CHAPTER 12

The Pre-Dominant Refines
the Phrase Model

This chapter focuses on the pre-dominant’s special capabilities to-
d create variety and depth within the phrase model~~

enrich phrases an .
We will also explore the possibilities of the phrase model emerging

. . o
through an additive process, creating phrases of eight, twelve, and ev

fourteen measures.
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THE PHRASE MODEL IS central to tonal music. Composed of goal-oriented har-
monic progressions and melodic structures, phrases are complete, organic entities. The
ordered harmonic functions of tonic, pre-dominant, dominant, and return to tonic—and
their accompanying contrapuntal expansions—underlie the musical phrase and provide it
with a simple yet remarkably rich and powerful structure on which composers have relied
for over four centuries.

In this chapter we explore important refinements in the phrase model and will learn
that each of the five refinements depends on the expanded role played by the pre-dominant
function. We will:

- Revisit pre-dominant triads to discover that composers enrich them by adding
sevenths, which create nondominant seventh chords.

. Learn how the pre-dominant can partner with the dominant to expand the
tonic. Such embedded phrase models add a new level of musical interest, sophis-
tication, and structure to the phrase.

. See that these same compositional techniques used to expand the tonic can be
transferred to structural cadences that close phrases. Such contrapuntal cadences
permit a subtler means of musical closure.

. Explore how the pre-dominant function itself can be expanded in precisely the
same ways that tonic and dominant can be expanded: by adding less-important
passing and neighboring chords.

. And finally learn that phrases often complete their dramatic trajectories in a
series of stages, a sort of additive process, whereby each component functions
as a subphrase. These subphrases often create phrase lengths that far exceed the
common four-measure model.

NONDOMINANT SEVENTH CHORDS: IV7 (IVS) AND ii” (ii$

Just as a diatonic seventh can be added to the V triad to create V7 in both major and minor
keys, so too can a seventh be added to the pre-dominant ii and IV triads. Example 12.1A
shows how ii becomes ii” and IV becomes IV’ in major. Example 12.1B shows how ii°
becomes ii*” and iv becomes iv” in minor. Example 12.1C shows the first measures of one
of Chopin’s nocturnes, in which he presents the cadential progression ii’~V’—I. Notice
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the tension created by the abrupt and unprepare
following V7 chord sounds more like a resolution t

d entrance of the ii7 chord. Further, the
hat discharges the tension of the i’ than

a dissonance.

A. ii and ii’ in major
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C. Chopin, Nocturne in B majot, op. 62, no. 1

Andante

dolce legato

i eventh
seventh chords fall into a broad category of nondominant s

i ior—minor) or leading’
hords—the chords in this category do not have a dominant (major—minor)
C J,

diminished) seventh-chor i v ords €
ini ity. Nondominant seventh ch

i shed) s h-chord quallty.

out ) provide color and contrast a0

These pre-dominant

tone (diminished— . !
widely used throughout the common-practice period; they

are generally easy to implement.

Supertonic Seventh Chords (ii’)

Tn general, pre-dominant seventh chotds occur in all forms and inversions; llloxivgvgri,nusmtes
mcigst com,mon type and inversion of nondominant seventh c:l;}c:rds}.1 E)((iamp e ;ed nak

ition ii how the seventh of the chord is prepated V2
ii¢ and the root-position ii” chord. Note ‘ i cho
o iig lete but that t

hat the ii¢ chord is comp
ith a P) and resolved (R). Also note t : ' - o

:)V::litsath()a fifth and doubles the root to avoid parallels with the preceding tonic cho
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Subdominant Seventh Chords (IV?)

The V7 chord, not as common as ii’, is a colorful sonority that may occur in root position
(Example 12.3A). Pay particular attention to the potential parallel fifihs between IV and
V. To avoid this part-writing error, IV7 is often followed by V7 (Example 12.3B) or the
cadential six-four chord (Example 12.3C). Doubling the root of IV? (4) and omitting the
fifth not only helps to avoid parallels, but also prepares the seventh of V. Finally, the IV§
chord, shown in Example 12.3D, typically resolves to a V¢ chord.
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Analyzing Nondominant Seventh Chords: Ear Versus Eye
Composers often highlight nondominant seventh chords by suspending one of their
chordal members. However, such suspensions can sometimes be misinterpreted as chord
members, thus rendering a roman numeral label incorrect.
Consider ii, a particular favorite of composers to which suspensions can be applied. In
Example 12.4A1 the voices of the tonic move simultaneously to form ii%. Because a form
of the tonic usually precedes ii§, 3 is the perfect candidate to suspend, since it displaces
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Part-Writing Nondominant Seventh Chords

