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OVERALL STRUCTURE AND DESIGN
IN A VARIATION FORM

ANNE MARIE de ZEEUW

The final movement of Beethoven's Sonata in A major for violin
and piano, Op. 30, No. 1, consists of a theme with six variations. The
variation format of the movement invites a three-pronged analytical
approach. First, we shall examine the theme itself. What features
define its formal, harmonic, and melodic structures? Is it a completely
self-contained entity, or are there open elements left to be resolved in
the subsequent variations? Second, we shall investigate the
relationship of each variation to the parent theme. What musical
elements remain constant, and which ones change? Finally, we shall
consider the set of variations as a whole. How do the relationships
among the variations, and the order in which the variations are
arranged, contribute to the design, direction, and drama of the
movement?

THEME

The formal design of the theme (Figure 1) is straightforward: a
double period with repetitions of its first and second halves. The first
phrase occupies measures 1-4, and its harmonic foundation is the
progression I-V7-I; measures 5-8 comprise the second phrase, whose
underlying harmonic structure is I-ii-Vo/4-5/3.1 In these measures the
violin plays the melodic line. The next eight measures repeat the first
eight; here, however, the piano takes over the melody and the violin
assumes an accompanying role. The third phrase, measures 17-20,
prolongs and tonicizes the dominant harmony (that is, locally it is in
the dominant key of E, but in relation to the theme as a whole it
represents the progression V7/V-V); and the fourth phrase, measures 21-
24, returns from V to I. These two phrases are repeated in measures 25-
32; once again, the first statement of the phrases presents the melody in
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ARRANGEMENT AS ANALYSIS

NICHOLAS COOK

Analysis has been one of the major growth areas in the training of
musicians over the last twenty or thirty years. New analytical
methods of ever-increasing sophistication have been developed while
older methods, such as that developed by Heinrich Schenker, have
been the object of a massive resurgence of interest. There is, however, a
paradoxical sense in which the greater prominence of musical analysis
has masked a decline in its real educational significance. This is
because as analysis has become more abstract, not to say abstruse, it has
turned into a specialty. Especially in North America, people tend to
focus on analysis as an alternative to specializing in historical studies,
or performance, or whatever. In other words analysis has become one
option among several. Traditionally, however, analytical studies
occupied a much more central role in music teaching. The difference is
that the insights which are today presented in an abstract and even
intellectual manner—and often as ends in themselves—were formerly
the outcome of practical musical studies such as arrangement and
orchestration.

Figure 1 illustrates this. It shows bars 13-15 of Debussy's
'Danseuses de Delphes' (from Book 1 of the Preludes) together with two
alternative analytical interpretations of the passage; these are
marked (a) and (b), and they use the symbols for rhythmic analysis
developed by Cooper and Meyer.1 For readers unfamiliar with these,

represents a stressed note and ^ ? an unstressed one, while the
square brackets show what belongs together in a single rhythmic group;
you can see that an entire group can be regarded as stressed or unstressed
at the next level of structure, so that the analysis is a hierarchical one.
What does the difference between these two interpretations actually
amount to? In (a), there is no immediate rhythmic connection between
bars 14 and 15; you might bring this out in performance by making a
slight break before the beginning of bar 15, so the last four chords of bar14 become a kind of rhetorical gesture, with the crescendo perhaps
reaching the level of forte. By contrast, (b) suggests that the last four
chords of bar 14 act as an upbeat to the beginning of bar 15, so that there
is no rhythmic break at this point; this implies a smoother style of
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CURRICULUM DESIGN SERIES

The following article is the first in a new series on specific uni
versity-level theory programs. Additional articles in this series will
be published from time to time in future issues. Readers are encouraged
to submit contributions on any aspect of curriculm or individual course
design for consideration in this series (e.g., structure, evolution, and
philosophy of undergraduate theory programs; layout of graduate
theory degrees; outlines, syllabi, and organization of single courses or
graduate seminars—especially those that are unusual, creative, or
innovative).
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COMPREHENSIVE MUSICIANSHIP AT
SAN DIEGO STATE UNIVERSITY

DAVID WARD-STEINMAN

OVERVIEW

Comprehensive Musicianship is a three-year program that
provides the core musicianship training for music majors and minors at
San Diego State University. It is an outgrowth of an experimental two-
year program developed by the writer under a grant from the Ford
Foundation-MENC Contemporary Music Project (1967-69).

The courses at San Diego State University called "Comprehensive
Musicianship" are not only comprised of theoretical studies, though
they are the basis for much of the work. They include harmony; ear
training; sightsinging; both sixteenth- and eighteenth-century counter
point; form and analysis; arranging and orchestration; composition;
improvisation; conducting; and ensemble performance. In addition, the
courses cover major styles in a survey of musical literature from all
periods of music history.

Traditional Western European art music no longer dominates the
curriculum, though it remains at the heart of it. We now include
references to non-Western musics (principally from African, Indian, and
Asian cultures), jazz, and a wide variety of twentieth-century musics.
A primary objective of Comprehensive Musicianship is to teach
students to deal intelligently with all kinds of music.

Interrelationships among music and the sister arts are introduced
with specific reference to formal, textural, and stylistic analogues in
painting, sculpture, architecture, and poetry.

It must be emphasized that there is no dilution in the standards or
requirements of traditional musicianship—emphasis is placed on
composition, analysis, aural skills, and classroom performance.
Students learn instrumentation by writing for instruments available in
class (and the classes are sectioned or subdivided to provide
instrumental balances). Students are expected to rehearse and conduct
their own music as well as each other's, to transpose as necessary, and
to analyze and evaluate the results.

Sightsinging and ear training are currently being taught in two
ways, at faculty option. Some use a programmed language-lab
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approach; others base their drill directly on the literature, but the
goals are the same.

OVERALL GOALS (applicable to every class and topic)

1. Recognize by sight (notation) or sound (live or recorded) specific
instances of topics studied when presented in new, unfamiliar contexts
or compositions;

2. Be able to extrapolate musical experiences and knowledge
gained from specific examples studied to unfamiliar works encountered
elsewhere;

3. Compose examples illustrating the various topics or style
characteristics under study;

4. Improvise when appropriate (e.g., ornaments in Baroque pieces;
keyboard realizations of figured basses) in a given style;

5. Function variously as conductor, performer, coach, editor, or
arranger of material for class use and study;

6. Take from dictation (live or recorded) melodies or progressions
from material relevant to class study;

7. Sight read and sightsing with fluency and musicianship,
attending not only to matters of pitch and rhythm but also tempo,
dynamics, and phrasing as well;

8. Develop personal standards of taste and discrimination as a
basis for judging musical quality.

OUTLINE OF COURSES (6-semester sequence)

A detailed syllabus with calendar for each course is provided at
the beginning of each semester by individual instructors or the Director.
Detailed Study Guides for PSI sections of 158A and 158B, written by
Merle E. Hogg, are available from the campus bookstore.
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piece scored for class instruments in theme-and-variations form or
utilizing cantus-firmus principle;

Beginning critical-analytical vocabulary via concert reports, etc.

Styles: overview from Medieval to Contemporary periods.

Core Content (158B)

Development of harmonic vocabulary: evolution of harmonic
concepts from Medieval and Renaissance precursors to the Baroque and
Classic periods, with emphasis on functional harmony of the
eighteenth and early nineteenth centuries, including modulation and
secondary dominants;

Figured bass (with reference also to contemporary jazz/pop
notation);

Chorale harmonizations for instruments and voices; evolution of
characteristic ostinato forms (ground bass, passacaglia, etc.) traced
from beginnings to latest manifestations, culminating in an original
composition for class instruments based on the ostinato principle;

Styles: Baroque and Classic.

258A-258B. 2nd Year Comprehensive Musicianship [6hrs./week]

"Continuation of Music 158A and 158B. Late 19th- and 20th-
century harmony. Counterpoint and texture in Medieval and
Renaissance styles."

Core Content (258A)

Chromatic and modern harmony: altered-6th chords, expanded
tertian harmony, cadence evasion, added-note harmony, parallelism;
jazz harmony and notation; polychords, polytonality; quartal/quintal
harmony; secondal/cluster harmony;

Evolution of forms (e.g., rondo, sonata) from earliest
manifestations through the twentieth century;
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Independent performance/analysis project; independent compo
sition projects in Classic/Romantic style (of rondo or sonata length) and
in chromatic and Impressionist or post-Impressionist styles, scored for
class instruments;

Styles: Classic, Romantic, post-Romantic, Impressionist, post-
Impressionist, Modern.

Core Content (258B)

Monophony and polyphony in the Middle Ages and Renaissance;

Plainsong, troubadour/trouvere repertory, liturgical drama;

Origins of polyphony in organum, motets, other early forms;

Mass/motet and madrigal styles in the Renaissance; species
counterpoint based on Palestrina/Lassus models;

Demonstration of Medieval and Renaissance instruments by
members of the Collegium Musicum;

Stylistic transcription problems for modern instruments;

Composition of 2- to 4-part motets and madrigals;

Styles: Ars Antiqua, Notre-Dame School, Arts Nova, Burgundian
School, Renaissance, Mannerism.

[As part of the final exam for 258B, the CM Aural Skills test is
given. Students may take this exam at any time, however, and indeedare encouraged to do so as soon as possible. This exam includes melodic
dictation, two-part contrapuntal dictation, four-part harmonic
dictation, chromatic and modern harmony identification, and error
detection commensurate with a level of ability expected of music majors
after two years of CM. Any section of the test not passed must be
retaken the next semester. Students may continue with their
undergraduate program, but music majors may not graduate until all
sections of the test have been passed. The test is given at the end of
every semester and may be repeated as often as necessary.]
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music, computer music, chance music, graphic scores, multimedia, free
improvisation.

UNIQUE ASPECTS OF CM

COLLEGIUM CONCERTS: At least once a semester the best
compositions and performance projects from each CM class level are
assembled and presented semi-publically for all the CM classes.
Discussion, analysis, and, frequently, ear-training exercises follow each
performance. A large-ensemble concert of outstanding CM compositions
is given every Spring as a culmination of the CM program. Students are
invited to conduct their works with the SDSU Symphonic Band or
Wind Ensemble I, SDSU Symphony Orchestra, Jazz Ensemble, Chamber
Singers, or CM Choral-Instrumental Ensemble, through the cooperation
and support of the directors. All concerts are recorded (by students from
the Electronic Music classes) and tapes are made available to the
composers afterward.

SIGHT-READING SESSIONS: Several times a semester the CM
classes combine to form a chorus and orchestra to read significant works
from different periods. Qualified students are invited to take turns
conducting for additional experience. Typical repertory has included
Bach cantatas, Haydn masses and oratorios, modern works by
Stravinsky, Honegger, Harrison, Schafer, and Ward-Steinman.

IMPROVISATION: Although not normally required in con
ventional music classes, improvisation nonetheless remains an
incalculably valuable form of musical expression and synthesis.
Students are given opportunities to express themselves in a variety of
musical styles and performance situations. To improvise convincingly in
a given style, form, or musical language requires as much analytical and
musical skill as a written exercise or research paper, and this reveals a
great deal about the quality of musical intelligence at work. In some
classes, students will learn to improvise phrases, complete antecedent-
consequent pairs, work in modes, ground-bass and chaconne patterns,
improvise different kinds of counterpoint to given lines, and illustrate a
wide variety of musical devices and styles. Students also learn to read
graphic scores and various kinds of open-form notations, as well as to
make their own.

COMPOSITION: A natural correlate of improvisation, compo-
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sition, begins where improvisation leaves off, that is, with notation (of
what may have begun as an improvisation), polishing, editing,
rewriting, etc. In CM, virtually all musical observations and analyses
of style-periods and characteristics are tested in recomposition and
improvisation situations, which are regarded as valuable forms of
feedback. Students also have the opportunity in individual projects to
compose freely in their own style; they must, however, be prepared to
analyze and discuss their work in class.

PERFORMANCE PROJECTS: At various times in the CM sequence,
students are required to perform something for the class that they have
prepared by themselves without coaching. They must be prepared to
analyze the piece and defend their interpretation. They are en
couraged to form chamber groups with other students and present joint
performances.

COMPARISON PAPERS: Throughout the three-year CM sequence
students are asked to write papers on various topics as another form of
feedback and as an indication of their ability to do independent
research. Most often these papers will take the form of a concert report
or a detailed comparison between two or more pieces, typically from
different periods, but with something significant in common: form,
medium, texture, etc. It will be the students' task to detail the
similarities as well as the differences with whatever depth they are
capable, and to generalize their conclusions, with references to other
works they may know so that they begin to form concrete ideas of style
attributes and formal organization in music.

SPECIAL SDSU CM TEXT/ANTHOLOGY: In 1976, Comparative
Anthobgy of Musical Forms, a basic two-volume source text andreference was published, co-authored by Susan L. Ward-Steinman and
David Ward-Steinman. This anthology includes folk, jazz, pop, and
non-Western examples of world music as well as Western traditional
and contemporary music, providing primary source material for the
three-year CM sequence. The anthology is unique in its organization
according to structural and textural principles that transcend stylisticand chronological boundaries, and in its integration of art analogues
with the music.2

OPPORTUNITIES FOR GRADUATE STUDENTS AND AD
VANCED UNDERGRADS: Three units of credit are available to
graduate students and advanced undergrads (the latter must have
completed the CM sequence with an average of A or B) who wish to
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serve as Teaching Assistants in the CM program. Generally, one T.A.
will be assigned per section. Graduate students register for Music 658;
undergraduates for Music 458, "Comprehensive Musicianship
Pedagogy" (the latter for students wishing to specialize in the PSI
approach at the freshman level).3

PLACEMENT OF TRANSFER STUDENTS

Students who begin the CM program at San Diego State and stay
with it generally do very well with composition projects and other
activities that are not usually included in programs elsewhere. But
transfers entering in the middle of the program often flounder for
awhile until they become used to our expectations. Often, on the basis
of their placement exams, they lose a semester or two of previous study
that was not up to our standards. Several of the local community
colleges have adopted modified forms of our CM program, however,
and their students tend to do much better than those from schools with
more traditional curricula. In the latest 6th-semester class, for
example, 15 of the 26 students were transfers at some point from other
institutions. In an attempt to better cope with the needs of our transfers,
we have come up with the following guidelines:

Recommended Prerequisites for Admission

158A: the Basic Musicianship Examination for admission to the
Comprehensive Musicianship program requires that the student
demonstrate basic musical literacy by, for example, 1) matching
pitches; 2) singing back short phrases or intervals; 3) writing or
identifying key signatures to the principal major and minor keys; 4)
identifying common meters by ear; 5) sightsinging (or sight reading on
an instrument) simple melodies in one or more clefs, and playing,
recognizing, or writing a few basic scales and chords.Students seriously deficient in any of the above may be counseled
into Music 102, Basic Musicianship for Non-Music Majors, before
beginning the CM sequence; concurrent registration in Music 102 and
Music 158A may be recommended, depending upon the needs and
abilities of the student. Special courses in aural skills (Music 103A and
103B) may also be recommended to help remedy deficiencies.
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158B: completion of one semester of Theory (Harmony,
Musicianship) required, or ability to pass an exam on the core content of
158A as described elsewhere.

258A: completion of one or two semesters of Theory required, plus
exam on core content of 158B as described elsewhere.

258B [Counterpoint in the Middle Ages and Renaissance]: transfers
should have completed the study of traditional harmony (at least two,
usually three semesters' study) through chromatic harmony and late
nineteenth-century literature. (258A continues through Impressionist,
post-Impressionist, and twentieth-century harmony. Transfer students
deficient in these areas may take the last third of the course under a
Special Studies number for two units credit.)

358A [Counterpoint in the 18th-20th centuries]: the last third of
this course introduces twentieth-century counterpoint and serial
techniques. Students deficient only in the latter may register for the
last third only under Special Studies for two units credit. Transfer
students should have had by now at least a survey course in music
literature or music history. Students lacking this will be required to
take one extra music history/literature course. Renaissance
counterpoint (258B), though normally prerequisite, may be taken later,
if necessary, to solve scheduling problems.

358B [Independent Projects]: completion of all the above or the
equivalent, plus completion of a course in Form and Analysis;
completion of a course in Instrumentation and Arranging; two semesters
of ensemble performance in addition to general department performance
requirements.

No student will be allowed to exempt 358B without taking a full
range of comprehensive tests covering every aspect of the CM program
at San Diego State. Transfer students will be required to take at least
one CM course unless able to demonstrate conclusively and
unequivocally a mastery of the total CM course content.
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EVOLUTION OF THE CM PROGRAM

The Original CM Pilot Course

The first CM classes, taught by the writer, met four days a week
(two hours a day) for two years (1967-69). Six units of credit were given
for each semester's work during the four-semester sequence. No extra
credit was given or required beyond that normally accruing to the
courses replaced by the experimental CM class.

Traditional courses subsumed under the CM umbrella included the
following:

3 semesters of traditional harmony ("elementary," "inter
mediate," and "advanced"—3 units each);

Orientation in Music Literature (2);
18th-Century Counterpoint (3);
16th-Century Counterpoint (3);
Form and Analysis (2);
Instrumentation and Arranging [for band] (2);
Performance Ensemble (2);
Special Study (1).

Total: 24 semester units

Students completing the CM sequence were exempted from the
courses listed above and given commensurate credit. The original
college course catalog described CM as "Direct analysis of musical forms
as they have evolved historically; sightsinging, keyboard harmony,
dictation, partwriting and counterpoint and, where relevant, orches
tration, aesthetics, art and architecture, literature, and cultural
history."

Because one of the premises of the CM philosophy was to develop
the capacity for independent thought in the students, as well as to take
a fresh look at the entire pedagogical process, no textbooks of any kind
were used or required during the two-year experimental course. Instead,
actual musical literature was made the basis for all studies, except for
a single handbook in ear training. One commercial two-volume
anthology was used for source material, but this soon proved
inadequate, leading to the eventual development and publication of our
own CM anthology, Comparative Anthology of Musical Forms.
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Since the establishment of CM as the core course for all music
majors and minors, textbooks have returned, primarily at the request of
students themselves, who wanted references to consult when they
missed a class or needed to review. We have thrown in the towel on
this one, though heavy use of the Comparative Anthology is still made
and we hope to keep living music always at the core of the experience.

The pilot class of twenty-two consisted of approximately one-
third of the entering Freshmen music majors; the remaining two-thirds
went through the traditional modular (fragmented) curriculum as a
control group. At the end of the two years the CM students took the
final exams from the traditional classes as well as their own, and
passed all of these, proving they were able to fulfill the requirements
of the traditional music theory classes as well as the more advanced
and specialized requirements of the CM program.

As a check on aural-skills training, the Aliferis Music
Achievement Test was administered twice—at the beginning and at the
end of the second year. There was a positive correlation (.52 at the
beginning, .53 at the end) between the abilities of the students as
measured by their American College Test [ACT] scores and their
achievements in CM, as determined by the Aliferis test. This indicated
that both the ability of the students and the course influenced the
overall 15% increase the students made in their second taking of the
Aliferis test. The mean improvement did not reflect the often dramatic
improvement made by the weakest students (e.g., 29%-86%, 16%-57%,
38%-64%)4

Evaluation and Implementation

In addition to the testing described above, comparisons were made
with the control groups. At the beginning of the two-year sequence the
experimental students ranked generally in the bottom third of the
freshman music majors on the basis of musical background and
experience, as determined by questionnaires and initial diagnostic tests.
(This was to prove fortuitous in light of subsequent testing, for the
experimental students were not preselected in any way; they were only
asked if they thought they would be able to remain for the full two
years. Attrition was minimal to normal over the period, but did not
exceed departmental norms.) By the beginning of the second year, the
Aliferis test indicated that the experimental class now matched the
general level of the control students. By the end of the second year the
CM students had surpassed the level of the control groups in every case
(i.e., each of the CM students scored above the mean level of the control
groups.)
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During the fall of 1969 after the pilot class ended, the results were
discussed and evaluated by faculty and students. Comment from all
quarters was solicited and considered. During the spring of 1970 the
writer spent a sabbatical semester at Princeton University researching
material for the eventual CM anthology, among other things. A two-
year appointment as a Ford Foundation Composer-in-Residence for the
Tampa Bay area of Florida postponed his return. During the writer's
absence the San Diego State Music Department voted overwhelmingly
to replace the traditional curriculum with the CM course as soon as it
could be implemented, which was in the fall of 1972.

First Changes in the CM Program

Because of catalog problems with giving upper-division credit
during the first two years of CM, which included some UD material and
course-work, it was decided to stretch out the program to three years,
but without adding any extra class hours. From the original eight
hours/week for two years, the course now met four hours/week during
the freshman year, and six hours/week during the sophomore and junior
years. Two credit hours were added, however, reflecting the added
content of the course beyond that of the original fragmented curriculum
(e.g., instead of just studying instrumentation for the band—all that
was previously required—orchestration was added along with scoring
techniques for chorus and stage band; contemporary music—nonexistent
in the courses replaced by CM—was included along with modules in non-
Western musics, in accordance with another national CM principle of
expanding the repertoire studied—since to become a California state
law with the passage of the Ryan Act).5 These two units were borrowed
from elective options that most students were taking anyway. The
total number of units (26) encompasses the items mentioned above as
well as those described elsewhere in this paper.

The non-Western, or world music, component of the program proved
to be so intriguing and seductive of time that a full-semester course was
spun off as an "Introduction to Ethnic Musics" (taught by the writer) to
allow more time for exploration. With the establishment of the Center
for World Music and a program of studies in world music and
ethnomusicology at San Diego State under the direction of Dr. Robert E.
Brown, this course was further subdivided into a two-semester survey of
world music, now taught by specialists. So the world music component
of CM is now back to "square one" or less—still an important reference
but no longer the tail that was beginning to wag the Western European
musical dog.
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When the CM approach was adopted for all our music majors and

minors, it meant that there were now multiple sections at each level.
This made possible a number of activities that were not particularly
feasible when there was only one class at a time, taught by one person,
such as: a) combining classes for joint events, lectures, performances; b)
team teaching to take advantage of individual faculty strengths; c)
collegium concerts of student works; and d) choral-instrumental reading
sessions, which have been broadened to include anyone in the
Department who wishes to participate. (Students from the Conducting
classes as well as CM are regularly invited to conduct a movement or
two of whatever has been scheduled.)

Another recent addition to the program was the establishment of
both undergraduate and graduate courses in CM Pedagogy for students
wishing to serve as Teaching Assistants and desiring hands-on
experience in helping run the program.

Future Changes Under Consideration

We are presently studying ways of computerizing some aspects of
aural skills and theory rudiments training. As soon as funds can be
obtained, and a consensus reached, we hope to acquire sufficient
computer stations and software packages to service at least a
substantial percentage of the Freshman class, where help is most
urgently needed.

We have drawn up tentative plans for special world music and
jazz sections of CM at the 258B or 358A level, which can be
implemented whenever there is sufficient enrollment to justify a
separate section; but for the present, those majors can still pursue their
special interests in the many independent project opportunities
scattered throughout CM.

