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tonal music counterpoint

unison convergences upon the axis tone, which may give it undue
emphasis (especially if the axis is not a conventionally-stressed scale
degree). Accordingly, when tonal mirror counterpoint is found, pas
sages are usually relatively brief. A few such examples will be cited
below; as before, in an actual teaching environment, these should
be compared and examined more thoroughly.

Given J.S. Bach's contrapuntal mastery, and the fact that various
types of successive mirror inversions can be found in his music, it
may come as little surprise that simultaneous inversion also exists
within his works. As an example, Figure 6 presents the final four
measures of Fugue 8, in Dtt-minor, from The Well-Tempered Clavier,
Book II (1738-42). The two-bar fugue subject, placed in the top
voice, is simultaneously mirrored by the tenor-range voice; F# (3)
is the axis. In this particular work, the subject's inversion had not
appeared previously; however, one can find examples by Bach in
which a mirror-counterpoint section suggests an apotheosis due to
prior applications of inversion. For example, consider the gigue of
his Suite in A Minor, BWV 818 (see also the alternate version, BWV
818a): the original form of the theme is introduced at the beginning;
the second strain begins with its inversion (as is often the case); and
then, at the end, both forms are combined in mirror counterpoint.18
Perhaps more striking is Contrapunctus 5, from The Art of Fugue, in
which fugal entries are first discrete, then overlapped (in strettd), and
finally combined—conceptually representing the ultimate temporal
compression between entries: statements after the duration zero.

Muzio Clementi and Johannes Brahms exemplify composers from
different halves of the nineteenth century whose interests in coun
terpoint prompted mirror writing. Clementi offered such a passage
in Gradus ad Parnassum, vol. 1 (1817); and Brahms featured mirroring
within different piano variations, including Variations on a Theme by
Robert Schumann, op. 9 (1854), and Variations and Fugue on a Theme

18A Gigue that proceeds in a similar fashion, but whose two sections are
more extensively related by inversion, is the one in D Minor from Bach's
English Suite No. 6 (BWV 811). In it, the second strain is mostly constructed
as the inverse of the first strain (i.e., the melodic contours are inverted and
the registral order of voices is reversed); however, the axes of inversion are
not constant and there are several deviations.
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"APPROACH STRONG DELIVERESS!"

various levels of transposition. As the progressions unfold, the notes
that receive emphasis tend to be those in the highest line (here, the
uppermost notes of the piano, since all the voices move in parallel),
those that initiate and terminate lines of pitches (in this case, those
of the voice part in particular), and also the notes that occur as the
highest pitches of individual figures or sections. By tracking the
progression of pitches highlighted in these ways, we can see how
larger pitch structures evolve, and we can use these structures to
identify long-range goals of the progressions as well as underlying
musical processes that give the piece a sense of direction and
unity.

Example 4 accounts for the principal aspects of pitch structure
in the first four figures of the movement: al, bl, a2 and b2. The piano
part consists principally of a sonority based on the combination of two
[0,3,7] pitch-class sets, or what we can describe less formally as two
first-inversion minor triads, one in each hand, separated by thirteen
half-steps or a "minor ninth." The transpositional progression of this
sonority in figure al unfolds a linear series of pitches that express
the set [0,1,3,6,7,9] or 6-30, an important octatonic subset also known
as the "Petroushka chord" set. The example shows only the pitches
of the highest line, which belong to the Oct-III collection.7 Figure
bl begins in the piano, using the same type of construction as al,
and also introduces the first vocal line. Already we can see some
connections between figures al and bl. The first six chords in the
piano part of bl have the same pitch-class content as those in al, but
they are reordered. The vocal line is related to the highest line of the
piano through its use of pitch classes from the Oct-III collection. It is
also connected to the vertical construction of the piano part in that it
begins and ends with a thirteen half-step, or minor-ninth leap—the
same interval that separates the two triads in each piano chord.

The remainder of the piano part in figure bl moves away from
the Oct-III collection, unfolding a [0,1,3,6,7,9] subset of Oct-I in the
highest line of the last six chords. The shift is gradual, however,

7In this study, forms of the octatonic collection are numbered according
to the lowest-numbered pitch classes they contain. Therefore Oct-I refers to
the octatonic set that contains C and Qt (pes 0 and 1), Oct-II is the collection
with C and D (0 and 2), and Oct-III has Q and D (pes 1 and 2).
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