1. You must prepare the seventh of the chord. The note that becomes the seventh
of the chord must be approached (in the same voice) by the same note (called
common-tone preparation and the preferred means of preparation) or by the note

step higher. (See Example 12.2A.)
:;I;i mlfst rgsalve (the seventg of the chord. As with the V7 chord, the seventh of
the nondominant seventh chord must step down in the next harmony. ’
. Chords'in inversion should be complete. Root-position seventh chords can omit
the fifth (and double the root) in order to avoid parallels. (See Example 12.2B.)

the chordal root of iif, 2, to create a 7—6 suspension, as shown in Example 12.§A2. Notice
that this suspended pitch (3) looks like it could be a chordal member not of a ii” chord, but
of a root-position iv/ harmony. However, it sounds like a suspension that resolves correctly
to the chord tone D (). As always, we must interpret music as it sounds and as those sounds
[it into the context.
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Examples 12.4B and C illustrate similar situations in two works by Schumann. Note
that the suspensions are part of the motivic fabric of each example; therefore interpreting

them in one context as chord tones but in another as nonchord tones is problematic,

WORKBOOK 1
'WORKBOOK 1

Assignments
12.1-12.2
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We have seen how musical events can coexist at various hierarchical levels, The tonal

progression of the phrase model is no different. Composers often incorporate a mini

“T-PD-D-T” model within a larger phrase modé‘liffhe “mini” model begins and ends

on tonic, thereby prolonging the tonic at the Beginning of the phrase.

EMBEDDING THE PHRASE MODEL

Embedded Phrase Model

“mini” model: T PD -D. T
phrase model: T —  PD D T

In order to accomplish this, composers weaken the first PD—D—T progression through the

use of inversions so that a listener will not confiise it with the actual cadence of the phrase
model. This progression can be seen in Example 12.5, where the tonic expansion includes
a mini, noncadential “T—PD-D-T” model.
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Such mini “T~PD-D-T” models, which we call embedded phrase models (EPMs), may
occur anywhete within the tonic prolongation portion of the phrase. Keep the following
in mind when analyzing a phrase with multiple T-PD-D-T progressions: - A second-level
analysis has just one overall T-PD-D-T progression for a phrase. Other occurrences of
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. ANT
1 the phrase are not cadential—they are EPMs and expand tonic, onata, op. 2, no. 3, Preludio, Largo

the following four important settings of EPMs: i

* Bxan., .6A places the dominant in a weak inversion and evades a cadence.

» Example 12.6B shows an EPM that affords great stability and balance between
outer voices. The example has a neighboring motion in both of the outer voices. It
also includes a common and important use of the iif chord, whose seventh (1) is
prepared and resolved in the bass. X

« In Example 12.6C, the bass downward leap of a third and stepwise return to 1 con-
trasts with the upper-voice neighboring motion. A . 7 _ ]

s Example 12.6D shows the progression from 12.6C in minor. Note that 6 and 7 are i -A
raised to avoid awkward melodic intervals in the bass. o L 7 - i
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C. Mendelssohn, Lieder ohne Worte (“Songs Without Words”), no. 20 in F» major, op. 53
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D. Corrette, Sarabanda in E minor for Flute and Continuo

Inm. 1, at the asterisk (*), which chord label is more appropriate for a tonic expansion: ii’ or vii®®?
*
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ANALYSIS
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WWW.OUP.COM/USILAITZ o ovide o two-level harmonic analysis for the following excerpts. Next, circle and |
preparation and resolution of nondominant seventh chords. - . =B
: « Phrase Extension

] : In Example 12.7A, we see a standard four-measure phrase model closing with a half ca-
A Bach, “O Welt, ich muss dich lassen ‘ dence. Tonic and dominant alternate in mm. 1-2, until i6 appears at the end of m. 2 and
A - signals the upcoming pre-dominant, which enters in m. 3 and moves to the embellished
g ' . , HC. This example is a recomposition of what Haydn could have done. In fact, Haydn
= extends his phrase to six full measures by evading the HC in m. 4 (Example 12.7B). He
! é ; does so by sustaining the bass pitch (C), which becomes the dissonant seventh in a Vi
chord. The chord resolves weakly to i, thus extending the tonic for two more measures

before cadencing on V.