The most unpleasant change we face is the prospect of having to
cut one semester out of the CM sequence. We are under increasing
pressure from other areas of the Department to relinquish some of the
units presently required in CM to make room for courses others feel are
more important to their majors. We are not entirely unsympa
thetic—out of only 70 units maximum that can be required for music, CM
consumes 26. (The State of California mandates 49 units of General
Education courses for Bachelor's degrees, in addition to foreign language
requirements for music majors.)

We appear to be most vulnerable in the area of counterpoint. We
have not been able to find any other schools in support that require both
16th- and 18th-century counterpoint for all their music majors, not to
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mention what we also do with medieval and contemporary counterpoint
in an attempt to convey the complete spectrum of the subject.6 We hate
to give way in this area, but the handwriting seems to be on the wall
(and there be tygers at the gates, burning bright).

Therefore, our contingency plan is to eliminate 258B (Medieval
and Renaissance counterpoint), stretch the content of 258A out over two
semesters but reduce the time from 6 hours/week to 4 hours/week and
the credit from 5 units/semester to 3 units/semester (like Freshman CM,
158A-B), thereby freeing 4 units as electives for the students or grist for
the other Departmental mills. If this should come to pass, we would
then put in a separate course in 16th-century counterpoint that we
would try to require for composition majors and perhaps a few others
who could be persuaded that it would be good for them. This does not
sound like progress—indeed, it sounds far too reminiscent of the bad old
days before CM—but if we have to do this, at least we would teach
that counterpoint from the CM point of view.

CONCLUSIONS

There are really only three things you can do with music, three
basic activities: compose it, perform it, or listen to it. Every other
musical activity is a spin-off of one of these. Therefore we try to place
equal emphasis on these three activities in CM. Specialization can
come later, or in tandem with CM. And whatever the student's
ultimate specialization, we think he will be the richer for his broad
CM experience, and infinitely more versatile musically. And that is
what many of our graduates tell us.

If there are strengths in the program, it is directly due to the
commitment and personal investment of the faculty teaching CM. We
also owe a large vote of thanks to the vision and leadership of our
Department Chairman at the time of the implementation of the CM
program, the late J. Dayton Smith, who supported the program whole
heartedly.

The consensus is that teaching CM is much harder and more time-
consuming than teaching in the older traditional style, but CM is also
much more rewarding. Of those on our staff (present and former) who
have taught in both formats, there is not one who indicated he or she
preferred the older way or would willingly go back to it. But CM is
obviously more than a curriculum or a format; it is a philosophy, an
approach that can have many manifestations. Without commitment,
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determination, and belief on the part of those teaching it, however, it
would be doomed to failure, and that, no doubt, explains why so many
of the thirty-six programs originally funded nationally by the Ford
Foundation have fallen by the wayside.

The CM experience is not for everyone. Transfers who come in at
the middle often flounder for awhile. Students needing a highly
structured authoritarian approach are not always able to handle the
responsibility and individual initiative we encourage. Some do not
take well to self-discipline, and put off starting major projects until the
last possible moment. They then find themselves in over their heads,
start cutting their classes, and blame it all on CM, to our embarrassment
and the occasional detriment of the program's standing among the rest
of the faculty, many of whom think CM takes far too much of "their"
students' time.

But the students who stay with the program and meet us at least
half-way do very well indeed. While incoming transfers often have
problems initially, the reverse is not at all true. Not one of our students
who transferred to another school before graduating has ever been set
back, to our knowledge. Many, in fact, have been able to exempt all
their undergraduate music history requirements on the basis of what
history they have picked up in CM, even though two semesters of music
history remain here after completion of the CM program.

Ideally our students should be able to function in any capacity as
musicians—conductors, arrangers, composers, copyists, annotators,
performers, teachers—and they should be able to deal with any kind of
musical repertory, not just what they may have studied in class. The
CM approach is a very broad one; we also think it is a deep one. The
synthesis of all elements of musicianship is encouraged from the
beginning; we do not trust in a post-graduate "Eureka!" experience to
bring it all together. Rather, we try to set up the "Eureka!" experience
throughout CM. It is what we discover for ourselves that tends to stick
with us.

No lecturer, no matter how brilliant or entertaining he or she may
be, can teach anyone anything he is not ready to learn. Therefore, we
try to be co-discoverers with our students of what they need to know, not
authoritarian founts-of-all-knowledge. Asking the right questions is
perhaps more important than finding the answers in the long run. But
knowing where and how to find the answers is indeed important, andbetter to find them yourself than have them handed to you on the
proverbial silver platter. Or theex-post-facto textbook.

William Sullivan, writing in HIGH FIDELITY/Musical America,
summarized the program in this way:

144



COMPREHENSIVE MUSICIANSHIP

Student reactions to Comprehensive Musicianship
range from enthusiasm for its projects to dismay at itsdemands. Enthusiastic students are pleased with such
practical aspects as being able to compose and conduct
actual performances of their own music. The nay-sayers
point out that the course requires lengthy classroom
participation and much preparation compared to other
courses; and there are suggestions that not enough time
is spent on any given unit for mastery and that there are
as a whole not enough repeated drills. There are many
complaints about the nature of the course.

But there is praise for Comprehensive Musician
ship because the course is about music as a reality and
not a series of abstract elements; and praise because the
course is flexible, thorough, and effective; and praise
because students have a chance to encounter not only
music of all periods from medieval to modern but also
ethnic and Eastern music in addition to Western classical
music. At least some students have been more motivated
than ever before.7

And, we might add, so have the faculty teaching CM.

CURRENT CORE CM INSTRUCTIONAL STAFF

Frank Almond (Director, Concert Choir, San Diego Master
Chorale)

Brent Dutton (tubist, composer)
Merle E. Hogg (trombonist, composer)
Danlee Mitchell (percussionist; Director, Harry Partch Ensemble)
Lewis Peterman (musicologist)
Thomas Stauffer (cellist)
Susan Ward-Steinman (CM Coordinator; Undergraduate Advisor)
David Ward-Steinman (Director, CM Program; composer, pianist)

(Assisted by guest faculty and lecturers from the Music Department
and other departments from time to time.)
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NOTES

^ All course descriptions in quotes are from the official San Diego State
University General Catalog, published annually, v. 73 (San Diego,1986-l987).

^Susan L. Ward-Steinman and David Ward-Steinman, Comparative
Anthology of Musical Forms (Wadsworth Publishing Co., 1976; reprinted
University Press of America, 1986-1987).

3Some of the above material was presented previously in greatly
abbreviated format in 'The Theory Curriculum: Styles and Ideas," in CMS
Proceedings, Report of the 19th Annual Meeting, Washington, Nov. 1976,
College Music Symposiuml7/l (Spring 1977): 175-178.

4Phyllis Lloyd Whayne, "A Study of the Experimental Course,
Comprehensive Musicianship," Master's Project (San Diego State University,
1969), p. 45.

5The Ryan Act" or 'Teacher Preparation and Licensing Law of 1970,"
State of California, became effective 1976. It mandated the study of ethnic
musics, including native American music, for those seeking a teaching credential
in the state.

6The theory program at The American University in Washington, D.C.
(instituted in 1965) appears similar in many ways to ours, but it was impossible
to determine from the published account of the program if their counterpoint
requirements are identical. [See Lloyd Ultan, "Theory with a Thrust, Part II,"
Music Educators Journal (October 1968): 49-51.]

7William Sullivan, "San Diego State Goes Comprehensive," High
Fidelity/Musical America (March 1979): MA-11.

146



COMPREHENSIVE MUSICIANSHIP

REFERENCES

Belgarian, Grant. "Music, Education, and the University." Music
Educators Journal (September 1967): 42+.

"Contemporary Music Project for Creativity in Music
Education with Reports from Participating Schools." College Music Symposium
7 (Fall 1967)" 29-88.

Comprehensive Musicianship—The Foundation for College Education in
Music, A report of the seminar sponsored by the Contemporary Music Project at
Northwestern University, April 1965. Washington: CMP/MENC #2,1965.

"Contemporary Music Project." Music Educators Journal (March 1968): 41-
72; and (May 1973): 33-48.

"Curricular Experiments and the Developing Theory of Comprehensive
Musicianship—1963-69." Comprehensive Musicianship: An Anthology of
Evolving Thought. Washington: CMP/MENC #5,1971.

Experiments in Musical Creativity—A Report of Pilot Projects Sponsored
by the Contemporary Music Project at Northwestern University, April 1965.
Washington: CMP/MENC #3,1966.

Olson, Rees G. "Teaching Music Concepts by the Discovery Method."
Music Educators Journal (September 1967): 51+.

Rogers, Michael R. Teaching Approaches in Music Theory. Carbondale:
Southern Illinois University Press, 1984.

Sherman, Robert W. "As Taught, Music Theory Is an Anachronism." Music
Educators Journal (October 1969): 39-41.

Trotter, Robert M. "Teaching Musicianship in Today's Schools." Music
Educators Journal (October 1967): 34+.

Willoughby, David. Comprehensive Musicianship and the Under
graduate Music Curricula. CMP/MENC #6,1971.

147



DERIVATIONAL ANALYSIS STEP BY STEP

ARTHUR KOMAR

During the past century, various theorists—such as Heinrich
Schenker, Arnold Schoenberg, Rudolph Reti, and Hans Keller—have
expressed the belief that a masterwork represents a series of
interrelated pitch-rhythmic events. In the absence of a widely
accepted term, I have adopted derivational analysis to denote the
activity suggested by this belief. And to give my students a
methodology for performing derivational analysis, I have formulated
the following guidelines.

The basic strategy of derivational analysis involves monitoring
initial materials through successive stages of repetition and
transformation. First, one identifies an opening gesture as a potential
source for subsequent events. Next, one examines Event 2 to see how it
may derive from Event 1, proceeding then to Event 3, attempting to
determine its relation to Events 1 and 2, taken singly or in combination.
As one moves further into the piece, the web of interwoven events
becomes ever more intricate. In larger works, connections may be far
removed, even bridging the gap between one movement and another. It
is important to stress that there are no mechanical rules for devising
derivational analyses; we can only rely on our musical intuitions. I
shall draw on several well-known tonal works to illustrate
derivational analytic technique.

STEP ONE: THE OPENING GESTURE

Some pieces begin with a gesture or motive that is definitely set
off from the material that follows. The first movement of Beethoven's
Piano Sonata in C Major, Opus 2, No. 3, begins with a clear-cut motive
(see Figure 1). Once we hear the rest at the end of measure 2 followed
by the repetition in measure 3, we know the first two measures
constitute the opening gesture. Many classical works start in this
fashion. In rare cases, the articulation of a clear-cut motive may not
count as an opening gesture, as in Beethoven's Symphony No. 5 in C
Minor, where the initial motive is clear enough, yet is so short that we
regard the first few measures merely as introduction to the more
substantial gesture beginning after the second fermata.
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Figure 1. (mm. 1-8)

By contrast, the opening of Beethoven's "Moonlight" Sonata, Op. 27,
No. 2, provides a continuous flow throughout the first five measures
(see Figure 2). It seems difficult to break this material down into
smaller elements, yet the phrase is so full that we may wish to analyze
it as a series of smaller events. For that matter, an opening gesture,
even one so clear-cut, is rarely indivisible and can usually be broken
down. Thus, Figure 1 exhibits four distinct elements: the opening chord,
the neighbors in parallel thirds, the concluding chords, and the final
rest.

Figure 2. (mm. 1-5)
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Chopin's Prelude in B Minor (see Figure 3) presents a continuous
flow throughout measures 1-4 (like Figure 2), yet clearly articulates an
opening gesture in the first two measures (like Figure 1). This shows
that while rests are a practical means of setting off an opening gesture,
they are by no means required. Figure 4 illustrates a similar passage
containing a rest in the vocal line, but with a link in the supporting
instrumentation.

Figure 3. (mm. 1-8)

Lento assai

Figure 4. (mm. 1-4)

Rndanlino
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Like the "Moonlight" Sonata, Bach's Prelude in C Major, from the
first volume of the Well-Tempered Clavier, provides a continuous flow
throughout the entire piece (see Figure 5). Nevertheless, we perceive
the first four measures as the opening unit, consequent upon the return of
the exact pitch content of measure 1 in measure 4. (A similar
illustration of tonic enclosure can be found in the opening measures of
the slow movement of Beethoven's "Pathetique" Sonata, Opus 13,
spanning measure 1 to the downbeat of measure 3.)

Figure 5. (mm. 1-4)
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As suggested above, determination of the boundaries of an opening
gesture depends on various and diverse criteria; consequently one
analyst's notion of an opening event may differ from another's. This
should cause no concern, since at worst one version of the first event will
be somewhat shorter or longer than another version. The main thing is
to show how what ensues is derived from what precedes. To do this,
one needs to examine the selected opening gesture in considerable
detail, observing all its special, as well as conventional, moves so they
can be recognized in whatever form or fashion they later present
themselves. In some works, such as fugues, derivation is emphasized
intentionally as a continuous feature of the musical surface; but in most
pieces, recurrence and transformation of earlier material are
concealed—forcing us to dig and delve until we discover any existing
derivational continuity.
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STEP TWO: THE SECOND EVENT

In many pieces, the second event—like the opening gesture—is
clearly set off from the preceding and following material, as in
measures 3-4 of Figure 1. Here the melodic material starts a step
higher than in measure 1 (with F replacing E as first pitch), but the
harmony simply reverses the tonic-dominant progression of measures 1-
2. In other words, measures 3-4 represent a semi-sequential restatement
of measures 1-2 (i.e., sequential melodically but not harmonically). In
measure 3 the alto voice mimics the 7-8 relationship of measure 1, as D
is ornamented by its leading-tone C-sharp—almost suggesting a
melodic, but not harmonic, tonicization of D minor.

In contrast to Figure 1, the second event of the "Moonlight" Sonata
might at first appear unrelated to the opening gesture of measures 1-5
(see Figures 2 and 6). However, in following the top line of measures 1-
5, we find a linear motion, 3-4-3-2-1, which reappears a third higher in
measures 6-9 as 5-6-5-4-3 (with 7 interpolated between 4 and 3).
Moreover, in view of the modulation during this phrase, its melodic
line is effectively reinterpreted as 3-4-3-2-1 in the secondary key of III.
This is a nice illustration of derivation lying just below the actual
musical surface.

As in Figure 6, the melodic content of the second event (mm. 3-4)
of Chopin's Prelude in B Minor also repeats the first event a third
higher (see Figure 3), but in this case with no change in the tonic
harmony of the opening gesture.

Figure 6. (mm. 6-9)
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It is by no means always obvious where to locate the second event.

In the first prelude of the Well-Tempered Clavier, I regard measures 5-
7 (see Figure 7) as the second event, based on the following
considerations:

1) The opening unit (Figure 5) consists of five complete neighbor
motions, one for each member of the underlying 5-voice texture.

2) Of these five motions, the first one to be completed is 5-6-5,
with 6 resolving to 5 exactly at the point where the bass moves from 8
to7(m.3).

3) In measures 5-7 (see Figure 7), the preceding 6-5 line (A-G) is
augmented and also emphasized by sounding an octave higher; at the
same time, 8 moves once again to 7 in the bass just as 6 (now in the
soprano) resolves to 5 (m. 7).

4) Measures 7-11 constitute a complete unit that starts and ends in
G Major (V), thereby setting measures 5-7 apart on one end by the tonic
prolongation of measures 1-4, and on the other end by the dominant
prolongation of measures 7-11. (Observe that a single pitch or
chord—in this case the G6 chord of measure 7—may belong to two
overlapping events.)

This second unit introduces a new linear element, 6-7-8 of V, as the
E of measure 4 splits off into two linear directions, E-F-sharp-G and E-
D. This 6-7-8 motion is exploited later in the piece, as we shall see
below with regard to measures 11-15.

Figure 7. (mm. 5-7)
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The first two events in Bach's Gavotte from the English Suite in G
Minor (Figure 8a) are clearly delineated—each exactly two measures in
length—but how is the second event derived from the first? The first
thing to notice is the continuing recurrence in the upper part of a 3-note
rhythmic figure (quarter-eighth-eighth), but there is more than that.
In measures 1-4 the soprano part outlines the following melodic
scaffolding: G-B-flat-A-G; E-flat-D-C-B-flat. This half-note seriesserves as the structural underpinning of the actual surface melody
ofthese four measures. The second part of this scaffolding (6-5-4-3)
reverses the left-hand quarter-note line that accompanies the initial
soprano motion (1-3-2-1); see Figure 8b. Moreover, in the second unit the
left hand parallels the right-hand line in tenths, 4-3-2-1.

Figure 8a. (mm. 1-8)
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Figure 8b.
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STEP 3: THE FIRST TWO EVENTS IN COMBINATION

Examine the first two events to determine whether they jointly
form a meaningful macro-event. The first two events of Figure 1 combine
into a unified whole, insofar as the completion of Event 2 restores the
initial pitch content of Event 1. Although the melody consists of an
elaborate combination of two passing motions, 3-2-1 and 5-4-3 (see
Figure 9), the overall effect—ending up back at the beginning—is like
that of a neighbor motion.

Figure 9.

5 4 3

3 2 ' i

Another pertinent example is found in the opening measures of the
second movement of Beethoven's Piano Sonata in Eb Major, Opus 7 (see
Figure 10a). Observe that Unit 2 (mm. 3-4) provides an interestingvariation of measures 1-2, in that the G-D-E figure of measure 2 is
transposed down a fourth to D-A-B in measure 4, but now expanded to
include the accented non-harmonic tone, C. At the same time, we find
that both units start with a root-position tonic triad with 3 on top.
Viewing Unit 1 as fundamentally a neighbor motion that sustains 3 in
the soprano voice (with F essentially resolving back to E rather than
passing up to G), we encounter a melodic scaffolding, 3-2-1-7, which
embraces all of measures 1-4. This analysis derives from the
assumption that in tonal music passing motions carry more structural
weight than neighbor motions; therefore, given the choice of locating
the inception of the linear descent at the beginning of measure 1 or
measure 3, we select measure 1. The goal of this 3-2-1-7 line is the
middle C that initiates the third event of the phrase at the downbeat
of measure 5. As indicated above, single pitches often serve the double
function of starting a new event even while completing a preceding
event.
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Figure 10a. (mm. 1-8)
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STEP FOUR: THE THIRD EVENT

The third event may follow from preceding material or else
represent some new idea. In Figure 10a we find that once the opening
linear scaffolding is completed by the soprano C (m. 5), the melody
then reascends to 3 only to proceed once again through the entire 3-2-1-7
succession—although with noticeably different harmonic support. This
passage shows that consecutive events may occupy different durations;
although Events 1 and 2 each lasts two measures, Event 3 (mm. 5-8) is as
long as both of them combined.

Figure 10b.
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In contrast to the preceding example (in which the third event is

derived from the combined first two events), the third event of Bach's
Prelude in C Major (mm. 7-11) primarily resembles the first event, with
the second event, measures 5-7, functioning mainly as a link between the
two. Figure 11a illustrates Event 3, a dominant prolongation in sharp
contrast to the tonic prolongation of Event 1. In Figure lib we see the
previously described combination of five neighbor motions of Event 1
(mm. 1-4). In Figure lie (mm. 7-11) we find passing motions replacing
the outer-voice neighbor motions: i.e., 5-4-3 over 3-2-1 (in the
dominant) replaces 3-4-3 over 1-7-1 (in the tonic).

Figure 11a. (mm. 7-11)
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In both passages an inner voice moves 5-6, with 6 resolving back to
5 just as 7 is introduced in another voice. [That is, in Event 1, A resolves
to G in the tenor as C moves to B in the bass; in Event 3, E resolves to D in
the tenor as G moves to F-sharp in the alto.] Thus, the two passages are
interesting both for their similarities and differences. The similaritiesinclude the upper voice moving 4-3 in measures 3-4 and 10-11, and the
local tonic being treated as a dissonant suspension against 2 in a ii7
chord (mm. 2 and 9). And of course, both units involve the same
essential harmonic progression, I - ii7 - V7 - I. The differences involve
a) the insertion of the extra dominant-preparation chord, IV4/2, in
measure 8 (which is also similar, in that a 4/2 chord again serves as
the second chord of the event, as in measure 2); b) the aforementioned
descending passing motions in the outer voices; and c) the cadential 5-1bass motion in measures 10-11. Notice, too, a connection between Events
2 and 3: the outer voices in measures 9-11 (C-B over A-D-G) repeat by
inversion the outer voices of measures 5-7 (see Figure 7).

Figure 12.
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The third event of Figure 1 represents a curtailment of the first
event, starting on a different scale-degree and lasting just one and a
half measures (overlapping into a varied repeat in measure 6). The
third event of the "Moonlight" Sonata (see Figure 12) synthesizes
elements of the first two events (see Figures 2 and 6): the mode switches
back to minor (with E as local tonic), 3 (G-natural) is re-established
over a bass motion 8-7-6 (as in mm. 1-3), and yet the rhythmic character
of the soprano line is clearly similar to that of measures 5-9. Moreover,
Event 3 modulates, like Event 2, whereas Event 1 remains fixed in the
tonic; and then, in the newly found secondary key of B minor, the
melody sustains 5 (F-sharp, mm. 13-14), similar to the emphasis on 5 (G-
sharp) in measures 6-7.

STEP FIVE: THE HRST THREE EVENTS IN COMBINATION

We now examine the first three events as we earlier did for the
first two events. The range of possible interrelationships among three
units is considerable. In Bach's Prelude, Events 1 and 3 are substantial
while Event 2 is merely a link. In his Gavotte (Figure 8a), Events 1 and
3 are almost identical—with Event 3 representing a new beginning, and
arousing our curiosity about Event 4. In Chopin's Prelude in B Minor, thethird unit is similar to Events 1 and 2, but is the first to branch out from
the tonic triad; in Beethoven's Op. 2, No. 3, the third unit is a harmonic
diminution of the first two units. And the third unit of the slow
movement of his Op. 7 restates the underlying thematic material of
Units 1 and 2 combined (see Figure 10b). We may also discover a larger
unit resulting from the conjunction of all three of the initial units. In
Bach's Prelude in C Major (Figures 5, 7,11), an overall unifying effect is
achieved throughout Events 1-3 similar to the combined effect of the
first two events of Example 10a; each exhibits a descending line, 3-2-1-
7, constituting an incomplete larger motion calling for completion in the
unit(s) to follow.

STEP 6: THE SMALL VS. THE LARGE

At this stage, the analyst must make a choice: either to continue
examining successive local events, or else to step back to get a sense of
the structure of the piece (or section thereof, if the piece is a large one)
as a whole. In some cases, there is no reason not to proceed immediately
to Event 4, as in Bach's Gavotte (see Figure 8a) and Chopin's Prelude in
B Minor (Figure 3)—since both passages are about to reach the
conclusion of a section. In other cases, where Event 3 itself is the
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conclusion of the opening section or subsection, it is best to step back,
rather than push on to Event 4. This is the case in Beethoven's Opus 7,
second movement (Figure 10a).

