
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Sah ein Knab' ein Röslein stehn,
Röslein auf der Heiden,
War so jung und morgenschön,
Lief er schnell es nah zu sehn,
Sah's mit vielen Freuden.
Röslein, Röslein, Röslein rot,
Röslein auf der Heiden.

Knabe sprach: "Ich breche dich,
Röslein auf der Heiden."
Röslein sprach: "Ich steche dich,
Dass du ewig denkst an mich,
Und ich will's nicht leiden."
Röslein, Röslein, Röslein rot,
Röslein auf der Heiden.

Und der wilde Knabe brach
's Röslein auf der Heiden;
Röslein wehrte sich und stach,
Half ihm doch kein Weh und Ach,
Musst’ es eben leiden.
Röslein, Röslein, Röslein rot,
Röslein auf der Heiden.

A boy saw a rosebud,
rosebud on the heath;
‘twas so young and morning-fair,
fast he ran to see it near;
he gazed at it with great delight.
Rosebud, rosebud, rosebud red,
rosebud on the heath.

The boy said: “I’ll pick you,
rosebud on the heath.”
The rosebud said: “I’ll prick you,
so that you will always think of me,
and suffer it I will not.”
Rosebud, rosebud, rosebud red,
rosebud on the heath.

And the unruly boy picked
the rosebud on the heath;
the rosebud defended itself and pricked,
yet no grief and cries helped her,
she simply had to suffer.
Rosebud, rosebud, rosebud red,
rosebud on the heath.

Text and Translation
Schubert’s setting of Goethe’s “Heidenröslein” is strophic in form: each of the three poetic stanzas

below are set to identical music. The first strophe of the song is represented in the musical excerpt above.
The translation below is freely adapted from Philip L. Miller, The Ring of Words: An Anthology of Song 

Texts (New York: Norton, 1963).
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