abel the
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A. Haydn, Piano Sonata in G minor, Hob XVI1.44 (recomposed)

Allegretto
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CONTRAPUNTAL CADENCES

Structural cadences involve root-position dominant and tonic harmonies. However, com-
o . . . n
posers occasionally close phrases using inverted dominant and tonic harmonies, ofte

in order to save the powerful root-position V until a more dramatic and final-sounding

Zadence is required. Cadences in which’ ¢ither the dominant or the 't"(')\nici)(’?r/ 'lzoth) aj@
‘nverted are called contrapuntal cadences. Contrapuntal cadefces often inivolve the very
haimonies used in EPMs (e.g., I-IVE-VE-I) as well as others, including those shoW:l
in Example 12.8. Notice that not only V, but also vii*® participate in the contrapuft

motions.

Analysis and Interpretation

Example 12.8C presents the first vocal phrase from Schubert’s song “Die Krihe.” Thle1 ﬁzzt
three measures that expand tonic are followed by the very weak vii®i to close the p iad.
Clearly this four-measure excerpt has many of the hallmarks of a phrass: Both me Zny
and accompaniment descend over the course of the excerpt and close on 1 (the voice e
piano unisons dramatize the text, showing the crow’s attachment to the tired protag®
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by doubling—shadowing—the voice and piano at the unison). In the closing phrase, the
relatively weak vii°® chord (found more often in tonic expansions) could be heard as sub-
stituting for—yet functioning as—the dominant.

It is also_possible to view the four-

—_— _— N T e R U
therefore not a phrase, since there is no strong root-position harmonic motiofi from T
through D. Even such apparently simple decisions as whether a musical unit is a phrase or
matter of interpretation. ’

not often can become a
p——— T
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EXPANDING THE PRE-DOMINANT

Just as the tonic and the dominant can be expanded, so can the pre-dominant. An ob-

RS

vious way is to move from ii° to ii, or vice versa, creating a voice exchange, as seen in
o SRt o S e e 28 T et I

o TR

Example 12.9.
Recall the more subtle and important [V—ii complex technique used to expand the pre-
dominant described in Chapter 9. Pre-dominants may also be expanded through passing

and neighboring chords, in the same ways we have used them to expand the tonic and the
dominant. Consider four additional ways the pre-dominant can be expanded.
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EXAMPLE 129 Expanding the PD Through Voice Exchange: Beethoven
. Piano Concerto no. 4 in G major, op. 58, Allegro moderato.
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1: Passing Chord Between ii and ii (or Between ii® and ii)
I6 is an ideal choice for a passing chord between it and ii%. This works in exactly the same
manner in which vii* passes between I and I° Here, the 16 chord is subordinate to the
prevailing pre-dominant, given its weak-beat placement and role as subordinate chord
within a voice exchange. See Example 12.10.
Note: A weak I¢ can be used to expand the supertonic (i), but the reverse—ii® used to
expand the tonic—is not possible.

Expanding if Using I ss Passing Harmony
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2: Passing Chord Between IV and TV (or Between IV6 and IV) !
A passing 1§ chord helps to expand the pre-dominant IV. In Example 12,11 a2 passing ! :
chord occurs on a weak beat and is in the middie of the voice exchange.

3: Passing Chord Moving from IV® (IVS) to iié
Expanding the pre-dominant by moving from ITV* (IVS) to ii§ invokes both pre-domina®
harmonies through voice exchange. As you may remember, this technique embodies
other expansion of the Vi complex. The motion from IV to iif typically involves
passing six-four chord and a voice exchange. Notice the smooth voice leading in Examp
12.12: three voices move by step, and the fourth holds a common tone.
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4: Restate Tonic Material Up a Step

One other ic i
N wday-‘ to expand the supertonic is to restate, up a step, musical material that was
" eaty stated in the tonic. Consider Example 12.13, where the initial material in mm. 1-2
S . . ) .
peats up a step in mm. 5-6, expanding the supertonic (E-minor harmony) in mm, 5-7
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SOLVED/APP 5 Fond
D. Mozart, Symphony no. 36 in C major, “Linz,” K. 425, Poco adagio
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E. Mendelssohn, Lieder ohne Worte (“Songs Without Words”), no. 48 in C major, op. 102
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(The chromatically-altered pitch D in m. 6 creates a temporary leading tone that belongs
ec

ii ial dominant in m. 7. : .
to the E-minor scale.) The expanded ii leads to the cadential do ' l