In Bach's Prelude in C major the first three units (mm. 1-11) are
part of a larger unit comprising measures 1-19 (see Figure 13). Together,
then, there are five individual units here:

1) measures 1-4 (opening gesture—tonic)
2) measures 5-7 (transition)
3) measures 7-11 (middle unit—dominant)
4) measures 11-15 (retransition)
5) measures 15-19 (closing unit—tonic)

Figure 13. (mm. 11-19)
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As Figure 14 demonstrates, the overall motion is 3-2-1 in the
soprano over 1-5-1 in the bass, yet with the soprano voice restoring 3 (an
octave lower) at the tonic cadence in measure 19. [This represents an
extension of the idea of restoring 3 via the overlapping descending
passing motions, 3-2-1 and 5-4-3, as shown in Figure 9.] Measures 12-15
serve the same transitional function as measures 5-7, but in a more
complex way. To begin with, Bach replaces the original descent of a
perfect fourth (from I down to V) with a perfect fifth (from V down to
I); he cannot restate measures 4-7 in measures 11-14 without leading
(via an e6 chord in measure 12) to D major, rather than back to the
original C major. Bach achieves this goal by replacing e6 with d6,
functioning as ii6, thereby heading back to 16 for the onset of the final
tonic unit. In measures 11-13 he tonicizes D minor with a melodic 6-7-8
line, derived from the inner voice E-F-sharp-G line of measures 5-7.
Having reached the obligatory D6 chord in measure 13, he then models
measures 13-19 on measures 5-11, although with one slight change:
measure 14 consists of vii°4/3, rather than V4/2, sequentially restating
the vii°4/3 of ii found two measures earlier. The 6-7-8 line now occurs
twice: B-C-sharp-D in measures 11-13, and A-B-C in measures 13-15.

The fifth event, measures 15-19, represents an exact transposition
of the dominant prolongation of Unit 3 into the tonic harmonic area of
Unit 1—thereby producing a synthesis that brings to a conclusion the
first large section of the piece, measures 1-19.

Figure 14.

1 4 7 11 13 1 5 1 9

♦ " ' \ ^ __ ^
°^ * eJ
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STEP 7: THE NEXT MOVE

By the time one reaches Step 7, various alternatives open up. One
may resume examining each local event, or one may once again step back
from the music, considering still more or all of the entire work. The
choice will depend upon the circumstances of any given piece. And
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there is always the question of how much derivational detail one
wants to uncover. One may wish to pursue an entire sonata or symphony
in relentless derivational fashion, although perhaps only in special
cases, such as when writing a dissertation. Normally, in preparing an
analysis suitable in length and scope for a term paper of perhaps 3000
words, it should suffice to select a dozen or so passages that exhibit
interesting and meaningful derivations. One should always try to
emphasize the passages that seem most absorbing; in this way analysts
can best communicate their enthusiasm to the reader.

I shall conclude by presenting some further derivations of special
interest drawn from the pieces under discussion.

BACH: PRELUDE IN CMATOR

After the completion of Unit 5 (see above), the piece once again
moves ahead—albeit an octave lower—from the tonic triad in root
position with 3 on top. Soon an extended dominant pedal progression is
reached, and here we find an interesting derivation from the first part
of the prelude. As illustrated in Figures 15b and c, measures 25-27 recall
the opening melodic 3-4 counterpointed against 8-7, with 8 once again
suspended against 4, while measures 29-32 restate the linear motion 5-4-
3, with 8 once again suspended against 4, from measures 7-11 and 15-19.
Thus, we find an almost back-to-back conjunction of previously widely
separated pitch configurations.

The last four measures of the Prelude (Figure 16) quite obviously
derive from measures 1-4. Measure 32 represents the third time that 3/1
has appeared at a crucial juncture. The startling alto B-flat of this
measure recalls the previous appearance of 3/1 (m. 19), with its
subsequent conversion into V7/IV in measure 20 (see Figure 15a). In
these last measures we hear 3-4-4-3 paired once more against 8-8-7-8
(see mm. 1-4, etc.); acknowledging, however, that this is the concluding
phrase of the prelude, Bach exchanges the voices, making the final
soprano note 8 instead of 3. [Scale degree 3 is immediately restored inthe opening of the fugue that follows. The fugue subject itself is closely
modeled after the essential soprano notes of measures 1-7 of the
prelude, as shown in Figure 17.]
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Figure 18.

Figure 19.
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BEETHOVEN: MOONLIGHT SONATA

In our earlier discussions we surveyed the first three phrases of
this work. After the cadence in B minor (see Figure 12), we hear an
arresting phrase featuring a melodic diminished 3rd: B-C-A-sharp-B
(mm. 15-19). This phrase returns later in the work, transposed up a step
to C-sharp-D-B-sharp-C-sharp (see mm. 51-55). The source of this
figure is found in the alto part of measures 1-5 (Figure 2), and theunusual harmonies of measures 16 and 52 originate in the Neapolitan-
6th chord found in the second half of measure 3.

The germinal 3-4-3-2-1 line of the first movement reappears also
in the finale. The principal theme of the second subject emphasizes an
inversion of this source line: 1-7-1-2-3 (see Figure 18). This is followed
by a retrograde inversion, 3-2-1-7-1, in the key of the Neapolitan (see
Figure 19), again reflecting the seminal importance of the N6 chord in
measure 3 of the first movement.

CHOPIN: PRELUDE IN B MINOR

After Chopin repeats the source material of measures 1-2 (see
Figure 3), he focuses on the central idea of the first event—the
descending passing motion 3-2-1. In measures 5-6, he descends 6-5-#4,
extending the motion by means of a suspended 5 (F-sharp) at the
downbeat of measure 6. The soprano voice now takes over the melody,
presenting a middleground scaffolding offering yet another descending
third, 4-3-2 (see Figures 3 and 20). Observe the continued use of
suspensions (E and D in mm. 7 and 8, respectively), and the hemiola
effect produced by the middleground harmonic rhythm in measures 7-8.

Figure 20.

mm. 1-2
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BACH: GAVOTTE IN G MINOR

The first section (see Figure 8a) closes with an expanded
transposition of the initial melodic scaffolding 1-3-2-1; i.e., G-B-flat-A-
G now becomes B-flat-D-C-B-flat (1-3-2-1 in the key of III) with
various ornamental insertions (see Figure 21). Also, at the end of Event
3 (mm. 4-6, Figure 8a) notice the diminution of the parallel lines 6-5-4-3
and 4-3-2-1 from Unit 2 (see Figure 8b). Although the surface melodic
material of the next section (starting in the middle of measure 8) is
closely allied to the 3-note foreground motive of Event 1, it presents an
essentially new melodic underpinning, 3-5-6-5 in the key of III (see
Figure 22). Then, in the second half of measure 10, the soprano presents
continuous 8th-note figurations that outline a 6-5-4-3 scaffolding (as in
mm. 2-4) in the upcoming key of D minor (v); see Figure 23. In measures
14-16 the left-hand melody repeats the first part of the opening theme
in D minor. Consequently we hear the original middleground motives of
Units 1 and 2 (1-3-2-1 and 6-5-4-3) in this secondary key, but in reverse
order.

Figure 21.
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Figure 23.

Gavotte II in G Major (Figure 24) functions as a trio to Gavotte I in
G Minor. It begins with a melodic line featuring D-E-D-G-B-A-G. This
new line combines two basic melodic ideas from Gavotte I: transposition
of 5-6-5 from measures 9-10 (see Figure 22), and a modally altered
restatement of 1-3-2-1 from measures 1-2.

Figure 24. (mm. 1-4)
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BEETHOVEN: PIANO SONATA, OP. 7, SECOND MOVEMENT

In the first phrase we hear an important 3-note cell, G-D-E (see
Figure 10a). A transformation of this cell, G-F-sharp-D, appears in the
second phrase (Figure 25; m. 9), recurs frequently in the third phrase (A-
E-F, F-B-flat-G, G-C-A, A-D-B; mm. 17-18), and also appears
prominently in the contrasting middle section of the movement (E-flat-
A-flat-G, D-flat-B-flat-A-flat, C-E-F, etc.; mm. 25 ff.). No wonder
that Schoenberg, the master of the 3-note cell—see his Opus
23—regarded Beethoven's derivational technique as a model and
inspiration for the Second Viennese School.

Figure 25. (mm. 9-30)
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As these various illustrations have shown, the inherent
possibilities of derivational analysis are unlimited. Of central
importance is the imperative to use strong musical instincts as a guide to
locating derivations; one must take care to avoid finding derivations
where none exist. In other words, one must always strive to keep the
ear in control of the eye.
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PEDAGOGICAL ASPECTS OF
CHROMATICISM IN 16TH- AND
18TH-CENTURY COUNTERPOINT

ROBERT GAULDIN

In textbooks on 16th- and 18th-century counterpoint, one of the
more neglected topics is the role that chromaticism plays in the
polyphony of these periods.1 The present study will attempt to rectify
this deficiency by providing: a) some basic principles concerning the use
of linear chromaticism; b) typical models or paradigms of voice-
leading; and c) passing references to examples from the musical
literature based on the above models. It is not my purpose here to
formulate any general theory of chromaticism, although some of the
observations may provide an initial step in that direction.

Prior to examining both Renaissance and Baroque polyphonic
practice, it is necessary to define the nature and limitations of this
investigation. The term chromaticism and its relation to the music ofthe 16th century has been rather loosely employed to denote a number
of different compositional techniques. In the present context it will
refer to passages in which one or more lines exhibit(s) successive
intervals of half-steps, at least one of which involves the
chromaticization of a pitch class (or an augmented prime). We are
dealing, therefore, with what is basically a melodic phenomenon, andits counterpointing in two or more voices. This excludes the
consideration of those works that feature extended cycles of fifths with
their resultant exotic accidentals or musica ficta, such as Willaert's
celebrated duo Quidnam ebretas (1519), Matthaeus Greiter's Passibus
ambiguis (1553), or Costeley's Seigneur Dieu ta pitie (c. 1558); the
former two have been discussed in detail by Lowinsky2 and the latter by
Levy.3 Likewise the question of cross relations between different voices,
treated at some length by Haar,4 will be omitted, except in those
instances where simultaneous vertical augmented primes or diminished
octaves occur.

The voice-leading models and theoretical conclusions presented
here have been drawn from and based upon an examination of the
actual musical literature of the periods. References to theoretical
treatises are intentionally avoided.^ Most of the paradigms appear in
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either the untransposed modal system (Renaissance) or C major-A minor
(Baroque). In those cases that represent reductions of specific
compositions, the original pitch level has usually been retained.
Numerous references to various representative works are included in
footnotes; these immediately follow the example reference.

LINEAR CHROMATICISM IN 16TH-CENTURY POLYPHONY

Since most texts are traditionally based on the polyphonic
practices of the Counter Reformation in general and Palestrina in
particular, the problem raised by linear chromaticism is seldom
broached. Although admittedly rare in this literature, the device does
play a role in some of the secular (and even sacred) music of the century.
It appears to have originated with those proponents of the Venetian
school (deRore, Willaert, Vicentino, and later Giovanni Gabrieli),
whose influence may be seen in the Italian and English madrigal
(Marenzio, Gesualdo, Monteverdi, Wilbye, and Weelkes respectively).
Certain of these techniques are carried over in keyboard pieces of the
first part of the 17th century (Sweelinck, Frescobaldi). It is primarily
from these composers, with passing reference to some other masters of
the period, that the voice-leading models and citations will be drawn.

Despite Vicentino's abortive attempt to base compositions on the
ancient Greek genera, the music of the late Renaissance remains firmly
rooted in the diatonic pitch collection with the dual alteration of B-
natural/B-flat. The term diatonic (literally two tones) implies suc
cessions of major 2nds partitioned into conjunct tetrachords by means of
Mi to Fa. Chromatics (or color tones), in turn, divide the major 2nds by
means of the augmented prime (C to C-sharp to D, etc.). In an idealized
hypothetical state one might imagine a projection of whole-tones (0, 2,
4, 6, 8, 10, 0, etc.) as the "diatonic" norm, with its "chromatic"
complement "filling in" the steps (1, 3, 5, 7, 9, 11, etc); see Figure 1.From the application of such an admittedly artificial system, one
significant characteristic of linear chromaticism may, nevertheless, be
observed: its tendency to establish and continue strict sequential pat
terns.

Figure 1. Hypothetical "diatonic/chromatic" system

" d i a t o n i c " p e s = 0 2 4 6 8 1 0 0
" c h r o m a t i c " p e s = 1 3 5 7 9 1 1
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In the diatonic pitch collection the presence of the Mi-Fa half-
steps prohibits the rigorous projection of these patterns beyond the span
of the tetrachord. Thus the natural minor 2nds act as built-in "dividers
or limiters." The various tetrachords present within the basic modal
system (using both B-flat and E-flat) are illustrated in Figure 2. Note
that the lower quartet (0, 2, 4, 5) represents an inverse relation to the
upper four (0,1,3,5).

Figure 2. Conjunct tetrachords in modal system (= diesian scale)
(0.1.3.5)

(0.2.4.5)

The next step is the establishment of the accidentals commonly
employed in the period as the basic source for the generation of
chromatics. In the untransposed modes these normally include C-sharp,
F-sharp, G-sharp in addition to the usual B-flat; although in the
transposed system they appear a fourth higher, only the former will be
employed here. This allows the filling-in of the A-D and E-A
tetrachords with chromatic motion that may either ascend or descend
(see Figure 3). The B-E span requires the use of a D-sharp and is
somewhat less common, while the D-G tetrachord with its E-flat is
rarer yet. The lower set of tetrachords in Figure 2 (0, 2, 4, 5) are not
usually chromaticized, since that would necessitate more exotic
accidentals (C, B-natural, B-flat, A-natural, A-flat, G; or C, B-natural,
A-sharp, A-natural, G-sharp, G-natural).6 The three more frequently
employed forms may be conveniently related to the standard
hexachords of the period (see Figure 4). They will hereafter be
designated as naturale (E-A), molle (A-D), and duram (B-E)
tetrachords respectively.7

Before preceding to a systematic categorization of the various
paradigms of linear chromaticism in contrapuntal settings, it is
necessary to establish some rhythmic principles regarding their
practical use. In general, chromatic passages employ minims as the
basic durational value, although occasionally augmentations in
semibreves and diminutions in semiminims may be noted. Chromatic
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The examples will commence with complete chromatic
tetrachords, and progress through successively smaller segments of the
fourth span. Passages that extend beyond the tetrachordal bounds will
then be considered, followed by the question of overlapping, which
results in double-chromatic motion, and finally a brief allusion to
chromatic dissonance. Regarding the musical illustrations,
chromaticism in vocal works is closely related to specific phrases of
appropriate text (or madrigalism), so that alternating sections of
diatonicism and chromaticism tend to be the norm; the works of
Gesualdo are typical cases. In later keyboard pieces, an entire
composition may be based on a single chromatic sogetto, which
pervades the entire work. For instance, the fantasias of Sweelinck are
particularly pertinent, since one can study recurrences of the chromatic
segment in the light of different polyphonic settings.

Two paradigms form the basis for the voice-leading in ascending
chromatic tetrachords. In the first (see Figure 6) the harmonic motion
is from weak to strong, in that the chromatics on weaker beats operate
as miniature "leading-tones," pulling toward their resolution on the
following strong beat. The result resembles a kind of "secondary-dominant" progression, which is then sequenced upward. The
underlying voice-leading is the familiar 5-6 in terms of three parts
(Figure 6a).9 If the chromatic line appears in the superius, a continual
voice-switching may be necessary to avoid inappropriate inversions
(Figure 6b).10 Figure 6c offers another solution. Two-voice reduction
produces a pattern of alternating 6ths and 3rds, which can conveniently
be incorporated in double counterpoint (Figure 6d).11

Figure 6. Voice-leading in ascending tetrachords I
a.
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The succession of 6/3 chords may take several different forms,
depending on which voice constitutes the chromatic tetrachord (see
Figure 9a through c). Figure 9a15 is sometimes elaborated with 7-6
suspensions to stagger possible parallels in the upper parts (see Figure
9d).16 Figure 9e illustrates the usual two-voice model.17 In most of the
above voice-leading reductions the counterpoising parts feature
exclusive diatonic movement. Thus a chromatic theme tends to be
tonally balanced with a diatonic countersubject. There is no better
illustration of this mannerism than in Sweelinck's Fantasia Chro-
matica, where the descending molle tetrachord is given no less than
five distinct and different diatonic counterparts during the course of the
piece.

Figure 9. Voice-leading in descending tetrachords II

c . ^ _ ^ ^ _ _ _ _ ^ ^ _ _ _ _
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Chromatic extensions beyond the bounds of the tetrachordal
dividers may be thought of as the result of the elision of two (or more)
tetrachords. In the case of Figure 11a the molle and naturale are
employed. Although the succession of 5-6 is maintained, the normal
rhythmic pattern of minims must be broken at the repeated A in order to
assure the metric placement of the chromatics in the second tetrachord.
Thus both voice-leading models (Figures 8 and 9) are present.
Chromatic spans of this magnitude are rather rare; consult the
interesting Marenzio reduction in Figure lib.20

Figure 11. Extended chromatic passages
a. Descending chromatic extension (voice-leading models I and II)

b. Ascending chromatic extension: Marenzio, Se quel dolor (Settima
parte), mm. 40-54 (reduced and transposed)

5 5 5 6

The overlapping of half-step progressions gives rise to double
chromaticism. The more common models, usually the result of stretto,
are shown in Figure 12a and b.21 In cases of this nature the resultant
vertical intervals must conform to the standard consonances of the
period; augmented or diminished intervals are not allowed (see Figure
12c).22
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Figure 14. Chromatic dissonance
a. Weelkes, Those sweet delightful lilies, mm. 26-29

i

4 i W ii

b. Gesualdo, Io pur respiro, mm. 29-30
(G*>

!,*-

— " > 9

./' tf

Up to this point all of the prior examples may be reduced back to
an underlying diatonic basis. Thus the surface chromatics have
invariably "resolved" into a diatonic tone. However, with the rise of
more exotic accidentals (such as D-sharp, A-sharp, E-sharp, or A-flat,
D-flat, etc.) near the end of the century, passages may be encountered
that stretch the credibility of the modal system, creating bold and
striking harmonic relations. Regarding linear chromaticism, many
situations may be found in which the eventual destination is not a
diatonic tone but the accidental itself. [See Figure 15a.] On the basis of
previous harmonies, the initial triad is B-flat major. However, the
following B-natural is not "resolved," but instead initiates a sequence
by falling thirds, which hypothetically could be extended through the
octave by enharmonics. Although the passage does eventually return to
the opening B-flat major sonority, it does serve to illustrate a more
"structural" use of chromaticism that may move outside, if but
momentarily, the diatonic confines of the modal system.
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Figure 15. con't.
e. Gesualdo, Mercegrido piangendo, m. 31

xugpT

f. "Neapolitan" relation

3Pi w

In nearly all cases these direct "non-resolving" chromatics produce
a harmonic third-relation. Illustrations of the four possibilities are
given in Figure 15a through d. Gesualdo sometimes substitutes a third-
relation in place of an expected cadence (Figure 15b), or uses it as a
means of suddenly veering back into a diatonic section (Figure 15c).
Figure 15e quotes a rare instance of a root movement by the augmented
prime. Strangely enough, the "Neapolitan" progression (bll - V), with
its cross-relation and tritone root movement, is almost never encountered
in this period (Figure 150.

LINEAR CHROMATICISM IN 18TH-CENTURY POLYPHONY

The second part of this study will concentrate on chromatic
techniques encountered in the contrapuntal practice of the late Baroque
period. The emergence of thoroughbass resulted in a shift from the
linear characteristics and abstract intervallic calculations of
Renaissance polyphony toward an emphasis on vertical sonorities of
the triad and even seventh chord. This was coupled with a
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replacement of the modal system in favor of a dual major-minor
hierarchy and the establishment of tonal harmonic function.

Three basic principles may be enumerated that pertain to the use
of linear chromaticism in Baroque counterpoint:

1. The chromatic tones will be indicated as alterations of diatonic
scale degrees within the major or minor mode (#1, #4, ̂ 7, etc).

2. Because of non-equivalent enharmonics in the mean-tone
derived temperament systems of the early 17th century, a set of
accidentals was evolved that allowed modulation from a given
tonality to its five closely related keys and their diatonic pitch
classes. In terms of C major/A minor these were C-sharp, D-sharp, F-
sharp, G-sharp, and B-flat; E-flat and A-flat were rarely encountered.23 In relation to scale degrees these result in #1, #2, #4, #5, °7
in the major mode and "2, #3, #4, #6, #7 in the minor mode.

3. The three tetrachords noted previously in the Renaissance
continue to operate as the basic dividers that limit the projection of
strict sequential chromatic motion. Referring to Figure 16, the durum
spans 7-3 in major and 2-5 in minor, the naturale 3-6 in major and 5-8 in
minor, and the molle 6-2 in major and 1-4 in minor. While the former
two feature both ascending and descending motion, the latter is
normally limited to falling patterns only; in fact, the major mode tends
to employ only 8 down to 6. The various altered scale steps are
indicated in Figure 16.

Figure 16. Tetrachordal basis of linear chromaticism in the major-
minor modes, expressed as pitch classes and scale degrees

CM: 7
■a

( * 1 > < * 2 > 3

!
(»4) (*5> 6 (t>7) 2

Am: 2 < * 3 ) < * 4 > 5 (*6) ( *7 ) 8■ (t>2) <*3> 4

Our survey of Baroque chromaticism will likewise be divided into
two general categories: non-structural vs. structural. In the first case,
the chromatic halfsteps can be reduced to a diatonic basis, thereby
remaining within the confines of the closely-related key system. There
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is even evidence that contemporary theorists viewed such passages in a
similar fashion.24 Structural chromaticism, on the other hand,
involves the tonicization of "altered" chords or movement to foreign
(non-diatonic) key centers. Our investigation will commence with the
former topic, outlining the fundamental voice-leading procedures in
first the major and then the minor modes.

Figure 17 shows the usual method by which ascending half-step
motion is treated in the major key, filling up the tetrachordal spans of
scale degrees 7 up to 3 and 3 up to 6 with raised chromatics and thus
directing the harmonic movement toward either iii or vi. The lattertetrachord is seldom extended, since #6 implies the improbable
tonicization of the leading tone. The basic voice-leading is the
familiar 5-6 observed earlier in the Renaissance, producing applied
dominants of I, ii, iii (= durum tetrachord) and IV, V, vi (= naturale
tetrachord); refer back to Figure 6a. Although the succession of 5-6 can
be continued through the entire m7th span, the repeated Es break the
strict pattern metrically.