EXERCISE INTERLUDE 7 =
ANALYSIS | SUBPHRASES

12.2  Analysis of Nondominant Seventh Chords, EPMs, Contrapuntal

_Acomplete phrase may comprise two or more smaller units called | subphrases A subphrase
WORKBOOK 1 Cadences, and Pre-Dominant Expansions . o, Circle and label the \ is a relatively __LQ@R:QI%(LQ_I_}E part (?f a phrase that is mark.ed by a pause (cgl}gigﬁc/aesuta)
T2 Provide a two-level harmonic analysis for the following hexcc‘f pts. : and/or by the repetition and variation of short yet relatively complete melodic gestures.
tion and resolution of any nondominant seventh chords. ‘ The eight-measure phrase in Example 12.14 divides into three subphrases. The first two

prepara SOLVEDIATD 5 , subphrases are both two measures long, and each ends with a caesura. The final subphrase

is four measures long and ends with a half cadence (thus ending the overall phrase).

A. Bach, “In allen meinen Taten” B. Bach, “O Haupt voll Blut und Wunden
. Bach, “Ina

P : ' : Pauses Without Subphrases

: The presence of a caesura does not guarantee the presence of a subphrase. For example,
in the opening of Example 12.15, the vocal line is clearly divided into two gestures.
However, a glance at the harmony reveals a single continuous harmonic motion over the
four-measure phrase. The V4 harmony in m. 8 functions as a bass passing tone between 1
inm. 7 and 3 in m. 9. This I° then leads to the pre-dominant-~dominant in mm. 3 and 4.
The contiguous stepwise-fifth ascent in the bass combined with a goal-oriented harmonic
progression and cadence in m. 10 results in a phrase that does not contain subphrases.

Subphrases Without Pauses
Conversely, there may be subphrases within a phrase, even if there are no caesuras pres-
ent. The eight-measure phrase in Example 12.16 moves from the tonic to a half cadence.
Despite the nearly continuous movement, the phrase contains three subphrases, the first
two are two measures long (delineated by their motivic structure), and the third is four
measures long. (Roman numerals reveal the self-contained harmonic motions.)
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Violino II

Violino II
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Violoncello
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Composite Phrases

Phrases that comprise three or more subphrases are called composite phrases. The phrases
in Examples 12.14 and 12.16 are both composite. Composite phrases—like all phrases—
contain only one Str}l‘i_t.‘.lﬁ"i‘.l.,.hﬂfﬂlQBj&,P.{Q&{iisiﬁ?ﬂ, and one cadence, but they are often
longer than common four-measure phrases, usually eight or more measures in length.
They give the aural impression of being composed in an additive stage-by-stage process
rather than as a single sweeping motion, which is why you need to be aware that these are
single phrases—with one cadence—rather than multiple phrases.

The two common types of composite phrases are distinguished in the way their har-
monic motion unfolds.

1. The harmonic progression unfolds gradually, with each subphrase’s melody
supported by a new harmonic function, as illustrated in Example 12.17. This
l4-measure phrase contains three subphrases, and a single goal-oriented
[-ii°-V-I progression underlies the entire structure.

- The harmonic progression stays on the initial tonic through most of the sub-
phrases, changing to PD, D, and T only at the very end of the phrase, as shown
in Example 12.18. Projecting this structure in performance enhances the musi-
cal drama considerably:

* Subphrase 1 ends in parallel tenths, surely a weak conclusion.

* Subphrase 2, while featuring a ii~V7~I ending, still feels more like the begin-
ning of a new phrase that is cut short with a T-PD-D gesture—more a harmo-
nization of the soprano melody 3-4-3 than an actual cadence.

* It is only with the deceleration of the melody to quarter notes and the trill that
the final subphrase brings the entire structure to a close in m. 8 (Example 12.18).
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subphrase 3
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Notice in Fxample 12.18 how Haydn balances the varying subphrase lengths with an
overall graceful symmetry. The last subphrase brings the melody back down from 3 to Its
resting place, 3. The symmetrical shape, and the harmonic and melodic structure of the

passage, ate summarized in Example 12.19.
* Identification and interpretation of both subphrases and composite phrases is often, if

not usually, a subjective enterprise. In fact, the interpretations of Examples 12.14-

{
]

[

e

12.18

are all debatable to some extent, and alternate viewpoints are certainly _,Eﬁ?i_lll_‘i'— .
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C. Haydn, Symphony no. 92 in G major, “Oxford,” Hob 1.92, Adagio
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A. Schubert, Symphony no. 9 in C major, Scherzo
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B. Haydn, Piano Sonata no. 29 in Eb major, Hob XV1.45, Moderato ‘ TERMS AND CONCEPTS
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caesura
composite phrase
contrapuntal cadence
embedded phrase model

* expansion’ of the pre-dominant

* nondominant seventh chord

® passing tonic

* subphrase
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CHAPTER REVIEW

1. Pre-dominant (or nondominant) sevenths by definition never include which two qualities of seventh
chords?

2. Summarize the guidelines for “Part-Writing Nondominant Seventh Chords.”

NEW CHORDS
3. Embedded phrase models (EPM) usually prolong which functional category of a phrase? . A N D N EW F O R M S

4, In a contrapuntal cadence, either the tonic or the dominant (or both) are in: + contie o exploe thephrase model e e pras o P i

: we complete our study of diatonic harmonies, including the submediant

a. root position b. inversion and mediant. We will learn how composets create larger formal structures
by combining phrases. We refine our understanding of how music is hierarchical and
present new techniques that reveal how harmony and counterpoint are interdependent.
We also incorporate more fully the psychological phenomena of expectation and ful-
fillment. Analysis continues to be an essential activity in learning how subphrases and
phrases can be strung together, but other skills also will be necessary. As you are given
E more creative responsibility, composition and instrumental application exercises will

6. Define composite phrase. play 2 more pronounced role. You will learn how to write structures that balance repe-
tition with contrast and stability with motion. The writing exercises depend on a rich
and varied background of listening to and making music, since these activities provide

a repository of common stylistic traits that can help guide your compositional choices.
SUMMARY OF PART 3

5. Subphrases are often marked by pauses, also known as

We explored several new topics in Part 3. First, the pre—don'linant ffmction is tll)le thlr: :}?edtf)ii?cl
harmonic function in tonal music. This intermediate functlc.)n, which occuts et}\:vee o
and dominant functions, includes either or both the supertor'nc and sgbdommant arr.no: be-Come
dominants provide contrast between the tonic and the‘dommant 'wh1l’; I:t t}llle safm;czz‘ll1 e
springboards to and aural signals for the upcon?ing dominant function. ) 1e three fu
a goal-directed motion through the phrase, which we call t}{e p}.lrase model. e e oprae vih

We also learned that metrically accented and chromatlc' dissonances provide ft e Ehords o
intensity and dramatic forward motion. Further, our fliscussm.n of the vzmoush SIX;hOL:'uSt e
firmed the importance of considering harmonies within a musical context, rather than j

i d adding roman numerals. . ' .
thl;c:;zlrlly, we engded Part 3 by returning to where we bega.n: We revis1.ted t:ed pre.-dorrlrtm:i;: rfuing;
tion, elaborating it by adding sevenths and, as we've do‘ne with both tonic an Omﬁla ;he A
it with embellishing harmonies. The phrase model reigned supreme, and l:vc: saw dozlzv !
components of phrases can be elaborated and how phrases themselves can be extended.




CHAPTER 13

The Submediant: A New

Diatonic Harmony, and
Further Extensions of the
Phrase Model

This chapter explores the submediant harmony, one of the most versatile
and expressive harmonies in tonal music. The submediant chord provides
hew compositional possibilities and color contrasts. This chapter also
demonstrates the importance of listening to, and not merely looking at,
a score; in doing so, alternate—and more musical—interpretations arise,
and with them, performance interpretations. Finally, the step descent in
the bass is introduced, arguably the oldest, most-esteemed, and still cur-
rent melodic pattern in tonal music,

CHAPTER OUTLINE

The Submediant (vi in Major, VI in Minor) 348
‘The Submediant as Bridge in the Descending-Thirds Progression .. 348
"The Submediant in the Descending-Circle-of-Fifths Progression .. 349

Contexinal Analysis 349
Seconds Progressions ... 351
Deceptive Motion as Part of a Larger Progression
The Submediant as the Pre-Dominant

(continued)

347
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Voice Leading for the Submediant
The Descending-Thirds Progression, I-vi-IV
The Descending-Fifths Progression, I-vi—ii (or T=vi-iif)
"The Ascending-Seconds Progression, V-vi
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The Step Descent in the Bass
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Writing Step-Descent Basses
Terms and Concepts

Chapter Review

THE NEXT TWO CHAPTERS introduce the last of the diatonic harmonies: the sub-

mediant and the mediant. These chords always provide dramatic color contrast to the pre- 2
vailing key and play important roles supporting the tonic, pre-dominant, and dominant 8

pillars of the phrase model.