Figure 17. Ascending chromatic voice-leading in the major mode (5-6)
strict ssequence br

1 ^_
3ken

■v ^ f " » \ ^ H " ^ _ "•--1"'—^!| " ' a 1 « — 7 i "
C : 6 avoided

The voice-switching (necessary when chromaticism is assigned to
an upper voice) and typical two-voice models are also similar to those
of the 16th century; refer back to Figures 6b and 6d respectively.
Secondary V6/5s (see Figure 18a) and vii°7s (see Figure 18b) may also
be substituted, although the latter is somewhat rare in the major
mode.25 A quotation employing double and staggered chromatics based
on the 5-6 paradigm is given in Figure 18c.26 Progressive segmentation
of the tetrachords producing ascending diatonic M3rds, m3rds, and
M2nds is common. The latter is often encountered in chromaticized
sequences of falling root movement by fifth, providing possible canonic
treatment or double counterpoint (see Figure 18d).
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Figure 18. Variations of the basic paradigm in Rgure 17

| > j g : ' " x £ ± ± ♦

t > 7 5 b 7 5 7 5

c. Handel, Keyboard Fugue in B minor, mm. 36-41

h l i J J l ^ _ N J l ^ , H u | 7 B ^ z J :

d. Bach, Prelude and Fugue in A minor BWV 551, mm. 16-17 of Fugue

1 j - W i J T T T

Descending chromatic motion in the major mode employs a pair of
related voice-leading models. Figure 19a is the retrograde of Figure 17
with the tonicizations reversed (iii, ii, I); the 5-6 motion is retained.
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ASPECTS OF CHROMATICISM

Structural chromaticism involves the tonicization of non-diatonic
chord functions and/or the exploration of foreign-key relations. In
several genres of the Baroque period, such as the toccata, fantasia, or
recitative, the modulatory process sometimes features highly
chromatic episodes. Indeed, strange, ambiguous passages may occur in
which the detection of tonic orientation is occasionally difficult. Space
will permit the analysis of but one such excerpt. For other examples
the reader is referred to the choral recitative "He sent a great
darkness" from Handel's Israel in Egypt, the second movement
("Ubriachi domienti") of Vivaldi's L'Autunno from his Four Seasons,
and several striking instances in Bach's Chromatic Fantasia and Fugue
in D minor.

Figure 28. Reduction of mm. 31-39 of Bach's Organ Fantasia in G minor
("Great") BWV 542

mm. 31

g : V g ( R b c > >

The passage to be examined occurs in measures 31-39 of the first
movement of Bach's Organ Fantasia and Fugue ("Great") in G minor (see
the reduction in Figure 28). Originating with a structural dominant
triad, an extensive sequence of descending perfect fifths is initiated,
employing the alternating chromatic paradigm in the upper voices
(refer back to Figure 18d). In this case, no tritone is inserted between E-
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tonic, so that when a D-flat minor (!) chord is reached, any sense of one
prevailing key center has been effectively nullified. The strict
patterning is finally broken in measure 35, with ambivalent dim7thchords propelling us to the climactic E-minor 6/4 of the next measure.
Had this sequence of fifths continued unabated, this would have
eventually been the resultant enharmonic key: D-flat m, G-flat m, C-
flat m, F-flat m = Em. The bass now initiates a chromatic span of the
hi tone, whose last F supports a vii°4/2 in A minor. This sonority
functions enharmonically as vii°7 of iv in the original key of G minor, in
which the movement concludes. A middle-ground reduction (Figure 29)
graphs the overall scheme of the passage. The section beginning at
measure 36 has already occurred earlier in E-flat minor (see measures 21-
25), yet another foreign relation. Further analysis will reveal the
significance of the half-step in the tonal design of the entire Fantasia.

Figure 29. Further reduction of Figure 28

vii /iv

In conclusion, I hope that the foregoing discussion has not only
stimulated instructors to include some study of chromaticism in their
future counterpoint courses, but has also provided sufficient material
from which to devise varied and appropriate student exercises.
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NOTES

Actions or chapters devoted to chromaticism may be found in Robert
Gauldin, A Practical Approach to Sixteenth-Century Counterpoint (1985); Kent
Kennan, Counterpoint (Based on Eighteenth-Century Practice), 2nd ed. (1972);
Richard Parks, Eighteenth-Century Counterpoint and Tonal Structure (1984).

2Edward Lowinsky, Secret Chromatic Art in the Netherlands Motet (New
York: 1946): 52-56 is devoted to the Willaert; and "Matthaeus Greiter's Fortuna:
An Experiment in Chromaticism and Musical Iconography," Musical Quarterly
42/A (October 1956): 500-519 and 43/1 (January 1957): 68-85.

3Kenneth Levy, "Costeley's Chromactic Chanson," Annates Musicologiques
3 (1955): 213-263.

4James Haar, "False Relations and Chromaticism in Sixteenth-Century
Music, "Journal of the American Musicology Society 30/3 (Fall 1977): 391-418.

5A good overview of theoretical speculation on chromaticism in the late
Renaissance may be found in Karol Berger, Theories of Chromaticism and
Enharmonic Music in Late 16th-century Italy (Studies in Musicology; 10).

6A mixture of sharps and flats (C, B-natural, B-flat, A-natural, G-sharp,
G-natural) is rare, since it is impossible to maintain any strict sequential
pattern.

7This classification by tetrachord is hinted at in Theodor-Kroyer, Die
Anfange der Chromatik im italienischen Madigral (Leipzig: 1902). This book is
an excellent source for chromatic examples in the period.

8For instance, in Frescobaldi's Gagliarda Quarta (measures 14-17) one finds
a succession of semibreves barred thus in triple meter: D, C-sharp I C-natural, B-
natural, B-flat I A, G-sharp, G-natural I F-sharp.

9Most of the remaining footnotes cite illustrations of the voice-leading
models in actual music literature. For an instance of 5 - 6 see William Byrd,
Come Woeful Orpheus (measures 44-49); note the text "of sourest sharps and
uncouth flats."

10Lassus, Alma Deus (from Cantiones IV vocum), measures 53-56.

^Dowland, Farewell (fancy for lute), measures 3-5.

12Vincentino, Madonna il poco dolce (from V'Anticl musica), beginning
with the words "il troppo lungo."
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13Sweelinck, Fantasia Chromatica (I), measures 10-13, but with voice-
switching in the upper parts.

14Dowland, Forlorn Hope (fancy for lute), measures 29-30.

15Frescobaldi, Capriccio sopra La, Sol, Fa, Re, Ut (measures 78-81).

16Frescobaldi, Toccata Duodecima (measures 25-27). The succession of 7 - 6s
in Wilby's Oft have I vow'd (measures 45-50) incorporates both voice-leading
models.

17Sweelinck, Fantasia Chromatica (I), measures 71-78; note the use of
double counterpooint later in the passage.

18Sweelinck's Fantasia IV (measures 68-73) employs a falling third, while
his Fantasia VI (measures 203-214) utilizes the rising form.

19In a fantasia attributed to Sweelinck (see pages 152ff. in Leonhardt's
edition of his Opera Omnia) one may observe the device in measures 217-220.

20A most interesting chromatic "cantus" in long durations may be found at
the opening of Marenzio's Solo e pensoso. It rises in the superius from gl to <P-
and then descends to d̂ .

21Vincentino, Pioggia de lagrimar (measures 1-4) and Luzzasco Luzzaschi,
Quivisospin (measures 1-4).

22An excellent example of overlapping double-chromaticism in ascending
motion may be found in Weelkes, Cease Sorrows Now (measures 75-91). For an
illustration of the opposite direction in stretto see the final section of
Sweelinck's Fantasia Chromatica (I).

^The diatonic scale degrees in minor would include #6, #7, and even the
Picardy #3. Thus A minor = F-sharp, G-sharp, C-sharp; D minor = B-flat, C-
sharp; E minor = F-sharp, C-sharp, D-sharp, G-sharp; G major = F-sharp; F
major = B-flat. If, after finishing a piece in the C major/A minor complex, a
harpsichordist performed a Suite in E major, the temperament would have to be
adjusted, since A-sharp does not equal B-flat. The main goal in the systems of
the late Baroque (such as l/6th comma) was to lessen this enharmonic
discrepancy.

24Johann Marpug in his Abhandlung con der Fuge (1753-1754) reduces the
chromatic "Royal Theme" of Bach's Musical Offering to its diatonic foundation.

25For an example of 6/5s see measures 13-14 of the Air from Bach's
Overture for Orchestra in D major, BWV1068.
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26Also see Bach's Fugue in F-sharp minor (WTCII), measures 48-49.

2?For a two-voice implication see the Fuga of Bach's Sonata for
Unaccompanied Violin in C major (measures 4-7).

28Bach, Fugue in D minor (WTC IT), measures 11-12; also refer to Figure 25.

29See Bach's harmonization of Es ist genug (measures 15-17) and his
Prelude in F major (WTC IT), measures 9-10.

30The 2-up-to-5 ascent is more common in minor. See Bach's Fugue in E
minor (Eight Short Preludes and Fugues for organ), measures 8-12.

31 See the setting (without suspensions) in the Largo of Handel's keyboard
Suite in F-sharp minor (measures 14-17); note the voice-switching to avoid
parallel fifths.

32For instance, from Bach's work alone see the subject of the E minor
"Wedge" Fugue for organ (implying a rare aug6th); the Gigue from the E minor
English Suite, measures 38-42 (parallel dim7th chords); the Chaconne from the
Violin Partita in D minor, measures 113-116 (applied 6/5s); the Crucifixus from
the Mass in B minor, measures 37-41 (a remarkable passage cadencing in V/iv);
and Variation 25 from the Goldberg Variations (measures 1-4).

33Also see the chromatic episode in the Ricercar a 6 from Bach's Musical
Offering (measures 40-44); Frederick's theme incorporates the chromatic span of
adim7th.

34Johann Christoph Bach, Prelude and Fugue in E-flat major (measures 36-
45) of the Fugue.

3 Ît may be observed that some so-called "chromatic" fugue subjects do not
technically belong in the category, since no augmented prime is involved. For
instance the half-step appoggiaturas in Bach's B minor Fugue (WTC T) all
employ m2nds. For several examples of real imitation incorporating chromatic
segments see Bach's F minor Fugue (WTC I) and the answer to the Royal Theme
in the Ricercar a 3 of his Musical Offering.

36An interesting discussion of chromatic subjects and their answers may be
found in Marpurg's Abhandlung von der Fuge, quoted on pages 170-175 of Alfred
Mann's The Study of Fugue (New York: 1965).

37See Bach's E minor "Wedge" Fugue for Organ and the E minor Fugue
(WTCT).
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TEXTURAL CONSTRUCTIONS IN MUSIC

MONTE TUBB

By and large, constructions of music are in the form of concurrentstrands of activity, acting in relation to each other. The study of
texture in music aims at distinguishing these concurrent strands,
identifying them, and analyzing their interrelations. It also involves
tracking changes of textural construction within a piece so that
corresponding patterns of broad design can be considered.

My intent here is to present a flexible system of concepts and terms
by which textural constructions can be described and studied with a
reasonable amount of detail and precision; and following that, to
present some examples.

PRELIMINARY STATEMENTS

Among musicians, the term texture has acquired a history of
blurred meanings. The question of using the term here was not easy for
me. On one hand, the inherited confusion surrounding it was clearly a
liability; on the other, arguing for a new term—say fabric or webwork
or reticulation—seemed inappropriate to me. As you proceed, then,
bear in mind that my eventual choice was arbitrary, but that the basic
meaning to be installed here is both discrete and critical.

TEXTURE: the organization of music with respect to its concurrent
strands of activity and their interrelations.

Traditional classroom teaching maintains five basic categories of
musical texture. Although they will not be used in the vocabulary to be
proposed here, review them now as comparative references:

MONOPHONY: texture with only one line.

HOMOPHONY: texture with only one primary line along with
one or more strands of concurrent supportive activity.
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POLYPHONY: texture with at least two interdependent and
concurrent strands of linear activity.

IMITATIVE POLYPHONY: polyphony in which similar or
identical melodic configurations appear in at least two concurrent
strands, and in displaced juxtaposition (i.e., one part of the
configuration concurrent with another part).

COUNTERPOINT: (1) Generally, a synonym for polyphony or
imitative polyphony; (2) the study of either the composition or
analysis of polyphony, or of both.

My approach to textural analysis begins with the assumption that
texture is neither a compositional style nor a stylistic premise, but is an
element of musical organization subject to change from moment to
moment within pieces from all genres of our traditional concert music.
Given this initial premise, bear in mind as you proceed that the
conventions of assuming homophony and polyphony as antipodal
categories of texture, or as mutually exclusive textures, or as
delineations of basic textural differences, must be regarded here as
suspended from active duty.

Texture—unlike pitch, duration, meter, dynamics, etc.—is an
element of musical organization that cannot be explicitly conveyed by
orthodox notation. A substantial amount of textural information is
usually nested in notation, however, and can be extrapolated from clues
such as stem positions, note-stem configurations, and note-staff de
ployments. The ability to read these textural clues is an intrinsic part
of music literacy.

Some questions about textural construction—e.g., the assignment of
particular notes to particular strands, the assignment of strands to
different levels of prominence—are essentially issues of artistic
interpretation linked to knowledge of styles, and lie in the performer's
domain. My intent here is not to propose a theory of interpretation, but
to propose a language by which such issues can be explored and
discussed.

INTRODUCTION TO THE CONCEPTS AND TERMS

Textural constructions are formed from concurrent interrelated
strands. A strand can be formed with one or more of these five types of
activity: (1) lines; (2) chords; (3) figures; (4) ostinatos; (5) pedals.

202



TEXTURAL CONSTRUCTIONS

1. LINES: a line, in the most general sense, is a succession of tones
one at a time. Most textures contain at least one line; it is common for a
texture to contain two or more concurrent lines; some textures have no
lines. Also, two lines can converge to become one, or can split to become
two or more. I distinguish five types of line:

Primary lines: if a construction has only one line, I call that a
primary line. If a construction has two or more concurrent lines, I
usually regard the line of greater complexity as the primary line, and
the other line or lines as subordinate. I gauge linear complexity in
terms of differences-over-time: the more fluctuations of pitch, interval,
duration, amplitude, and contour a line has, the more complex it is.
[See "Amplifications".]

A construction can have two or more concurrent primary lines, but
such instances are uncommon and even then, only momentary. [See
"Lines with Alternating Activity".]

Subordinate Lines: by definition, a texture with only one line
cannot have a subordinate line. Subordinate lines are always less
complex than the primary line with which they are concurrent.

Bass Lines: a bass line is a subordinate line that is below the other
concurrent strands (i.e., at the bottom of a texture). Bass lines earn
particular distinction because of their role in framing textures, and
because of their heavier resonances. If the bottom of a texture is carried
by a subordinate line predominantly above middle C, I do not regard it
as a bass line, but simply as a subordinate line. Some textures have a
primary line at the bottom, but in such instances I do not use the term
bass line, since it is not subordinate.

Lines with Alternating Activity: textural constructions seldom
sustain two or more concurrent lines with equal and simultaneous levels
of complexity. There are often instances, however, of two or more lines
engaged in a turn-taking of activity: that is, one line is active while
the other is, or others are, momentarily static. In constructions of this
sort, the level of complexity of each line will rise and fall from moment
to moment, and the locations of primary and subordinate will shift
correspondingly.

Doubled Lines: there are instances of textural construction in which
a linear strand is not a succession of tones one at a time, but a parallel
flow of groups of simultaneous tones. The appearance is that of two or
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more concurrent lines with the same durations and contours, but with
different successions of pitch. In a doubled line the intervallic structure
of each group may be identical or only similar to those of the other
group. [In some music, what appears visually to be a single line may
actually be heard as two or more lines implied by or embedded in a
succession of tones. I will deal with this in the section of examples.]

2. CHORDS: a chord is a group of tones—ordinarily a tertian
group—involving at least three pitch classes. Chords can appear intwo forms: (a) blocked, when the chord members occur simultaneously;
or (b) broken, when the chord members occur in a succession. Note from
this that a broken chord can appear within a line, and that chord
progressions can have embedded lines (i.e., the members of one chord
can have linear connections with the members of an adjacent chord,
etc.). A single tone, therefore, can simultaneously be a member of a
chord and a line. [See Amplifications.]

3. FIGURES: a figure is a brief linear or chordal image that has
been included in a textural construction, usually to punctuate or modify
another strand, or as an interjection or interpolation of another strand.
Figures are too brief to be considered lines or progressions, and they may
appear singularly or intermittently. (A periodic figure is an ostinato.)
Brief, here, is obviously an arbitrary distinction; ordinarily, however,
in this context it means no more than two or three beats. I distinguish
four types of figure:

Punctuating Figure: a figure used to emphasize or articulate the
end of a segment of activity.

Modifying Figure: a superimposed figure used to modify a
concurrent segment of activity.

Interjected Figure: a figure used to interrupt the continuity of an
activity.

Interpolated Figure: a figure used—often like a conjunc
tion—between two adjoining segments of activity.

4. OSTINATOS: an ostinato is a pattern of tones or events repeated
in a succession, usually at least three times. The pattern's length can
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range from two or three notes to several measures. The repetition need
not be exact so long as the shape and character of the pattern stays
perceptibly intact. The most frequently encountered types of ostinato
are: (a) linear ostinatos; (b) blocked-chord ostinatos; and (c) broken-
chord ostinatos. Some ostinatos are formed by combinations of chordal
and linear patterns. Chordal ostinatos, for example, often include a
conjoined bass line.

5. PEDALS: a pedal is a sustained or repeated tone or pitch class,
used as a static element in relation to some form of change in another
strand. In some instances, a pedal is formed by sustaining or repeating
something more elaborate—a chord or figure, for example. In any case,the element must be sustained or repeated enough to become static in a
context that is otherwise dynamic.

AMPLIFICATIONS

Strands: textural analysis begins by identifying the strands of a
construction. Ordinarily, a strand is formed by a single activity: a line,
a series of chords, a string of figures, an ostinato, a pedal, etc. In some
instances, however, two or three activities may be conjoined to produce
subdivisions of a single chord.

Delineating Primary and Subordinate Lines: in distinguishing
primary from subordinate lines it is predictable that the question of
relative complexity will sometimes be apparent or enigmatic. In
approaching this problem, begin with an understanding that the tone-
to-tone procession of a line produces sequences of pitch, interval,
duration, amplitude, and contour—and that each of these sequences is
subject to differing amounts of redundancy and fluctuation.

This concept is critical: the relative and overall amount of
fluctuation in a line defines the level of its "linear complexity." If, for
example, a line or segment of line has a series of notes of equal duration,
a "no fluctuation" summary on the issue of duration is produced, but may
be offset by a "high fluctuation" summary of the issue of pitch. Or if a
line or segment of line is comprised of a back-and-forth alternation
between two pitches, a "no fluctuation" summary on the issues of
interval, and a "low fluctuation" summary on the issue of pitch is
produced; but these may be offset by a "high fluctuation" summary of
the durations... and so forth.

Keep in mind, incidentally, that "linear complexity" is not an
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aesthetic issue. In other words, my premise is not "the more complex,
the better." (Indeed, what we regard as "good melodic lines," on the
whole, tend to have balanced mixtures of fluctuation and redundancy.)
The point is, when differing patterns are combined, they merge and
become one, or failing that, form a hierarchy in which elements of
redundancy become subordinate to the presence of fluctuation.

Lines with Intermittent Activity: although 'line" is generally
defined as "a succession of tones one at a time," linear strands often
include rests as well as tones. A line, in other words, may contain
segments of activity punctuated with pauses or momentary suspensions
of activity. Keep in mind, incidentally, that a line with intermittent
activity maintains continuity through its rests, and is thus distinct from
intermittent figures, which are individual, discrete, and used to
modify, punctuate, etc.

Chords: in most pre-twentieth-century and some twentieth-century
concert music, chords are of tertian construction. This means that the
method for identifying a group of tones as a "chord" presumes a
knowledge of the pitch-class patterns that can be generated by the
tertian principle. (In essence, this principle states that the pitch
classes of a chord are initially established by stacking notes in a series
with only major or minor thirds between the adjacent members of the
series. It is assumed that once the pitch classes of a series have been
established, any rearranged deployment of those pitch classes,
simultaneously or successively, will not change the tertian
identification of the series.)

In much twentieth-century music all or part of the chordal
vocabulary may be other than tertian. In such contexts, the
identification of the non-tertian chords must be preceded by an
understanding of the premise(s) underlying the employed chord
constructions.

Chorale Texture: in its basic form, the traditional chorale is a
piece for mixed voices, written with four parts: soprano, alto, tenor, and
bass. Ordinarily, the soprano line of a chorale is assumed to be the
primary line, and the other lines, although composed to have linear
integrity, assumed to be concurrent subordinates. It is also assumed that
all four voices of a chorale will move somewhat independently of each
other, especially with respect to contour and pitch, but will generally
move with the same pace (i.e., the lines will be generally dominated
by the same durations), and that the concurrency of the four lines will
ordinarily produce changes of chord from beat to beat.
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What is of particular significance here is the textural model of
chorales in many other kinds of pieces. In the language proposed here, I
use the term "chorale-like texture" as a generic term, appropriate
whenever the texture of a passage with three or more voices is chorale
like in the ways listed above.

Textural Ambiguities: ambiguity—the simultaneous presence and
mixture of multiple meanings or functions—is a familiar and
aesthetically effective element in all art forms. Ambiguities of texture
are an integral part of virtually all genres of music.

One of the most common forms of textural ambiguity is created by
the interdependent duality of chords and lines. Because a chord
progression can also be viewed as a flow of multiple concurrent lines,
and because these lines inevitably generate chords, discrete separation
of the two is often neither possible nor appropriate.

Because linear and chordal strands can share tones, and because a
single tone can have both linear and chordal functions, does not mean,
however, that "chordness" and "lineness" are indistinguishable
concepts. (Consider, for example, a crossword puzzle: when one letter
belongs to two words, the distinction between the two words is not
impaired.) In any series of chords there will be linear connections
between members of one chord and members of the next (i.e., chord
progressions always have embedded lines). Conversely, the concurrence
of multiple lines will always produce chords. Given this as axiomatic,
the textural analysis of such constructions can proceed along either or
both of two lines:

1) View the construction as multiple concurrent lines; evaluate
their levels of complexity, assign them to their primary and
subordinate roles, and simply take for granted the presence of an
inferred chord progression that will not be explicitly identified as a
strand.

2) View the construction as a series of chords, identify the series as
a single strand and examine the embedded lines for linear complexity.
In some instances, an embedded line may be of substantial significance;
in others, it (or they) may be only a negligible side effect of the chord
progression, and too insignificant to earn distinction as a strand.

Another common form of textural ambiguity comes from the
occurrence of broken chords. Since a broken chord is a succession of tones,
it is therefore a line, and classification can therefore be enigmatic. To
resolve this, proceed with one of three outcomes: a broken chord is
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either a line that incidentally includes an embedded chord; or it is
essentially a chord and the line is incidental; or it is an ambiguous
mixture of both. Keep in mind that if the members of a broken chord are
in a line concurrent with a background sustaining a different chord or
chords, the broken chord is to be regarded as incidental to its linear
identity. Conversely, if a line contains a broken chord that is the
prevailing chordal background of the moment, it is the line that is
incidental to the chord. Keep in mind too, that lines dominated by
seconds (i.e., conjunct lines) are virtually never experienced as broken
chords.

Changes of Texture: studying the changes from one textural
construction to another within a piece is an important part of textural
analysis. Patterns of change determine the overall picture of a piece's
textural architecture. In some pieces there may be only one or two
changes of construction. In some there may be a back-and-forth
alternation between two constructions. In others, the vocabulary of
constructions may be extensive, and changes from one to another
relatively frequent.

Keep in mind that there are various types of textural change.
Some produce a difference in the number of strands: new strands can be
added, and strands can evaporate; or one can split and become two; or
two can converge and become one.

Some textural changes produce no difference in the numbers of
strands, but involve change in a strand's type of activity: one activity
can replace another; or an activity can experience gradual modi
fications and become a similar or different strand.

Some changes produce sharp contrasts of textural construction, and
some produce only subtle modifications of a previous construction. In
some instances, a change may involve the retention of certain parts of a
previous construction while the other parts change or are replaced.

EXAMPLES

The next section contains a series of excerpts from the standard
concert repertory along with brief explanations of their textural
constructions. Below each excerpt are the extracted strands of activity,
and related definitions and comments.
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Figure 1. Bach: French Suite in D minor

Number of strands: 3

Definitions:
(1) = primary line
(2) = subordinate line
(3) = bass line

Comments:
(1) has more fluctuations of duration, contour, and interval

than (2) or (3).
(2) is the least complex of the three.
(3) and (1) are about equal with respect to pitch fluctuation,

but (3) is less complex in other respects.
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Figure 2. Handel: Minuet
<"t- a t i -p-' #■ ~
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Number of strands: 3

Definitions:
(1) = primary line
(2) = broken chord ostinato
(3) = bass line

Comments:
Each tone of (3) has two roles: one as a member of the ostinato,
and one as a member of the bass line. Note the reference to a
possible doubled subordinate line embedded in the broken chords.
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Figure 4. Bach: Inventio 13 (mm. 1-2)

f .. .. [Tl rp1 TT3Ffnjn

t^E ms^m ^ ^

This passage contains a rapid back-and-forth alternation between
two textural constructions.

The first construction has two strands: a primary line (1), and a bass
line (2).

The second construction also has two strands: a subordinate line (3)
and a primary line (4).

I also view all four as "lines with intermittent activity."
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Figure 5. Schubert: Impromptu, Op. 90, no.4
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Number of strands: 3

Definitions:
(1) = broken chords
(2) = primary line
(3) = bass line

Comments:
In this instance, (1) is more "active" than (2), but still less
complex; i.e., there are more fluctuations of interval, duration,
contour, and pitch in (2).

Note the reference to a possible doubled subordinate line
embedded in the chords.

Is (1) an ostinato? Possible, but we would have to see more
of the piece to decide.
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Figure 6. Beethoven: Bagatelle, Op. 119, no. 1

a

Number of strands: 2

Definitions:
(1) = doubled primary line
(2) = subordinate line

Comments:
The subordinate line in this texture is "couched" inside
the doubled primary line.
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Figure 7. Haydn: Sonata in D major, Hob. XVI: 37

P r a s t o ma non t r o p p o
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Number of strands: 3

Definitions:
(1) = doubled primary line
(2) = ostinato
(3) = bass line (embedded in ostinato)

Comments:
You could argue that this is a two-stranded construction by
regarding the ostinato and embedded bass line as componentsof the same strand of activity. (?)
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Figure 8. Chopin: Prelude, Op. 28, no. 6
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Number of strands: 2

Definitions:
(1) = primary line
(2) = a repeated block chord

Comments:
Some of the tones of the primary line also act as members
of the blocked chord.
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Figure 10. Ravel: Mother Goose Suite, The Magic Garden

Lent et grave
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Number of strands: 3

Definitions:
(1) = primary line
(2) = subordinate line
(3) = doubled bass line

Comments:
Note the shift of location of the subordinate line in
the third bar. In this instance I assume that chords
are generated by the lines.
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Figure 11. Beethoven: Sonata, Op. 109

flndanta mo I to canlabile ad oxprassivo

Number of strands: 3

Definitions:
(1) = primary line
(2) = subordinate line
(3) = bass line

Comments:
Note how the subordinate line splits and converges and thus
alternates between being a single and doubled line. This
passage is similar to "chorale" texture, except for the splitting
and converging of the subordinate line.
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Figure 12. Mozart: Rondo, K. 485
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Number of strands: 2

Definitions:
(1) = primary line
(2) = broken chord ostinato

Comments:
The ostinato could also be viewed as a doubled subordinate
line inter-locked with a pedal. (?)

220



TEXTURAL CONSTRUCTIONS

Figure 13. Schonberg: Suite fur Klaiver, Op. 25, Gavotte

Etwax langsam nicht hastig

Definition:
Two primary lines with alternating activity.

Comments:
Note the longer durations in one line when the
other line becomes active.

Figure 14. Stravinsky: Petroushka, Scene 2

Definition:
A doubled primary
line and a punctuating figure
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Figure 15. Bartok: Mikrokosmos, no. 101, Diminished Fifth
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Two primary lines with
alternating activity

Two concurrent
primary lines

Figure 16. Hindemith: Piano Sonata No. 2, First Movement.
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Number of strands: 2

Definitions:
(1) = primary line
(2) = broken-chord ostinato
(3) = pedal

Comments:
The pedal is embedded in the ostinato; the ostinato also has an
embedded double subordinate line. (See dotted line above.)
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Figure 17. Schumann: Poor Orphan Child from Album for the Young,
Op. 68

Langsan

Definition:
"Chorale-like" texture. (See pages 206-207.)

Figure 18. Bach: Chaconne from Partita No. 2 in D minor for Violin Solo
(mm. 33-35)

m — i n — i — i 1 i i i

j L j L

Definition:
Two lines with alternating activity embedded in a single succession
of tones.
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CLOSING REMARKS

That concepts of textural construction are treated superficially—or
ignored—in the classrooms and studios of many music schools seems odd
to me. Knowledge of texture is a significant part of understanding and
making music. I regard it as an essential component of any analysis
aimed at broad-based investigation, and as an indispensable part of
music literacy.

To performers, textural savvy is crucial. Each passage of a piece
must be regarded not as a general flow of tones, but as a weave of
discrete, concurrent strands, each usually requiring a different level of
prominence. This, of course, presumes an ability to distinguish the
strands, identify their primary and supportive roles, and make artistic
decisions about how to play each one in relation to the others. To the
composer, textures are strategies by which images are presented and
illuminated, and a resource for articulating broad morphic patterns.
Since textural constructions are part of what must be composed, the
ability to invent, design, and control them is clearly one of the basic
crafts of composing.

The idea of developing better ways to study and explain texture
seems worthwhile to me. Just as architects frequently talk about joists,
beams, footings, cantilevers, and girders, the classroom teacher may
have need to discuss "a doubled primary line over a repeated-tone
pedal"; or the studio teacher may need to point out that "when the
subordinate line becomes an ostinato in bar thirty-two, the bass line
evaporates"; or the ensemble conductor may need to tell the trombones,
"in bar sixteen, don't let the modifying figure mask the entrance of the
new subordinate line." The approach I have presented here—with its
premise of viewing strands in terms of five kinds of activity—may use
definitions you regard as rebuttable. It does, nonetheless, suggest a
language with which reasonably vivid descriptions of texture can be
formed so that communication about musical processes and relation
ships can be initiated—and perhaps even enhanced.
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PHRASE AND CADENCE: A STUDY OF
TERMINOLOGY AND DEFINITION

Ann Blombach

STATEMENT OF THE PROBLEM

The terms phrase and cadence are so common we tend to take their
definitions for granted. We all know what phrase means and what a
cadence is without defining exactly what musical phenomena we are
referring to. Or do we? Anyone who has taught a beginning form or
analysis course knows how difficult it is to define and explain these
terms to a novice who has not already been initiated into the mysteries
of musical terminology. Instead of giving a precise definition of phrase,
for example, teachers tend to illustrate the concept by giving copious
examples of musical events that they, through experience, have
learned to label as phrases. Students are expected to learn intuitively,
as did their teachers. By watching a teacher point out phrases,
students learn to identify phrases on their own. Even well-prepared
and intelligent graduate students, who necessarily have had different
teachers, can have very different opinions concerning the appropriate
application of phrase and cadence. Little wonder that Apel defines
phrase as "A natural division of the melodic line, comparable to a
sentence of speech," and then immediately apologizes for the
inadequacy of his definition: "The term is used with so little exactness
and uniformity that a more specific description can scarcely be given"
(Apel, 1944, pp. 572-73). His view some 25 years later is, if anything,
even less encouraging: "There is no consistency in applying these terms
[period, phrase, half-phrase, double phrase, etc.] nor can there be, in
view of the infinite variety of situations and conditions found in music"
(Apel, 1969, p. 668).

Yet, if we do indeed know what phrase and cadence signify—and
we continually use the terms as if we did, even though we may disagree
about specific applications—then surely the task of defining them more
explicitly should not be impossible. One obstacle to a clearly defined
system of musical terminology is applying terms rather loosely. In
writing or speaking, the use of synonyms, for example, is highly
desirable, and we carry that into musical discussions as well. Synonyms
make the language more colorful and interesting, but potentially more
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dangerous. We know what we mean when we explain musical facts to
our students, but we often fail to explain what we somehow know, at
least in a way a novice can immediately understand. Unfortunately,
there are no ready answers, and the reader who expects to find the
indisputable TRUTH about phrase and cadence here will be dis
appointed. This discussion is, instead, intended as an orderly beginning
of a dialogue that may eventually lead to more precise definitions.

EXISTING DEFINITIONS

Existing phrase and cadence definitions, taken from basic
textbooks, would seem to be an appropriate starting point. These books
might be variously intended for music fundamentals, theory, music
appreciation, history, composition, or form-and-analysis courses.
Reference books or music dictionaries are another source. For most
current musicians and musically educated listeners, these are typical of
the books from which we—and our teachers before us—learned
fundamentals. Of the eighty-one books I examined that contained a
definition of either phrase or cadence, approximately one-third are
freshman-sophomore theory textbooks; one-third are music appre
ciation textbooks; and the remainder include form and analysis, music
composition, 20th-century music, and beginning music theory. The
median publication date is about 1970. The characteristics of the
definitions in the two groups do not differ significantly. (Percentages of
occurrences of elements included in cadence and phrase definitions are
shown in Tables 1 and 2, respectively.)

Examining various definitions provides ample evidence of the
difficulties of adequately defining these deceptively simple terms,
regardless of when the definitions were written or the audience for
whom they were intended. The main differences are the number of
elements included. Definitions in music appreciation books contain the
fewest different elements, theory texts typically contain more, and
form texts include the most. Most of the definitions are woefully
imprecise, and some are excellent examples of a fatal logical flaw:
phrase and cadence being defined circularly. Over 20% of all the
definitions examined were circular, but the percentage was even higher
(25%) for theory and form books. The most overtly circular definition is
found in Bockmon and Starr's book: "The words 'phrase' and 'cadence'
are best defined in terms of each other. A phrase is a unit of musical
structure terminated by a cadence. A cadence is an effect of temporary
or permanent conclusion marking the termination of a phrase" (Bockmon
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and Starr, 1962, p. 193). Other authors generally make at least some
attempt to obscure the circularity of their definitions. And, as doclassroom teachers, many authors evade the problem by giving
examples but not formulating comprehensive definitions. A typical
approach is to give a four-measure segment of a well-known song,
followed by a brief comment such as: "This is a phrase. Notice that it
has a cadence at the end." Other writers give more examples and
somewhat more explanation but still never quite arrive at giving
definitions.

Table 1. Elements of Cadence Definitions

Element Before After All
1970 1970

Harmony, chord progression 77 63 70
List of cadences (P.A.C, etc.) 54 68 62
End of phrase 57 51 54
Conclusion 51 56 54
Melody 57 49 53
Rest, pause 43 49 46
Rhythm 46 37 41
Language, punctuation 29 49 39
Formula 40 22 30
Relaxation 31 27 29
Formal indicator 14 34 25
'To fall" 20 24 22
Recognizes other styles 23 15 18
Other elements 3 7 9
Confirm tonality 6 7 7
Completion of structural unit 9 2 5
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Table 2. Elements of Phrase Definitions

Element Before After All
1970 1970

Musical unit of thought 38 56 48
Terminated by cadence 41 54 48
Structural unit or division 44 46 45
Language 41 41 41
Melody 41 30 40
4 bars 35 44 40
Motives 38 39 39
Rhythm 32 22 27
Comes to a stop; relative reposej 6 20 13
Harmony 9 15 12
Perception limits 18 5 11
Singing 12 7 9
Not entirely self-subsistent 6 2 4
Other styles 6 2 4
Other elements 3 2 3

A primary assumption in many of the existing definitions is that
the music under consideration is tonal, Western European, from the so-
called "classical" period. This assumption is especially clear in
discussions of cadence that may consist primarily of lists and examples
of the usual harmonic formulas—e.g., perfect authentic, perfect plagal,
half cadence. Perhaps there are kinds of music to which the terms
phrase and cadence do not apply, but most of these authors do not
address that question.

In slightly more than half the cadence definitions, the discussion
includes the prescription that a cadence is the musical phenomenon
that is located at the end of a phrase or other structural division point,
while prominent in the other half is the statement that a phrase is the
musical phenomenon terminated by a cadence. Although the
individual pairs of definitions are not circular, they clearly attest to a
perceived close relationship between phrase and cadence. Some
authors prefer to define cadence first, and others prefer to begin with
phrase, but—in either case—many eventually define the second word
in terms of the first. The result is a kind of "chicken-or-egg" problem.
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Which comes first, phrase or cadence? Or should they, in fact, be
defined in terms of each other at all?

Phrase is often described as a musical thought or unit of thought,
sometimes designated as a complete musical thought, particularly in
brief definitions. Correspondingly, cadence is often specified as the
destination or conclusion of musical ideas or, less often, as a point of
relatively less tension. Analogies to language are frequently used to
help clarify the definitions, although there is much disagreementabout which language elements correspond. Cadence is frequently
compared to the use of punctuation, usually without specifying a
particular punctuation mark. Comparisons with pauses, sometimes
including references to the lowering of the voice at the ends of sentences
or clauses in spoken language, are also common, as are references to the
derivation of cadence from the Latin cadere, to fall.

The musical elements that comprise a phrase are often not
specified, although melody is mentioned most frequently. Cadence is
associated most closely with harmonic elements, with melodic and
rhythmic aspects also included in many definitions. Several authors
mention that cadences tend to be used as standard formulas in a given
musical style or period, implying that it would be possible to specify
what would constitute an acceptable cadence in a particular style. No
comparable notion regarding phrase formulas is expressed, though
perhaps the closest is an attempt to establish general principles of
phrase construction; but some authors are careful to emphasize that it
would be impossible to make an exhaustive list of all the possibilities
(e.g., Christ, et. at, 1972, Vol. I, pp. 77-78).

One additional determining factor in some phrase definitions is
length. Four measures is often considered normal, although frequently
great care is taken to explain that length varies, depending on such
factors as tempo, meter, and style. Explanation of the limits to phrase
length range from the amount of music that can be sung in one breath
(including the listener's need for such a breath even in non-wind
instrumental music) to the listener's perceptual limits.

TOWARD WORKING DEFINITIONS

If the designation of phrases and cadences is not to be merely a
matter of opinion or intuition, then all musical aspects pertinent to the
decision-making process should be taken into account. The essential
problem is that phrase and cadence are not simple terms but, in fact,
represent relatively complex concepts that are extremely resistant to
clear definition.1 Perhaps copious examples and descriptions of some
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typical characteristics of phrase and cadence are the only way we can
make the concepts less abstract for our students. Yet, the result in these
books—and in our classrooms—is an apparent narrowness in the
attempts at definitions, a narrowness that may inadvertently appear
to exclude perfectly good but less obvious examples of phrase and
cadence. Consequently, although students may be able to locate
straightforward examples in some kinds of music, they may very well
lack a general understanding of the broader conceptual base.

In the strictest sense, of course, describing or explaining the exact
meaning of "a general notion or idea" by listing its properties may seemto constitute a logical paradox. The effort, however, should bring us
closer to a real understanding of the meanings of these concepts,
meanings that can be expressed perhaps as working definitions that
will provide a starting point for future clarification. To be useful, each
working definition should include those attributes that distinguish the
term or concept from all others, and general enough to include all
musical phenomena that we might want to identify by the term. We
should also keep in mind the difference between definition and
description—explaining the concept rather than merely listing typical
examples in the hope the reader will thereby understand intuitively
the concept these examples represent. In addition, any hint of a
circular definition should be rejected, including circularity disguised by
the use of synonyms (e.g., "musical idea" used as a substitute for phrase;
or "conclusion" used instead of cadence). Perhaps the two terms are
somehow fundamentally linked, but we have no way to examine the
relationship objectively so long as phrase and cadence are defined in
terms of each other.

The most useful scope of the definitions is another question: what
style(s) or period(s) should be included? Based on the published
definitions examined, the appropriate scope would appear to be
primarily tonal music of the Viennese classical period. Some authors
do discuss "contemporary" cadences (although often as modifications of
traditional tonal cadences), and several authors refer to cadences in
older, pre-classical styles. Only one of the books directly addresses the
idea of phrase in contemporary music, and the authors note a relative
lack of "clearly defined phrases" (Christ, 1972, Vol. II, p. 434). If
possible, however, it seems desirable to make the phrase and cadence
definitions of equal scope, encompassing all styles of music. Given what
appears to be an inescapable linkage between the two concepts, it seems
unlikely that a kind of music containing musical events identifiable as
cadences would not also include phrases, even though both might be
very different from their traditional counterparts.
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The following, then, is an attempt to formulate broad
comprehensive definitions containing the vital elements that
distinguish each of these terms from every other kind of musical
phenomenon. The definitions are intended to apply to any type of
music, from the earliest to the most recent. Whether or not music from
all eras actually contains phrases and/or cadences is another question,
but at least the possibility is left open.

If music may be defined as an organized succession of sounds and
silences, then:

A phrase is a coherent and cohesive, though not neces
sarily complete, segment of music that is perceived as
a single significant unit of musical structure. The
phrase is the next higher, consistently structurally
significant level of organization above the motive
(the smallest identifiable unit of musical structure).
[Notes: 1) Any musical element or combination of
elements may contribute to our perception of a musical
phrase (e.g., melody, rhythm, harmony, timbre);
2) Compositional devices such as repetition, variation,
and contrast of musical ideas may help to establish
the beginning or end of a phrase; 3) It may sometimes
be useful to consider a phrase as comprised of two or
more subphrases, or phrase components, but the sub-
phrase does not constitute a consistently structurally
significant level of organization.]

A cadence is any musical element or combination of
musical elements, including silence, that indicates
relative relaxation or relative conclusion in music.
("Conclusion" is intended in the sense of "destination
of ideas," as opposed to merely stopping with no in
dication of finality or direction.)

Admittedly, these definitions require a great deal of qualitative
and, perhaps, subjective judgment to apply them to real musical
situations. The reader must be able to recognize a coherent and cohesive
musical event, for example, since no further definitions or guidelines for
identifying such circumstances are provided. Similarly, the reader
should have some prior notion of what constitutes a "unit of musical
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structure," as well as how musical elements might "indicate relative
relaxation or relative conclusion." In other words, the concepts of
phrase and cadence are defined in terms of still other concepts that, for
absolute clarity, would also require definition. Tracing each concept
back to its ultimate roots (i.e., to a primary concept or term that can be
defined without reference to other undefined concepts and terms) would
be impossible within the scope of a single article—maybe impossible
altogether. This brief discussion, however, does provide an instructive
glimpse into the magnitude of the definition problems that we, as
musicians, must solve if we are to develop a complete and orderly
system of terminology in which each concept and term is defined
precisely and carefully with necessary scholarly rigor.

Now that we have comprehensive, non-circular, working
definitions of phrase and cadence, we may begin to explore the
relationship between the two concepts more thoroughly. Implicit in
the statement that a phrase "can be perceived as a single unit of
musical structure" is the notion of boundaries. In order to perceive a
given unit as a distinct entity, distinguishable from surrounding musical
events, there must be some means of separating that particular musical
event from the others. One easily identifiable boundary marker or
divider is a cadence appropriate to the given style of music—i.e., a
cadence may very well mark the end of a phrase.

If the existence of a cadence is not clear, we need to look for other
musical clues in order to locate the boundaries of the unit. Just as the
dividing line between units can be indicated by a clear ending in theform of a cadence, so it can be determined by a clear beginning. Once we
perceive the existence of a new unit of musical structure, we realize in
retrospect that the previous unit has ended. Musical clues might take
the form of a repetition of the immediately preceding musical
material, a variation, or a contrast.2 The means of variation and
contrast to indicate a new beginning point are limitless; they include
any and all means of musical expression available to a composer
writing in a given style. Note that the preceding phrase does not
necessarily have to end with a cadence in order for the listener to
perceive the beginning of a new phrase or other unit of structure if the
musical indicators of separation—or of a new beginning—are
sufficiently strong. (One obvious example is the elided cadence, in
which the ending of one phrase and the beginning of the next overlap
without any pause to mark the boundaries of the two phrases.)

The next step is to consider whether a cadence is necessarily
located at the end of a phrase. Presumably, "relative relaxation or
relative conclusion," as cadence was defined above, could be expected to
provide some sense of separation of musical ideas. But is it possible for
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a cadence to be weakened enough, or negated enough by other musical
factors, that the listener perceives the cadence—but not the end of a
phrase—at the point where the cadence is located? To some extent, the
cadence answer may depend on a subjective judgment concerning the
requisite strength of "relative relaxation or relative conclusion." But if
a particular musical event satisfies these criteria in listeners' judgment,
then they indeed perceive a cadence that indicates a separation of
musical events and, most probably, the end of a phrase. In other words,
it seems that a musical event which is perceived as a cadence according
to the definition given above would also be perceived as ending a
phrase. (Logically, it follows that the so-called deceptive "cadence"
is not necessarily really a cadence, despite its label; depending on the
musical context, a deceptive "cadence" may mark the end of a phrase or
it may serve merely to extend the phrase through deceptive resolution
thereby forcing—or, at least, implying—further continuation.)It is also important to distinguish, more carefully than do most
textbook authors, between the use of a cadential formula and the
existence of a cadence. Do we necessarily have a cadence every time a
cadential formula appropriate to a given style is used? Or is it possible
to have a cadential formula that avoids "relative relaxation or
relative conclusion?" One clear example is the repeated dominant-to-
tonic pattern that frequently occurs at the ends of tonal compositions or
major sections. Here, the actual cadence occurs at the end of a phrase or
other structural unit, but then the cadence is often extended, by means of
varied repetition. The individual formulas that comprise the extended
cadence may fulfill all the usual stipulations concerning harmonic
progression, metric placement, and melodic movement but, in this
context, they are probably not heard as a series of individual cadences,
each indicating relative relaxation or relative conclusion. Rather,
each pattern is just one portion of a single larger musical event that
concludes a composition or section.

The formulation of good conceptual definitions of phrase and
cadence is, of course, merely a first step. The immediate problem with
these definitions is that, for the beginning music student, they are
probably much too vague to be very useful. To learn how to apply the
definitions appropriately, the novice needs concrete examples accom
panied by detailed discussion and explanation of the principles
involved. And therein lies the crux of the dilemma: how can teachers
and authors convey the broad, conceptual meanings of phrase and
cadence without implicitly limiting the scope of these concepts by
means of selective, often unexplained examples of the practical
applications? The task is undeniably a difficult one, especially since
both teachers and students typically find dealing with abstract
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concepts to be extremely challenging. Yet, with some well-defined
basis for understanding the fundamental concepts, combined with a
careful and systematic analysis of musical evidence, a cogent analysis
should be possible. Although subjective judgments will probably
always be a necessary factor, reliance on intuition alone can be
minimized.

The various musical factors that may influence the listener's
perception of phrases and cadences are perhaps best illustrated
initially by musical examples that do not permit students—or
teachers—to rely entirely on an intuitive understanding of these
concepts. For the most part, experienced musicians' intuition serves
them well, and although they may not be aware of all the musical
data their mind processes, they no doubt rely on a variety of musical
cues. In the absence of the formal indicators we are generally most
familiar with, we are forced to examine the music closely to determine
the musical evidence that indicates where phrases and cadences occur.
In other words, beginning with a practical understanding of the possible
implications of the broad conceptual definitions, teachers can
gradually expand students' comprehension of the principles involved
by considering music in which the identification of phrases and
cadences is not immediately obvious. Or stated more concisely, students
learn and understand more when forced to think as they practice
solving real music analysis problems.

APPLYING THE DEFINITIONS

Figure 1 is the opening of the "Gavotte" from Schoenberg's Suite
for Piano, Op. 25. Although the "Gavotte" is based on a twelve-tone
row, the row analysis need not serve as the starting point for
determining the identification of phrases any more than a chordal
analysis of tonal music necessarily precedes phrase analysis. Instead,
we will consider the entire spectrum of musical factors as they combine
to indicate the phrase boundaries that the listener hears.

The first phrase is shaped by a variety of musical elements.
Because of the characteristic rhythmic organization of a gavotte,
phrases—including the first phrase—usually begin and end in themiddle of the measure. Textural, harmonic, and rhythmic factors
combine to focus attention near the end of the phrase with the short
dotted rhythmic figure leading into the expanded range of the right
hand and the strong dissonance of two pitches struck simultaneously
Oast eighth note of measure 1). The end of the first phrase is indicated
by a return to consonance as well as a slowing of the rhythmic motion
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from predominantly eighth notes to the dynamically emphasized and
syncopated C quarter note in measure 2, which then cadences
melodically on the B. The articulation (slur connecting C and B) is an
important element of the melodic cadence. The sixteenth rest that
follows, though only a very brief interruption of the movement, helps
to reinforce the rhythmic closure. The rise and fall of the left-hand
melody, accompanied by the rise and fall in dynamics, also help to
unify and shape the first phrase.

Figure 1. Schoenberg: Gavotte from Suite for Piano, Op. 25

Et«as Langsaa J -ca72 nichi hastig
Phrase I t Phrase 2
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The opening of the second phrase is an exact inversion of the

beginning of the first phrase, with both patterns leading to a
relatively long accented D-flat on the downbeat of the following
measure. This varied return of the opening material also helps to
confirm the point of division between the first two phrases. As in the
first phrase, the melodic rise and fall in the left hand helps to unify
the phrase while at the same time delineating the boundaries of the
phrase. The descending melodic line, the return to a single voice, andthe repeated eighth-note E-flats signal the close of the second phrase.
Again, the D-to-E-flat slur (which corresponds to the C-to-B slur at theend of the first phrase) contributes to the melodic cadence, but the
difference in rhythm and the repeated ending notes make this cadence
seem more conclusive than the previous one.

The sudden change of range, dynamics, and texture, along with the
entrance of a new musical idea in the middle of measure 4, reinforces
the closure of the preceding phrase. The varied repetition (measure 5)
of the distinctive ending of the second phrase links this new segment to
the preceding material and contributes to the listener's identification
of this unit as a codetta-like structure that functions as closure to the
first two phrases. The continuation of the strict eighth-note movement
from the last three notes of the second phrase into the codetta also
helps to tie this unit to the preceding material. The arpeggiated
chords (which are used elsewhere in this composition as preparation
for closure), the continuous forte marking, and the rhythmic extension of
the final repeated notes help to emphasize the relatively conclusive
qualities of this passage. The eighth rest—the longest rest so far—also
helps to enhance the feeling of closure. The larger downward leap atthe beginning of measure 5 also contributes to a more definite closure
than that found at the end of the second phrase.

This one-measure codetta-like segment does not fulfill the
definition of phrase in that it does not constitute a distinctively
separate unit of structure. Rather, it is an extension of the preceding
material, serving as an extension of the cadence that closes the first
period (the first two phrases).

Although specific usage of the row in this composition may or may
not be perceived by the listener, it should be noted that analysis of the
row usage supports the phrase designations discussed above. Each of
the first two phrases corresponds to one complete, although segmented,
presentation of a row form (Phrase 1: pO; Phrase 2: ify, with the row
elements used very similarly in the two phrases. The one-measure
cadential segment is another complete row presentation (Pfy.
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Figure 2. con't.

Figure 2 is from "Danseuses de Delphes," Preludes, Book I, by
Debussy. The first major separation point is at the double bar between
measures 5 and 6, where a varied repetition of measures 1-5 begins.
This similarity of material helps to confirm the location of the
division. In addition, the end of the second segment, again marked by a
double bar, is clearly indicated by the contrasting material that
follows in measure 11.

Focusing attention now on measures 1-5, what musical cues
delineate the unit or units of structure within this segment? Given the
very slow tempo, this segment appears to be divided, at least
superficially, into two-measure units. Measure 2 is an almost exact
repetition of measure 1, and then the musical material changes
somewhat in measures 3 and 4. The contrast in the middle of measure 4
is so much stronger, however, that the effect retrospectively is to
coalesce the preceding material into a single unit. The insertion of the
sixteenth-note F at the end of measure 2 also serves to continue the
momentum of the first two measures and to connect the inner-voice
motivic line with the upper-voice melody in measures 3 and 4.

The musical cues that indicate the beginning of new material in
measure 4 include a sudden drop in dynamics to pianissimo, changes in
texture and range, the use of consonant harmonies instead of primarily
dissonant harmonies, less stepwise motion, and a rhythmic change from
the dotted-eighth and sixteenth-note pattern to steady eighth notes.
In addition, strong cadential cues indicate the end of the preceding
material. The chromatic motive that begins in measure 1, in an inner
voice, is lengthened and switched to the bass in measures 3 and 4, and it
finally resolves to the half-note D at the point of cadence in measure 4
(beat 2). The B-flat chord, although its inversion perhaps indicates
continuation, is the first consonant chord since the opening chord in
measure 1 and its repetition at the beginning of measure 2. The fact
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that all three consonant chords are B-flat major triads helps to tie the
unit together as well as to emphasize the return to consonance at the
point of cadence. The melody in the top line beginning in measure 3,
with the repeated dotted-eighth and sixteenth-note G-to-A pattern,
expands melodically in measure 4 to conclude on the F, again at the
point of cadence. The loudest dynamic level (the end of the longest
crescendo) of the first six measures also coincides with the ending point
indicated by the other musical cues. The meter change in measure 4 is a
reflection of the change in rhythmic organization and momentum
although, in fact, the motivic conclusion on the half-note D results in
another measure of 3/4 meter, despite the overlapping beginning of the
next phrase. All these musical elements combine to create a sense of
relative conclusion, i.e., a cadence, which ends the first phrase.

The end of the second phrase (measure 5), as already noted, is
followed by a return to a variation of the opening material. The
musical cues that mark the beginning of the second phrase are again
present, with contrasts in dynamics, harmony, texture, range, type ofmelodic motion, and note-value patterns. As at the end of the first
phrase, various musical elements combine in a cadence to mark the end
of the second phrase. The last chord is of longer duration, with the
tenuto marking further emphasizing the difference. The simultaneous
melodic leaps upward in the top line and downward in the bass stress
the importance of the F as an arrival point. The chords in the second
phrase are all consonant, but the only other major chords in root
position are the C chord at the beginning of measure 5 and immediately
preceding the final chord. The perfect-fifth root relationship
(dominant to tonic), with its tonal implications enhanced by the
relationships among the other chords in measure 5 and even, to some
extent, in measure 4, helps to establish the F-major chord as the
harmonic goal. The diminuendo from pianissimo also supports the
feeling of relative relaxation and conclusion. We have, then, strong
musical evidence that there are two clearly delineated phrases, each
ending with a cadence.

The familiar Introduction to Wagner's Das Kheingold (please
consult a score) is quite different from the other examples in almost
every musical aspect. The entire Introduction, which consists of 136
measures in 6/8 meter, is tonic harmony. After 48 measures of only tonic-
chord pitches, eighth-note non-chord tones that imply dominant
harmony are introduced, and the number of these non-chord tones
(eighth notes or sixteenth notes) gradually increases throughout the
remainder of the Introduction. The harmony, however, remains tonic
and static. As a result, there are no harmonic cadences in the
Introduction. Similarly, there are no clear rhythmic or melodic
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cadences. Rhythmic and melodic patterns are repeated again and
again, switched to different instruments, and periodically replaced by
new patterns, but individual patterns do not arrive at a point of
relative relaxation or conclusion. Dynamics do not rise and fall; tempos
do not increase and decrease. Given the programmatic nature of the
Introduction—music representing a flowing river—it seems likely that
Wagner intentionally attempted to hide the structural division points
that are evident in most musical composition.

The lack of cadences and other clues does not mean, however, that
there is no structure to this work or that structural units such as phrases
cannot be located; rather, it indicates we cannot rely on the traditional
clues used to locate phrases. The music can be divided into distinct
structural units on the basis of instrumentation and/or textural changes,
and melodic pattern repetitions or changes. Viewed from this
perspective, most of the phrases—even though none ends with a
cadence—are clearly delineated.

The first phrase (measures 1-16) begins with the double basses
playing the tonic. In measure 5 they are joined by the bassoons playing
the fifth of the tonic harmony. (The dynamic markings remain
unchanged until measure 129, where crescendos are introduced. Until
then, each part is marked piano with increases in dynamic level
resulting from the gradual addition of instrumental parts.) The end of
the phrase is indicated by the beginning of new musical material and
the addition of a new instrument (horn) in measure 17. The second
phrase (measures 17-24) is eight measures long and includes two
presentations of an ascending melodic idea that prominently features
the third of the tonic chord as well as providing some rhythmic motion.

In the third phrase (mm. 25-36), canonic treatment of the melodic
idea from the second phrase begins. The listener, without the
information provided by the score, would not notice a change (i.e.,
would not realize phrase 2 had ended) until the second horn (horn part
7) enters in the third measure of the phrase. From the analyst's
perspective, however, the structural beginning of the third phrase is in
measure 25, signalling the end of the second phrase in measure 24.
These canonic entrances at two-measure intervals (for 4 measures) are
followed by canonic entrances at one-measure intervals (for another 4
measures) with all eight horns joining the canon one by one. Although
this twelve-measure unit could be considered as three separate phrases
consisting of four measures each, it seems reasonable to designate it as
one twelve-measure phrase instead. The only difference among the
three segments is the time interval of the canonic entrances; in the
context of the Introduction as a whole, this distinguishing feature seems
relatively insignificant.
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The next phrase begins with eight measures of the canonic
treatment of the horn melody with entrances on every strong beat (mm.
37-44). The following four measures (45-48) are, in the context of this
composition, almost cadential. There is some sense of relaxation
created by the gradual ending of the canon in each horn part, followed
by a melodic descent on the tonic-triad pitches in longer note values (at
least a dotted half-note duration value for each pitch). The descending
line (the first in this piece) and written ritard, along with a less
complex texture, indicate some degree of relaxation and perhaps
conclusion, even though trombone, bass clarinet, and Wagner tuba enter
on long sustained notes.

At this point (m. 49) the entrance of the next phrase (and the end
of the cadential measures of the preceding phrase) is marked by a new
melody in the bassoons and an arpeggiated running figure in the cello
part. The Introduction continues in a similar fashion, with the
addition of new instruments and new melodic ideas, or variations of old
ones, indicating the division points between phrases. Beginning in
measure 81, some of the continuing patterns are shifted slightly (this
result is achieved initially by extending one of the ongoing melodic
patterns by one measure). From that point on, the various
patterns—and, consequently, the phrases into which the patterns are
grouped—overlap one another. It is still possible to identify phrases in
individual voices, or sometimes in groups of voices, but points of
division in the texture as a whole constantly conflict with each other.
In other words, Wagner succeeds in making the last part of the
Introduction relatively seamless although, as is usual in a contrapuntal
texture, the component voices themselves do have identifiable points of
separation.In the opening movement of Mozart's Piano Sonata, K. 576 (Figure
3), the first unmistakable indication of a structural-division point is
the rest in both hands in measure 4, followed by a return of the opening
material transposed up a step. The question here is whether these first
four measures constitute a single phrase or whether they are comprised
of two phrases, each two measures long.

On the sixth eighth-note beat of measure 2, the change in musical
material clearly contrasts with the preceding two measures.
Melodically and texturally, measures 1-2 consist entirely of the
arpeggiated pitches of the tonic triad played in octaves. The triad (D-
F-sharp-A) occurs on consecutive strong beats with each pitch
emphasized by the anacrusis which immediately precedes it. On a
larger level, the pitches D and F-sharp function as an anacrusis to the
A in measure 2, thereby making the upward movement, and
consequently the arrival point, even stronger. The A is further
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reinforced rhythmically by its quarter-note duration, an interruption of
the ambient eighth-note movement, and by its repetition. The result is
a cohesive unit of sound—a short, relatively uncomplicated, easily
remembered pattern.

Figure 3. Mozart: Piano Sonata, K. 576
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In measures 3-4, the melodic movement is stepwise, with
ornamentation in the right hand. The two hands also move in contrary
motion to each other in a more contrapuntal texture. The rhythmic
motion is primarily anacrusis to strong beat, in contrast to the steady
eighth-note movement of measure 1, although that eighth-to-strong-
beat melodic movement might be considered as ornamentation of an
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essentially anacrusis-to-strong-beat melodic movement. The melodic
shape is different and the harmony is no longer limited to tonic as it
was in measures 1 and 2. The end of this segment is indicated
harmonically by a half cadence and a melodic cadence here, both
enhanced by the rhythmic cadence in measure 4. The closure is
reinforced by the eighth rest and the return of opening material.

Clearly, measures 1-4 consist of two different components, but are
the two components distinct enough to justify classifying each one as a
coherent, cohesive structural unit? The relatively greater strength of
the division point in measure 4 (compared to measure 2) supports the
identification of measures 1-4 as a single unit, or phrase, despite the
apparent contrasts between the two-measure segments. I can find
additional evidence of the over-all unity of measures 1-4 in the
treatment of the opening material when it returns in measures 9-12.
Here, the main melodic ideas are in the left hand, which begins with
an exact repetition of measures 1-2. The melody (left hand) continues
with an unornamented version of the melody (right hand) from
measures 3-4. The removal of the ornamentation makes the continuity
of the anacrusis-to-strong-beat rhythmic pattern more obvious. In
addition, in the return (measure 9), the setting is contrapuntal from the
beginning of the right-hand entrance, with the sixteenth-note runs
(which are an ornamented version of the left-hand melody from
measures 3-4) also helping to tie the two-measure segments together. In
short, the analysis of measures 9-12 verifies that measures 1-4 do
indeed constitute one phrase—a single coherent and cohesive structural
unit.

The boundaries of the second phrase in measures 5-8 are much
easier to locate once the first phrase has been identified. The same
arguments apply to measures 5-8 (and to the corresponding return in
measures 13-16). The eighth rest in both hands in measure 7 is not a
pause indicating any significant structural separation but, rather, it
serves to heighten the listener's anticipation of the full harmonic
cadence and the melodic cadence in measure 8. Once again, the longer
held note on the downbeat helps to slow the motion and contributes
greatly to the sense of relative relaxation and conclusion at the point ofcadence. The return of opening material following the eighth rest in
measure 8 reinforces the sense of conclusion provided by the cadence.
Thus, we have two four-measure phrases, each ending with a cadence.
The treatment of the next two four-measure phrases (phrases 3 and 4),
which are a varied repetition of the first two phrases, verifies the
boundaries of the opening phrases.
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These few examples illustrate how the definitions of phrase and
cadence can be used to help guide the determination of the boundaries of
phrases and the locations of cadences in musical compositions. The
detailed discussions, which would probably be unnecessary after the
initial introduction of these concepts, should help the student recognize
the broad range of musical factors that might be relevant to the task of
locating phrases and cadences. Clearly, the student will need to
develop some skill in applying these definitions since the musical
concepts involved in the decision-making process are relatively
complex. The qualitative judgments necessary in any kind of musical
analysis cannot be avoided here. However, the definitions and
resulting analytic processes, based as much as possible on a careful
consideration of musical evidence, can begin to replace the more
intuitive, purely subjective feelings that we so often rely on and that
are so difficult to convey to students. Reasonable people may very well
disagree with these phrase analyses, but at least the objections can be
based more on comparative factual grounds and less on vague,
unexplainable opinions.

CONCLUSION

These definitions of phrase and cadence, along with the
identification process illustrated above, are only a beginning. I do not
presume to have the definitive solution to the problem. Perhaps even
such common terms simply cannot be defined "in a definite or precise
sense." Yet, only by attempting to "make the obvious explicit"3 can we
be certain that all of us, including our students, recognize the same
things as being "obvious" and comprehend the "obvious" in the same
way. Moreover, only then can we begin to address, and perhaps
reconcile, the differences between our varied opinions and perceptions
concerning the categorization of musical events. As for my proposed
working definitions, other musicians can and no doubt will dispute the
necessity for including—or for omitting—particular elements in each
definition. If this attempt encourages such a dialogue, then it and the
questions it raises represent the initial steps toward the establishment
of useful, comprehensive definitions of these two basic concepts.

In the context of developing a complete musical lexicon consisting
of precise definitions of every pertinent term and concept, this beginning
may seem small indeed. It is, nevertheless, a place to begin building a
logical, coherent framework of analytic concepts that the novice canlearn to apply in solving musical problems and answering musical
questions. Of course, no matter how well organized and how completely
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delineated the conceptual system is, intuition (in the sense of
integrating and drawing from all our past experiences) will certainly
continue to play an important role in music analysis. To the extent,
however, that we can minimize the influence of unexplainable factors
and maximize the application of logical and intelligent reasoning, we
will add to our collective knowledge of music and musical processes.
And that, after all, is what music theory is all about.

NOTES

lA term is "A word or phrase used in a definite or precise sense" while a
concept is "a general notion or idea" (The Oxford English Dictionary, 1971).

2I would like to thank Professor Henry L. Cady (University of Delaware)
for suggesting the importance of these three musical clues in determining
musical structure.

3"Make the obvious explicit" is Professor William Poland's (The Ohio
State University) often-repeated directive that orginally inspired this study.
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HARMONY AND INTEGRATED THEORY:
FOUR RECENT TEXTS

MARY WENNERSTROM

Theory teachers are always searching for an improved curriculum
and for better teaching materials. In the United States and in other
English-speaking countries, where a national theory curriculum is not
prescribed, teachers change basic texts and approaches frequently. We
open the packages that arrive from publishers with distressing
regularity, hoping to find the answer to our problems: a text with
clearer explanations, better-designed assignments, superior organi
zation, and more helpful references.

In the last two or three years several important theory
books—some new, some revisions of earlier editions—have appeared.
This article surveys four texts published since 1985,1 designed for the
written portion of a curriculum. The books reflect two of the most
common undergraduate music-major plans of study: the harmony course
(a one- or two-year sequence covering diatonic and chromatic common-
practice harmony) and the integrated course (four- or five-semester
sequence including harmony, melody, counterpoint, form, and style,
proceeding either chronologically or by topic). The harmony texts to be
reviewed here are the fifth edition of Piston's Harmony (with even
more revisions by Mark DeVoto), accompanied by a workbook/
anthology by Arthur Jannery, and a new series of books by Allen Winold
(two texts and two workbooks entitled Harmony: Patterns and
Principles). Both have an informal instructor's manual available from
the publishers. The integrated books are the third edition of
Benward's Music in Theory and Practice (two texts, two workbooks,
workbook solutions, instructor's manuals, and CAI materials) and Music
Theory by Earl Henry (two texts, study guides, instructor's manual).
Both Benward and Henry have also published aural-skills books and
CAI material to be used for ear training and sightsinging classes, thus
providing pedagogical courses for a comprehensive, integrated theorycurriculum. These aural-skills sources will be discussed in a later issue
of this journal.

Walter Piston's Harmony was first published in 1941, following
his Principles of Harmonic Analysis of 1933. Harmony marked "a
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return to the practical philosophy of theory",2 an observation of
common practice rather than acoustical speculation. The third edition
of Harmony, the last that Piston wrote, was published in 1962. By this
time the book had become established as one of the best-selling theory
textbooks in the United States; "harmony" for many teachers and
students was synonymous with Piston the way "music history" is with
Grout. The third edition was accompanied by a workbook by Paul des
Marais, which included written and keyboard exercises and additional
explanatory text. Before Piston's death in 1976, he began work on a
fourth edition, in collaboration with one of his former students, Mark
DeVoto. Piston/4 (revised by DeVoto) appeared in 1978, accompanied
by a workbook by Arthur Jannery, the two authors involved in Piston/5.
DeVoto, in addition to rearranging chapters, added new sections on the
minor mode, on melodic structure and function, harmonic analysis, and,
most controversially, four chapters on "after common
practice"—harmony in music of the late nineteenth and early
twentieth centuries. Although Piston stated in the preface to the third
edition, "It is well to emphasize again that the primary concern [of
this book] is to provide an understanding of the common practice of
composers, in matters of harmony, as observed in music of the
eighteenth and nineteenth centuries",3 DeVoto argued that his
complete reworking of Piston's approach was still true to the original
author's ideas and had been tacitly approved by Piston.4

Piston/DeVoto/5 retains all of the additions of the fourth edition
and makes further changes in Piston's original text. The first
impression is generally of a lighter tone, beginning with the publisher's
advertising ("Now the Fifth Edition is destined to become the
dominant fifth") and of an improved visual format. The book is wider
with spacious margins and attractive layout; indeed, it is the most
elegantly produced of the four texts here. DeVoto, in a majority of
chapters, has retained most of Piston's original concepts, explanations,
and examples. Naturally, Piston's influential concept of secondary
dominants is intact (although again presented very late in the book).
Three other ideas, which set apart this text from others (a chapter on
harmonic rhythm, the definition of appoggiatura as an accented
nonharmonic tone, no matter how the note is approached, and the
incomplete dominant ninth chord) all appear in Piston/DeVoto/5,
although DeVoto says in an informal letter to fellow teachers (inserted
in the workbook) that "it's really OK to leave out this or that chapter,
or even to use VIP7 when I say V°9." Gone, however, are Piston's terms
echappee and cambiata (they became escape tone and reaching tone in
the fourth edition), and masculine and feminine cadences are in the
fifth edition "downbeat and upbeat cadences," since the gender-specific
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terms "are no longer used."5 DeVoto has again rearranged chapters and
added one on texture, a short presentation that mixes terms in
describing musical media with various homophonic concepts and that
does nothing to clarify a difficult subject. The chapter on the harmonic
structure of the phrase (9 in the fourth edition, 13 in the fifth) has been
expanded to include a brief discussion of more terms relating to form
(period, double period, binary, and ternary make a short appearance),
and the chapter on harmonic rhythm now includes a section on the
strength of harmonic progressions (to be found in Piston/3 but
eliminated in Piston/DeVoto/4). The helpful indexes and cross-
referencing of examples have been retained. Such changes are typical
throughout the new edition.

In general, the text, especially the beginnings of chapters, has
become more DeVoto and less Piston. Literal quotes from Piston/3 occur
scattered throughout, sometimes as infrequently as every fifth or tenth
sentence. They have the disconcerting familiarity of well-known
record jacket notes, appearing without citation in a poor student's
analysis paper. The beginnings of the last three editions illustrate
DeVoto's move away from Piston's straightforward approach:6

"The unit of harmony is the interval." Piston, third edition
"Most music is made up of tones, defined as sounds having specific

frequencies of pitch." Piston/DeVoto, fourth edition
"Music is indigenous to virtually every culture and every

civilization." Piston/DeVoto, fifth edition

The musical examples continue to be short, presented in piano score
only. Exercises are the familiar figured and unfigured bass and melodic
harmonization problems of previous editions. Appendix II
(Supplemental Exercises) has been cut; instead, the workbook presents
(for only the first fourteen chapters of the text) a variety of materials:
short exercises, analytical projects, composition activities, and self
tests, based on words summarized at the beginning of each workbook
unit. The new aspect of the workbook is a 100-page anthology of fifty
or so short homophonic compositions, arranged alphabetically by
composer with no commentary. The choice of these works reflects the
evident determination of the authors to "lighten up": in addition to
such omnipresent favorites as the theme of Mozart's A Major Piano
Sonata, K. 331, I, there are familiar songs ("America," "Beautiful
Dreamer," and as the last two entries, Jimmy Webb's "Up, Up and
Away" and Sid Woloshin's and Kevin Gavin's 'You Deserve a Break
Today," a.k.a. the McDonald's commercial), and a bebop version of
"Praise God from Whom All Blessings Flow." The anthology also
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includes, for no apparent reason, obscurities such as a recitative from
Scene HI of Donizetti's opera Betly, an unremarkable excerpt with two
different chromatically-connected V^-I progressions under an
untranslated Italian text. It is hard to know what Piston would think
of these selections, but a teacher would probably be better served by
anthologies such as Music for Analysis (Benjamin, Horvit, and Nelson)
or Music Sources (Arlin, Lord, Ostrander, and Porterfield),7 which
present a much wider variety of musical excerpts grouped by harmonic
content.

Piston/DeVoto Harmony (fifth edition) is not for any teacher who
wishes a structural approach to harmony, such as is the basis for the
Aldwell/Schachter, Lester, or Forte texts,8 nor for anyone who wishes a
pedagogically systematic, ordered, and musically varied approach to
harmony. If one wants a fairly concise presentation of harmony (with
Piston's idiosyncratic symbols and concepts) and is not particularly
concerned about ordering (the dominant seventh, for instance, is still
presented after chapters on cadences, the harmonic structure of the
phrase, form, and modulation), and agree with DeVoto's approach to
twentieth-century harmony as presented in the fourth edition, then the
fifth edition will be welcome. It retains most of the changes of the
fourth edition, includes more of DeVoto's prose, and is in a more
attractive format.

Those theory teachers who approach harmony more
systematically, using symbols more generally accepted (e.g., the
nonchord-tone terminology and Roman-numeral symbols of harmony
books such as those by Ottman and Kostka/Payne9) will find in the new
books by Winold a well-worked out harmonic approach that is much
more carefully ordered and comprehensive than Piston's. Winold
points out that the purposes of his books are to present harmonic
patterns (basic chord progressions that appear in Roman-numeral
symbols, notes, and scale-degree notation), combined with harmonic
principles (guidelines for selecting, constructing, and connecting chords).
These ideas are worked out in two volumes of text (diatonic and
chromatic harmony), in which clear explanations and musical
examples are combined with extensive exercises. The exercises are
enough to keep any class busy and range from very structured drill
problems to "longer and more varied exercises": writing and analysis
examples designed for more student creativity within specified
guidelines. The companion workbooks are harmonic-keyboard and ear-
training exercises (instead of more written problems like Piston) with
the answers to the short drill exercises given in the text. The ear-
training sections are set up with blank spaces for the students to write in
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and, in the back, the material to be played by the teacher, so that the
workbooks can be used as a harmonic ear-training text.

Winold adopts throughout a straight-forward, exhortatory tone,
addressing the student directly ("Apply these principles as you
harmonize the melodies." "Search your own repertoire for short . . .
progressions . . . and copy at least three into your notebook."10). Some
teachers (and some brighter students!) may feel constricted or bored by
the detailed rules ("guidelines"), the 66 basic-chord progressions
presented in great detail (with each possible soprano-note position),
and the discipline of the repetitive exercises. However, the books, in
the hands of a skilled teacher, offer flexibility: the short, programmed-
like exercises (with answers given in the workbooks) provide more help
than a source such as the Harder texts,11 and can be covered
independently by students who need them, while the teacher
concentrates on larger matters. The extensive rules and basic
progressions are useful summaries of the complete structure of functional
harmony and part writing. They function as the basis for chapter
discussions and appear in the appendices for reference as well. The
rules naturally can be more loosely applied by the teacher after the
student learns the fundamental concepts. The ordering of the text is
based on the ordering of these basic chord progressions: I-V-I is
expanded first by inversions and by V7 and its inversions, next by the
addition of the subdominant (I-IV-V-I), next by various substitutions (ii
for IV, vii for V), and so on. This order of presentation of harmonic
materials, of course, is completely different from Piston's ordering and
is much closer to the structural view of authors such as
Aid well/Schachter: I-V(7)-I is the fundamental unit, with ever more
complex prolongational possibilities.

Winold expands this skillfully paced harmonic exposition of basic
units (which continues throughout the two volumes) by references to
various theorists and harmonic systems. For instance, figured-bass
symbols, Riemann's T, S, and D, and Schenker's reductive methods are
all explained with clear summaries, and some of their symbols and
concepts are incorporated into Winold's presentation and into the
exercises. Harmonic study is also relieved by "interludes." Volume I
includes two on melody: a clear discussion of considerations for melodic
analysis and writing, and an illustration of various melodic-motivic
operations (inversions, diminution, etc.). There is also an interlude on
counterpoint, which follows Fux's species approach and unites it with
harmonic (tonal) counterpoint. Volume II includes an interlude on
timbre and dynamics (a list of instrument names and ranges, dynamic
and character terms, and brief discussions of context) and one on form,
the least complete section in the text (short presentations and analysis
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of sectional forms, sonata allegro, and contrapuntal forms). None of
these topics is covered in the Piston/DeVoto book, except for the
sketchy presentation on melody. Winold's interludes would have to be
considerably amplified by the teacher, if the topics were included in a
class; the workbook material for these sections consists mostly of
musical examples (rather than exercises) to be approached as directed
by the teacher. The summaries in these interludes are useful, however,
and could point the way to counterpoint and form study at a more
advanced level.

Many of the musical excerpts and exercises, in volumes I and II, arederived from Bach chorales and Beethoven piano sonatas. The choices
are carefully ordered and a student could obtain an understanding of
these two fundamental musical sources by working conscientiously
through the texts. Other examples are drawn from well-known
composers ranging from Monteverdi through Brahms; a few appear in
more complicated score formats. Teachers should check examples and
exercises, however, for incorrect symbols; several figured-bass ones
have mistakes. At the end of Volume II, chapters 27-28 present
extended tertian and non-tertian chords (including various twentieth-
century examples and a chart on jazz chord symbols) and integer
notation, which includes a clear summary of some of the ideas
presented in sources such as Allen Forte's The Structure of Atonal
Mwsfc.12

One final comment should be made about the brief, but insightful,
Teacher's Manual that is available for the Winold books. It is really
just a small pamphlet and, in comparison to the more weighty chapter-
by-chapter guides and extensive answer keys of other texts, mightstrike casual readers as too skimpy to be of real value. It is, however,
brimming with practical advice not just about how to use his own
harmony books but with many perceptive suggestions about theory
teaching in general. It is, in fact, a presentation (in outline form) of a
complete philosophy for music theory teaching in general—a kind ofmini theory pedagogy textbook for all subjects. In this regard it is clear
that the information in this little book (especially the psychology of
classroom dynamics) has been gleaned from many years of thoughtful
classroom experience.

These two new texts (Piston/DeVoto and Winold) provide
different options for those teachers convinced that a solid background
in common-practice harmony should form the core of a music theory
curriculum. Winold's is the more comprehensive and the more carefully-
worked out pedagogically. It includes extensive harmonic keyboard
and ear-training exercises not found in Piston/DeVoto. Winold's
summaries of progressions and part writing will be handy references for
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any teacher; the basic progressions, notated in C major and C minor at
the back of the workbook for Volume II, could form the backbone of any
keyboard harmony class. Piston/DeVoto/5 gives the teacher more
material (exercises, musical examples) than in previous editions;
Winold gives so many possibilities that, at least in the harmony
chapters, the problem will be one of choosing and simplifying, rather
than expanding and elaborating.

Benward's Music in Theory and Practice and Henry's Music Theory
are texts written for a much different sort of undergraduate theory
curriculum, one that assumes that harmony study will be immediately
combined with, or preceded by, study of other musical elements. An
early text of this sort, covering melody, counterpoint, and form as well
as harmony, was Materiab and Structure of Music13 (first edition 1966).
Later texts, such as those by Cooper and then Baur,14 have added more
historical background or even a chronological presentation of
materials. Benward's text first appeared in 1977 and has undergone
various changes through its three editions. The two volumes include
all the topics of Materials and Structure, plus stylistic information
about music ranging from Renaissance polyphony to American popular
song, blues, boogie, and jazz. Benward, however, clearly aims at less
sophisticated students and less experienced teachers than do other
integrated books. As in previous editions, much of the presentation is in
outline format: theoretical materials combined with a music
appreciation overview. Sentences are short. Vocabulary is unchal-
lenging.

One positive feature for many is the very complete instructor's
manual: syllabus, lecture notes for each chapter, classroom procedures,
answers to each assignment (even the simplest), bibliography, and
review quizzes with answers. In short, the texts may be useful for the
busy teacher who is not a theory specialist and who is confronted by
minimally-prepared students. Even in such a pressured situation,
however, the teacher should examine Benward's book critically.
Although many things about the book are helpful, some of the ideas
presented are misleading, if, in fact, not actually wrong.

The third edition retains the first chapters on fundamentals,
useful for establishing a basic musical vocabulary. A unit on 'The
Anatomy of Harmony" is followed by chapter 4, "The Anatomy of
Melody." In the second edition's chapter 4, Benward defined step
progression and explored structural tones ("a melody tone of maximum
importance" produced by its position, register, or by durational and
dynamic accent15), secondary tones, and embellishing tones. (Compare
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Hindemith's ideas on melody, and the terms presented in Materiab
and Structure: basic pitches, secondary pitches, decorative pitches.) In
Benward's third edition, however, Chapter 4 is newly written by H.
Lee Riggins and attempts to examine the structural line of a melody by
reference to Schenker, although melody is completely separated from a
harmonic context. Structural tones are now defined as 3-2-1, 5-4-3-2-1,
and 8-7-6-5-4-3-2-1 patterns (Riggins does not use carats to indicate
scale degrees). Secondary tones and embellishing tones have become
prolongational and secondary prolongational tones, indicated by
different-sized noteheads and various slur markings.

It is hard to see the point of this chapter, since clearly it is not a
complete nor very accurate presentation of Schenker's ideas. Nor does
Chapter 4 relate to the rest of Benward's text. The most obvious
disjunction is the beginning of Chapter 5, in the third edition identical
to the beginning of Chapter 5 in the second edition: "In the previous
chapter, the function of melodic tones, the interaction of structural,
secondary, and embellishing tones with step progressions, and the basic
point and direction of melody were discussed."16 This is not true in the
new edition, and worse, the definition of "structural" has been
completely changed. Benward later makes a few passing references to
searching for a 3-2-1 line, but in no way does the new chapter 4 give
students tools for understanding Schenkerian hierarchical levels or for
performing melodic structural reduction. Teachers would be better
served by using Chapter 4 from the second edition or, for a structural
approach, referring students to books such as Aldwell/Schachter or to
articles such as the summaries by Forte and by Beach.17

Presumably at the request of those teachers who use the book,
Benward has added to the third edition more chorale phrases,
beginning in Chapter 7 of Volume I and continuing throughout much of
Volume 2. Figured-bass exercises and additional harmonic completion
problems occur at the ends of chapters. He has also added to Volume I a
chapter entitled "Shorthand Analysis: An Alternative Analytical
System," a chapter that is slightly expanded in Volume II. The goal of
this system is harmonic reduction and the identification of "target
chords." Students reduce the musical context to root-position, closely-
spaced chords, written in the bass clef, a Rameau-like fundamental
bass that includes the entire chord instead of only roots. Voice leading
and spacing are ignored and chords are usually labeled without
inversions (although here Benward is inconsistent). The reduction is
examined for root motion and possible modulations and is further
reduced to target (goal) chords; various symbols identify certain types
of harmonic direction and motion. Benward is clearly aiming at a
larger, more structural understanding of harmony, certainly a laudable
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goal that should be a vital component of any functional harmony class.
His system, though, does not allude to harmonic levels as such
(reductions and further reductions are not related by being placed on top
of each other or by showing any type of hierarchical interdependency).
And by disregarding voice leading, the bass clefs are disconcertingly
full of parallel fifths and unresolved sevenths. Teachers may find the
shorthand system helpful as a first step for students; but perhaps more
elegant reductions can be demonstrated in class.Benward continues to cover a wide variety of subjects in the two
volumes. The first volume, in addition to melody and diatonic
harmony, presents chapters on instrumentation, style periods, two- and
three-part form, and American popular music. Volume 2 covers
chromatic harmony and specific styles and forms (Renaissance
polyphony, eighteenth-century counterpoint and fugue, variations,
sonata allegro, rondo, and twentieth-century music), with chapters on
general procedures followed by Benward's analysis of a specific piece
and complete works for the student to analyze. Some of these chapters
are very general and teachers should be aware of potentially
misleading statements. Chapters 9 and 10 in Volume I, as in previous
editions, are particularly sketchy, since in seven pages they cover style
periods from the Renaissance to the present including a parametric
checklist, with short definitions, to be used for stylistic analysis.

Teachers should skip Benward's explanation of set theory in
Volume 2, Chapter 22, presented in conjunction with a study of Bartok's
"Chromatic Invention" (Mikrokosmos No. 91). Benward mentions
Leibowitz, Babbitt, and Forte, and proceeds to definitions: "The atonal
(nontonal) analysis system is know as set theory and is based on any
ordered collection of pitch classes." "The term set means an ordered
group of pitch classes such as C, D, and E."18 Compare Forte's
definition: "The pitch-class set is an unordered set and differs
basically, for example, from the ordered 12-tone row, in which
considerations of order-position are crucial."19 Benward is confusing
ordered and unordered collections and continues by introducing his own
definitions of normal order and prime form. Any teacher who wishes to
present set theory as a possible analytical tool should send students
directly to sources such as Forte's own summary.20

In this third edition, Benward has retained his broad coverage,
both of musical styles and of elements studied. The text has been
popular with some teachers because of its straight-forward style and
the guidance given to the teacher. Benward explains basic material
clearly; students learn functional harmony quite well and get at least a
smattering of musical styles and compositional techniques ranging from
the sixteenth century to the present. The third edition offers more
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harmonic exercises and presents a harmonic reductive analytical
method that students and teachers may find useful, particularly as a
first step. The volumes appear to have fewer mistakes than in previous
editions. However, in his attempt to include references to currently
popular analytical systems, Benward has missed basic concepts of both
Schenkerian analysis and of set theory and clearly has not integrated
either system with other topics. Teachers should ignore the
methodological parts of this text, referring the students, if the systems
are introduced, to primary sources. Benward's analyses and stylistic
overviews will also need to be clarified and amplified by the
conscientious teacher.

Earl Henry's set of books, Music Theory, is an alternative for those
teachers presently using Benward, Materials and Structure, Cooper, or
Baur. The two volumes combine text and workbook; each chapter
contains short drills and longer analytical and compositional problems.
Study guides provide more background information, supplementary
exercises and answers, and study questions in both a programmed and
open-ended format. An instructor's manual contains a course syllabus,
notes and suggestions for the teacher, and sample examinations,
although it is much less extensive than Benward's guide. The study
guides and instructor's manual appear to be notes directly from a word
processor (or even a typewriter!) and need to be proofread again. The
first two pages of the instructor's manual, for instance, include at least
five mistakes in the text.

The text volumes, however, are much more carefully written and
produced. Henry's style is clear and direct; he often manages to
summarize complex ideas without missing the main points. His
approach emphasizes the historical context of each subject, in a more
expanded and organized way than the one-volume Cooper text, and
from the beginning students are urged to analyze actual musical excerpts
and to compose their own. The first volume begins, as does Benward,
with fundamentals, but moves, very quickly, into two rather detailed
chapters on rhythm that demonstrate Henry's approach: rhythmic and
metric terms are defined and illustrated in music ranging from a
thirteenth-century motet to Bernstein's West Side Story. Students are
given a complete checklist for analysis and are asked to contrast
rhythmically-different examples. They are also asked to compose a
work for percussion ensemble.

Volume I continues with chapters on the tonal system, modulation,
and form and analysis, including two chapters on melody and one on
binary and ternary form. Henry points out that, although he presents
an overview of chords and tonality, part writing and harmonization
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are delayed until the second volume. This underemphasis on harmony
is one of the distinctive (and many teachers will say disturbing)
features of the text. Where Winold's texts might be regarded as
"harmonic overdose," Henry's volumes can certainly almost qualify as
"harmonic starvation." Winold's detailed rules have been reduced in
Henry to a one-page checklist for four-part writing; chord-connection
guidelines are simply "Obey 'Law of the Shortest Way'."21 As Henry
laconically comments in the instructor's manual, "Instructors who want
to emphasize part writing in the freshman year will need to furnish
supplementary materials."22

Volume 2 begins with eighteenth-century style (fugue, tonal
counterpoint, chorale harmonization, figured bass, and variation).
Here part writing makes a rather brief appearance. Henry continues
with chromatic and romantic materials (including chapters on the
sonata and rondo) and 100 pages on the twentieth century. Again, he
combines historical perspective, analysis of extended musical excerpts,
and open-ended composition projects, with a few short drill problems
added along the way. Although Henry covers basically the same
territory as Benward, the books are less harmonically oriented,
emphasizing general understanding, analysis, and individual
creativity rather than drill or harmonic reduction. Henry also avoids
the specific stylistic and composer-oriented information presented in
Benward and does not include sixteenth-century polyphony nor
American popular music, although there is a short appendix on "The
Materials of Jazz." Many of the explanations in Music Theory are
interesting and musical, but they would have to be supplemented by the
teacher with more rigorous exercises and additional discussion.

Henry is different from Benward, too, in the theories he
introduces. While Benward dabbles unsatisfactorily in Schenker and
[Forte's! set theory, Henry presents clear summaries of his theoretical
underpinnings and integrates them into the text rather well. It is the
choice of theories that is surprising: Henry chooses those popular at
influential music schools 30 or 40 years ago instead of 3 or 4. The
explanation of tonality (Volume I, Chapter 7) depends on "the theory
of primary function" (Henry references Ratner, 196223) and on McHose's
"theory of chord classification" (McHose, 194724). McHose's ideas
reappear in Chapter 3 of Volume 2 (harmonization of chorale
melodies), although fortunately Henry uses the Roman numeral
symbols and cadence symbology of Kostka/Payne rather than that of
McHose.25 The twentieth-century section presents chord analysis and
concepts of set theory, as explained by Howard Hanson.26 Students are
asked to calculate "chord chemistry"; the results, of course, are the
same as interval vectors. For example, P^M^N^SDT equals [113221],
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the vector for Forte's set 5-32, since each method summarizes the
number of appearances of the six interval classes, although reported in
different order. Henry spends quite a bit of time on chord chemistry; he
also explains and drills on concepts such as set transposition and
inversion (ordered and unordered), inclusion, and complement.

Hindemith's ideas are also represented in the text, not
surprisingly, since Hanson's ordering of intervals matches Hindemith's
in Series 2. In Volume II Henry discusses Hindemith's chord roots, table
of chord groups, and harmonic fluctuation.27 Excerpts by Bach, Chopin,
and Hindemith are analyzed in Roman numerals and with
Hindemith's and Hanson's symbols (none of the three systems makes
sense as applied to Chopin's E minor Prelude!). Hindemith's melodic
analysis is a part of Chapter 13 in Volume I (Applied Melodic
Principles: Analysis and Composition). The terms structural pitches,
secondary pitches, embellishing pitches, and step progression are all
related to Hindemith's method of determining melodically prominent
notes. (These are the very terms that have disappeared from
Benward's melodic chapter in his third edition.) Henry also employs
cadential terms similar to those in Materials and Structure: terminal
and progressive cadences (although fortunately not transient terminal!)
appear briefly in Volume I, Chapter 8.

These books by Henry thus represent an analytical-historical
approach to music theory that emphasizes examining and composingmusical excerpts from the beginning. The texts also present specific
theoretical approaches in more detail than is usual in beginning books.
The questions teachers will raise about this series are not ones of
confusion or inaccuracy; they are ones of balance, emphasis, and choice
of theories. One could imagine a lively course based on Music Theory,
especially if the student group were rather small and the teacher
creative and sympathetic to the theoretical concepts presented.
However, this series will not be for everyone.

The four books reviewed here range from ones that place common-
practice harmony at the center of theoretical study to those that place
it in the context of many other types of music and musical elements.
Pedagogical approaches vary from following strict rules to expressing
minimally-guided compositional creativity. Theoretical systems are
ignored or appear in some detail—explained and integrated into the
texts with varying degrees of success. Finally, however, a good theory
curriculum does not depend on the answers found in the newest text. It
depends on musical, well-informed, and enthusiastic teachers,
interacting with motivated, conscientious, and able students. These
factors help to guarantee that, whatever the choice of text, the study
of musical structure will be continually fascinating and challenging.
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THOMAS BENJAMIN, COUNTERPOINT
IN THE STYLE OF J. S. BACH

(Schirmer Books, 1986)

Theodore O. Johnson

In dealing with textbooks on eighteenth-century contrapuntal
style, authors traditionally must face two broad decisions, one of which
concerns how much emphasis—if any—to place on the species approach
popularized by J. J. Fux in 1725, and the other, how much to place on
music by J. S. Bach in relationship to that of other Baroque and Classic-
period composers. Good textbooks based on species or modified species
have been contributed by various authors, including Neale B. Mason
(Essentials of Eighteenth-Century Counterpoint, Wm. C. Brown, 1968),
who confines himself to the music of J. S. Bach, and Kent Kennan
(Counterpoint, Prentice-Hall, 1987), who does not. Thomas Benjamin,in Counterpoint in the Style of J. S. Bach (which credits both of these
authors in a brief bibliography), has selected the so-called direct
approach, although intermittent references to note-value ratios, such
as 2:1, 3:1, and 4:1, pay slight homage to species, which is referred to as
"unnecessarily abstract, unmusical, and inefficient" (p. xii, under
"Notes to the Teacher"), and he has, as the title suggests, restricted
musical examples, other than those that are evidently author-
composed, to the music of J. S. Bach.

The wisdom of his choices—which will receive no argument from
this quarter—is perhaps best underlined by an observation that variety
of approach can be welcome, particularly since Bach himself is
reported to have "avoided using 'species' in teaching counterpoint,"1
and a reminder that Bach's contrapuntal music makes an ideal model
for students to emulate, because it is unsurpassed in quality and rich in
available literature, including the otherwise rather sparse literature
for just two voice parts. The author does, however, periodically
acknowledge the Schenker-oriented generation by providing a certain
amount of reductive analysis, which some will find instructive.

Counterpoint in the Style of f. S. Bach is replete with examples
taken mostly, but not entirely, from Bach's keyboard works, and is
packed with information and insights that reveal its author to be an
observer having real concern for the welfare of the student. An
outstanding job has been done of anticipating certain pitfalls, pointing
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COUNTERPOINT IN THE STYLE OF J. S. BACH

a long (100-page) anthology, which focuses heavily on fugues from both
volumes of the Well-Tempered Clavier but also contains many items
from the French and English Suites, Inventions, and Goldberg
Variations, as well as other celebrated keyboard and non-keyboard
pieces. An index concludes the book.

Occasional questions concerning organization arise. For example,
the few comments made about augmented-sixth chords, as such, appear
under "Chromaticism in Two Voices" (page 97) and nowhere else in the
book, except in the review of harmony in Appendix I, despite the fact
that not even the Italian-sixth chord, much less the German- or French-
sixth chords, can be realized within a two-voice texture unless implied
by the interval of an augmented sixth (a rare-enough occurrence) or
simulated through some means such as arpeggiation, and the one
example cited, from the Art of the Fugue, in fact, exploits a four-voice
texture. (Other, seemingly out-of-stride, circumstances—resulting in
the employment of four-voice illustrations during a discussion of two-
voice counterpoint—carry more logic.) Augmented-sixth chords are
used "sparingly" by Bach, as the discussion points out, and one will
search in vain for them in both the Three-Part Sinfonias and Two-Part
Inventions; but, as might be expected, more of the four-voice works
feature them, including some fugues from the Well-Tempered Clavier
(Number 8 from Volume II has several).

Multiple inclusion of certain musical examples seems
unnecessary—such as the Menuet from Bach's French Suite III, shown in
part on page 3, in larger part on page 49, and in complete form (minus its
accompanying Trio) on page 103; or the D-minor Invention (Number 4),
the same portions of which show up on pages 143,146, and 160. Another
instance of less-than-effective space utilization results on pages 63-64,
where an earlier musical example and its verbatim graphic reduction
from page 4 are reprinted.

The importance of sequence is vividly recognized in chapter 1
("Line and Other Elements of Style"), where it is discussed as "the most
frequently used device for development in the music of Bach and his
contemporaries" (page 35), but its definition has been relegated to a
footnote, where it could give the impression that understanding
sequence is peripheral to its use. In the definition itself, which like
many authors' definitions is incomplete, there is nothing to preventsome careless student from, say, viewing a one-bar melodic idea, in
measure 30 of a given piece, as supplying the second stage of a sequence,
the first stage of which lies back in measure 2, or from talking about an
oboe line as sequencing a clarinet line, because one essential condition
has not been reinforced (immediacy of restatement, to distinguish it
from return after intervening material), and another has been omitted
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(reappearance in the same voice part, to distinguish it from imitation).
One could even construe octave repetition as sequence and not strain the
boundaries of the definition.

In later chapters, this extremely important device (of both
homophonic and contrapuntal music) is taken up but in a somewhat
perfunctory manner involving mostly analysis, without many helpful
hints about how it can be constructed owfside the framework of the
individual line, and although it is, of course, a single-line affair, most
problems students encounter in dealing with sequence relate to its
construction within a two-voice or multi-voice texture, a formidable
contrapuntal challenge made no easier by the apparent ease with
which composers of every stripe have managed to make it sound
natural and inevitable.

The Neapolitan chord is identified (page 96) as "a highly
charged sonority for this style," but since this sonority—a simple major
triad—is not particularly unusual or distinctive in itself (as opposed to
a sonority such as the French-sixth chord, which occupies 2/3 of the
whole-tone scale), perhaps some mention that the Neapolitan chord
receives its charge purely from context would have been appropriate. A
later statement, "Neapolitan chords may alternatively be heard as iv,
with chromatic neighbors" (page 199, note 2), may be true with regard
to the example under discussion on the previous page, but not, as it
implies, with Neapolitan chords in all other circumstances.

Nonharmonic tones are initially taken up in chapter 1, dealing
with the wnharmonized melodic line; and, although this does not pose
much of a problem, Exercise 3 on page 33 directs the student to "locate
and identify the nonharmonic tones in the examples beginning this
chapter," something not always possible without a supporting line
(Example 1-5's tied notes, for instance, are treatable as suspensions or
chord members). Nonharmonic-tone identification is often somewhat
touchy because of the lack of standardization in terminology. What
some call changing tones, Benjamin calls double neighbor tone, and his
incomplete neighbor tone is illustrated (page 32) along with the
appoggiatura, which it resembles, almost as if to belie its own label.
The suspension, accented passing tone, and appoggiatura are cited (page
69) as "the only accented nonharmonic tones," but some might want to
add the neighboring tone, which sometimes appears accented, to this
list.

Statements regarding the suspension (pages 69-71) inform us that
the suspension dissonance can be situated only on the strong beat of a
measure; however, placement exclusively—or almost so—on the strong
beat is a Renaissance, not a Baroque, phenomenon; and, although a
majority of suspension dissonances in Bach's music may well fall upon
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strong beats, one does not have to search far at all to discover numerous
weak-beat occurrences, resolved within the beat, of course.

Discussion of the 6-5 upper-voice configuration as not involving a
true suspension in two-voice counterpoint seems reasonable, except
perhaps when it is placed in a syncopated passage along with other
obvious suspensions (as in measures 33,35, and 37 of Invention Number 6
in E major), but the given reason why, "as the sixth is not a dissonance,
and therefore little used (page 70), tends to contradict the reasoning
behind a correct earlier statement (page 69), "Not all nonharmonic
tones are dissonant." Also, after a cautionary remark about "using a
suspension to attempt to avoid an incorrect parallelism" (page 71), the
accompanying example (page 72) exhibits a 6-5.

Exclusion of the 6/5-4 suspension later, during a discussion of
nonharmonic tones in three voices (and, by extension, four voices, since
not much separate material to speak of is included on nonharmonic tones
in four voices within chapter 12 on four-voice counterpoint) is more
serious than exclusion of the 6-5 figure under two-voice suspensions, for
this cumbersome-to-label device—which is something of a cliche in
sixteenth-century music—shows up with some regularity in the
contrapuntal music of various later composers, including Bach (for
example, in Sinfonias 1, 7, 12, and 13; Fugues 14 and 24 from the first
volume of the Well-Tempered Clavier; and Fugues 5, 8, 9, 22, and 23, as
well as Prelude 16, from the second volume).

Like other authors on the subject, Benjamin discusses two-voice
invertible counterpoint in terms of the single octave, tenth, twelfth,
and double octave (fifteenth) without going any further, a procedure
that makes sense only up to the twelfth if one considers—as many
do—the octave to include multiples of the octave as well as the single
octave, but if the double octave is to be included for more precision why
stop there? The triple octave (twenty-second) is by far the most
common interval of inversion in the Two-Part Inventions, and there are
some passages (in Inventions 4, 6, and 11) exploiting the quadruple
octave (twenty-ninth!). Some confusion reigns (page 110) when double
counterpoint, a specific term, is equated with invertible counterpoint,
properly a generic term that includes double and triple counterpoint, in
order to avert confusion with melodic inversion, and later (page 206)
where a redundant-sounding title is employed, 'Triple (Triple
Invertible) Counterpoint," as opposed to "Double (Invertible)
Counterpoint" before.

The discussion of three-part invertible counterpoint states, "Thus,
three contrapuntal lines, A, B, and C, should sound equally good in all
six possible positions." It comments next, however, on the unlikelihood
of all six being used, and later (page 207) refers to what is called semi-
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invertible counterpoint, in which only four of the six are used, as a
means of avoiding unidiomatic forms of second inversion, suggesting
that the unlikelihood of all six appearing could have something to do
with the possibility that they may not always sound equally good.
Occasionally all six manifestations do appear, as in Sinfonia NumberThree in D major, a prize specimen, which might have been useful by
way of example here, for none of chapter nine's passages illustrates the
full potential of triple counterpoint. Minimally, the reader could have
been directed to pages 375-376 in the Anthology, where the D-major
Sinfonia appears in its entirety. (Generally, the Sinfonias have been
somewhat slighted in favor of the three-voice fugues.)

In discussing the infinite or circular canon (page 128), the remark,
"one of the canons in The Musical Offering is of this type," is somewhat
misleading, because two—not one—of the canons from this work are
actually identified by the term "Canon perpetuus," and for all intents
and purposes, several of its other canons are also perpetual. One
wonders, in fact, why the extremely sophisticated canons of The
Musical Offering have been given such lean consideration given the
amount of emphasis placed upon canon during both the sixth and ninth
chapters.

Benjamin consistently applies the term theme to generating ideas
of the Two-Part Inventions, a term some might dislike, especially to
designate a very brief thought consisting of only a half measure's
melodic material (as in Inventions 1, 7, and 13). Like others who make
a distinction in terminology between the raw material of an invention
(or sinfonia) and that of a fugue, he fails to support the distinction
with any concrete reason; later, in fact, several remarks call attention
to similarities between inventions and fugues (without underscoring any
obvious differences, such as the one relating to the presence or absence of
an accompanying line along with the very opening entry): "The main
theme of a fugue is called the subject. It is analogous to the theme of an
invention" (page 219). The point is reinforced later (page 221):

Fugue subjects, like invention themes, come in a variety
of lengths and types, but all possess some of the same
characteristics. . . . There is, in fact, no clear distinc
tion to be made between an invention theme and a subject
(which we will call S) other than to say that most sub
jects are longer; are more complex in rhythmic, melodic,
and harmonic structure; may modulate; may be sequen
tial; and may be in two distinct sections.
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The problem of grammatical clarity (most subjects . . . may
modulate) is compounded by one of content, since a pretty good case has
been made for doing other than what has been done in terms of labeling.
Resistance to the term subject for long ideas that generate inventions
(such as Numbers 5, 9, and 14), but not short ideas that generate fugues
(such as Numbers 17 and 22 from WTC I, or Numbers 2 and 9 from WTC
II), does not always make sense, and it would seem best to apply this
traditional term whenever the musical conditions are appropriate—be
the piece a fugue, sinfonia, or invention—and do the same with the
term motive, a term with which all the inventions' opening ideas
frequently get stuck. Note 2 on page 145 (which explains why the term
motive is not applied even to the briefest of generating ideas in the Two-
Part Inventions) causes one to speculate about just how short an idea
must be in order to qualify.

It is not true (page 146) that in the Two-Part Inventions, "the
imitation is at the octave (except for No. 10, which imitates at the
eleventh below, on the dominant)." Five of the fifteen inventions
(Numbers 5, 10, 12, 14, and 15)—not just Number 10—employ initial
imitation at the dominant, in every case manifested by the lower
eleventh, except when tonal adjustments are made (as in Number 10) to
create partial imitation at the lower twelfth, usually (but not in
Number 10) with an accompanying modulation into the dominant key;
therefore, a later statement (page 149), "it [the episode] serves the
function of a modulatory passage, leading away from the tonic key
which unified the exposition tonally," is not entirely accurate. In fact,
one of the inventions using opening imitation at the lower octave
(Number 11, in G minor), has an exposition characterized by tonal
ambiguity rather than stability, by virtue of its employment of the
augmented, as well as the perfect, octave.

Another potentially misleading statement, at least insofar as
certain bodies of literature are concerned, is found on page 89, with
regard to the simultaneous cross relation (double inflection), "isolated
instances [of which] may occur in slow, highly chromatic movements."
This somewhat extreme chromatic device shows up only five times
throughout the Inventions and Sinfonias, in Inventions 6 and 12, and
Sinfonias 1, 2, and 12, none of which could accurately be construed as
truly slow, and only one of which comes close to being highly
chromatic.

The authentic cadence is stressed (page 155) as a section-defining
device in contrapuntal music—an obvious but sometimes neglected
thought that should be stressed—but recognition of other sectionalizing
means is somewhat limited until later (page 243). Invention Number 2
in C minor, for example, is dismissed (page 156) as less obviously
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sectional than certain other inventions, including its fraternal twin,
Number 8 in F major, because "it lacks strong internal cadences";
however, no specific mention is made—here, or on the two previous
pages alluding to the C-minor Invention (138 and 153)—of its structural
procedure, which involves not only a long opening passage in which thebass imitates the treble canonically, but an equally long continuing
passage in which the two voice parts are exchanged in invertible
counterpoint, so that a new canon, having the same key relationships
(in transposition up a fifth or down a fourth) results, with the treble
imitating the bass. This establishment of sections seems to be morethan enough to make up for the absence of a conclusive-sounding interior
cadence, such as that found at measures 11-12 of the F-major Invention,
which does not benefit from such extensive canonical parallelism.
Structural similarities among such seemingly disparate works as the C-
minor Invention and the ones in C major, E-flat major (to some extent),
and A major, tend to corroborate the point, for all have second sections
which in large part closely parallel their first sections—the first three
with invertible counterpoint, the last without; the C-minor Invention
with canonical procedures, the others without; and the C-major and A-
major Inventions with brief inserted passages, the other two without.
Of this particular group, only one (the C-major Invention) has a perfect-
authentic cadence between the two sections in question.

Note 3 at the bottom of page 145, which states, among other
things, that "the approach typified by [Invention] Nos. 1, 3, and 4 has
been selected as best approximating the conditions found in fugal
writing, and thus as the most useful preparation for it," might have
offered additional evidence of the author's thinking, for among all
fifteen Two-Part Inventions, only one—Number 10—opens with an
unaccompanied idea and employs opening imitation at the fifth, like
the typical fugue.

The term consonant fourth is brought in on three occasions (pages
182, 183, and 184), and always refers to an arrangement involving the
perfect fourth of a first-inversion triad created by the fifth sounding
below the root. Another term might have been more appropriate since
this could be confused with something quite different—the consonant
fourth expounded by more than one author in fairly standard textbooks
on sixteenth-century counterpoint, in which the fourth created by one
upper voice with the lowest-sounding voice, usually as part of a 6/4
sonority, is considered to have a consonant status in relationship to its
subsequent dissonant status as the fourth of a 4-3 suspension that is partof a 5/4 sonority.

Some who have taught for many years and steered their students
through the mazes of counterpoint, might take exception to the
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statement, "mastery of three-voice writing leads easily to mastery of
four" (page 172), for although it is generally true that "counterpoint in
four voices is no different in technique from that in three" (page 285),
the addition of that fourth voice doubles (from three to six) the
possibilities for unidiomatic successive perfect intervals, a point
suggested by the author when he writes that "there will be six pairs
(voices 1-2, 1-3, 1-4; 2-3, 2-4; 3-4)," as opposed to three pairs in three-
voice counterpoint. The novice at four-voice counterpoint can find this a
difficult condition with which to come to grips. The related problem of
achieving linear independence results because four voice parts tend to
unite into familiar vertical sonorities—what Piston has described as
"contrapuntally... a defect rather than a virtue."2

Counterpoint in the Style of J. S. Bach is not without printing
problems and typographical errors. On page 250, for example, the
reader is referred to "pp. 000 ff."; at the bottom of page 195, chapter 8's
Cumulative Exercise 10 drifts off in mid-sentence; and on page 239,
crowding interferes with the clarity of Example 10-20. Editorial
revisions are needed on various pages: 3 (the final sentence); 20 (the
penultimate sentence); 51 (the last paragraph's second sentence); 162
(the bottom line); 247 (the first sentence); 305 (line 3); 333 (item a); and
444 (the index item on Sinfonia 9) to cite some of the more obvious items.

For the most part, points are communicated in an unintimidating,
easy-to-understand manner; however, the writing style frequently
exhibits carelessness in such a way as to distract from the subject at
hand or to convey a meaning not intended. On page 61, the perfect
fourth, itself (as opposed to one of its two ingredients), is said to be
"usually heard and treated as a nonharmonic tone" (a thought
compounded on page 208). On page 65, reference is made to doubling an
accidental (rather than the note affected by an accidental). Certain
other passages speak for themselves:

"Even when the same materials are not literally shared, as they
would be in imitative works, still both voices will share the same
general thematic content, especially when both are of equal
importance" (page 51).

"The T is a strongly directed scalar shape, starting on the
downbeat on tonic" (page 146).

"As Bach rarely uses canon in three voices as a developmental
device as it is difficult to sustain successfully, we will not dwell long on
it" (page 215).
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"The more voices, the narrower the range of the subject, avoiding

crossings and other complications" (page 222).
"Where the A is real, there is no dependable way of

distinguishing S from A in such passages" (page 259).

This list of sentences does not single out isolated, inadvertent slips
of the kind any writer might occasionally make. It focuses on a
pervasive problem that, unfortunately, conveys the impression that
the author does not consider presentation as important as content.

The writing is sprinkled with apt, imaginative terms, but the
penchant for abbreviations (such as 'T" for theme, "CT" for
countertheme, "ME" for middle entry, etc.) contributes to inelegance, as
does the outline style of sentence construction, which sometimes invades
the actual text. Enumerations having an ungraceful follow-through
with their introductory material (as on page 183) or constructional
inconsistency (pages 40-41) cause other problems. Additionally,
parentheses are not always employed as effectively as they could be:
"Observe, in Ex. 9-3, a reduction of Ex. 9-1, mm. 1-5, the highly
directional structural (passing motion) lines, the descending chromatic
lines (I to V), and the simplicity of the overall tonal/linear
organization" (page 199). Other disconcerting practices involve such
matters as the pluralization of certain nouns that do not really require
pluralizing ("relative motions," "imitations," "counterpoints," etc.)
and obsession with note as an imperative verb (rather than a musical
symbol).

Nevertheless, the book has many strong points, not the least of
which include exhaustiveness of detail within a wide range of topics,
effective employment of musical examples, an underlying current of
energy and enthusiasm that could easily be contagious for the student,and explanations that back up rules with reasons for their use.
Benjamin's understanding of the compositional process comes across
whether he is discussing the need for a delicate balance between the
establishment of sections with appropriately strong cadential patterns
or the continuity between sections by the subtle weakening of those
same patterns (pages 17, 159, etc.); outlining the simple foundations
that often lurk behind surface detail (page 201); or emphasizing the
multi-faceted function of a musical event, for example, the intervening
connecting passage (i.e., codetta) usually found between the second and
third entries of a fugue—a passage that may exist not only for obvious
modulatory purposes, but also "to avoid excessive predictability and
regularity in the entries" (page 239) and to bring about "preliminary
confirmation and development of motifs" (page 240). The importance of
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rests, "the windows and doors of music, letting in air and light" (page
177), is not lost upon him as it is upon certain other authors, nor is the
combined aspect of rhythm, which is illustrated several times in charts
showing the composite effect of all voice parts.

The student is kept on course by intermittent reinforcement of
salient points, step-by-step models that pave the way for a gradual
acquisition of the craft, and error-detection exercises, which (except
when errors are overly basic) offer a valuable point of departure for
classroom discussion. The anthology is unique, supplying—along with
the numerous passages from the text, itself—far more music than can be
found in any competing book and therefore alleviating one problem for
the teacher, who is still free, of course, to provide supplementary
material.

The musicianship of this author, especially in its emphasis on
aesthetic and expressive factors that go beyond mere "correctness" of
pitch, rhythm, or interval, is evident throughout the book (he
frequently stresses, for example, that the structure of music involves
long-range considerations having to do with shape, growth, climax,
process, and flow); and it is clear he is sensitive to the psychological
effect that particular operations have on potential listeners. Such
concerns must surely exert a positive influence on the way the typical
student thinks about and experiences music in general, not just Bach-
style counterpoint.

One could argue endlessly regarding fine points of analysis, which
terms are most appropriate, and how best to communicate, but
ultimately a book such as this has to be measured on the basis of its
overall, intrinsic, pedagogical value. On this basis, Counterpoint in
the Style of J. S. Bach does constitute a viable alternative to its com
panion volumes dealing with the same subject.

NOTES

1 Hans T. David and Arthur Mendel, The Bach Reader (Norton, 1966), 39.

2Walter Piston, Counterpoint (Norton, 1947), 143.
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CORRECTION

The following corrections should be made in the article by
Nicholas Cook, "Arrangement As Analysis," JMTP (Spring 1987): 77-89.

1. In Figures 4 and 5, the top voice should be designated B-flat
clarinet (to make the whole-step transposition meaningful); and the
second voice for a single violin.

2. In the bottom two lines of page 81, the numeral 3 should be
preceded by a natural sign. On the bottom line of the same page, the
dash just before the parentheses should be removed and footnote number
2 should be inserted at the end.

3. In Figure 10, the piano part (which is meant to be compared
with, not played with the quartet arrangement above) should have a
key signature of one sharp throughout.

The Journal of Music Theory Pedagogy regrets these inadvertent
errors.
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