THE SUBMEDIANT (vi IN MAJOR, VI IN MINOR)

In a major key, the submediant harmony is a minor triad (vi). Because IV, V, and T are al

major triads in a major key, the introduction of a minor sonority can provide a welcome. g

relief from the prevailing harmonic color. In a minor key, the submediant harmony is 2
major triad (V1), so again it offers contrast to the minor and diminished harmonies i, %
and ii°. The harmonic contexts in which the submediant typically occurs are ﬂi,{}?%{f_ifa/bbi
tied to the threeﬂba’:s}c 1:22&.339}39?}%95};%“ o '

¢ the descending fifth, seen in the authentic cadence, V-1
o the ascending second, seen in the progression IV-V
s the descending third, to which we now turn

The Submediant as Bridge in the Descending-Thirds Progression
Our discussion of the submediant’s first function arises out of the root motion by descen
ing thirds (Example 13.1).

Listen to Example 13.2, which demonstrates a progression that characterizes much
the rock and roll music of the 1950s and early 1960s. Take a moment to enjoy the v0
leading of that style, which provides a heavy dose of parallel perfect intervals. Exam
13.2B illustrates the same progression but places it in the minor mode and uses com™°
practice voice leading to connect the chords. In these examples, the submediant is bot
tained and departed from by means of a descending third: I—vi and vi—IV, Taken toge*

Chapter 13 The Submediant: A New Diatonic Harmeny

Bass: i

Harmonies: "IV

the three 1-6-4 i i i
e d.rootlsl 1-6-4 arpeggiate a triad of sorts. This progression is therefore often called
escen i iati fant
: I'I:ig armonic arpeggiation. The submediant in descending harmonic arpeggia-
ons provides a way station, or bridge, connecting the tonic to the pre-dominant

STREAMING AUDIO
STREAMING AUDIO

WWW.OUP.COM/US/LAITZ

T . ° ! .
he Aiulillg(;dlapt in the Descending-Circle-of-Fifths Progression
other function of the submediant arises from its participation in descending-fifths pro-

gressions. It fits nicely into such a progressi \ .
as seen in Example 13.3. Pros CSSIOHI, extending the circle-of fifths progression

Contextual Analysis

Li i

nizt(zll E(}; ;ic;mple 13.4. The vi chord appears twice, first as part of an embedded phrase

B A ). that prolongs the tonic and then as part of the phrase’s structural cadence
times it is part of a descending-fifths progression. '
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Analytical Note: :  '7 ’X'AMPLE 134  (continued)

The submediant often acts in two seemingly contradictory ways within a phrase:

1. As an extension of the tonic, given its two common tones with the I chord that
can be seen as arising from a contrapuntal 56 motion.
2. As a pre-pre-dominant chord, because it prepares the PD chord.

-Although vi exhibits both qualities, we tend to analyze vi under “T” at the second
level. However, the arrowhead is added to show the bridging function of vi.

S

In Example 13.5 the vi-ii® progression blends the strong descending-fifths motion with
a new means of obtaining a melodic bass arpeggiation: 1-64.
WWW.OUP.COM/US/LATI In Chapter 9 we praised the qualities of i~V motion, in which a convincing descending-
fifths root motion combines with smooth 43 bass motion. We see the same ii>-V motion
in the major-mode progression I-vi-ii®~V_1I, as shown in Example 13.5.

- 7 . . . . . .

N The Submediant as Tonic Substitute in Ascending-Seconds Progressions

F: vi—sii—sV—slI : So far we have seen vi appear as a bridging harmony within a descending-thirds progres-
Ds D5 Ds sion and as a harmony that initiates a descending-fifths progression. A third functional

. v1 WlthmEPM and aS'—Patt of 'S; ruc ur
Violin S o;lata,h(if, 5 in F major ('“SP', ing’

STREAMING AUDIO
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possibility is for vi to substitute for the tonic chord in the cadent)ial progression V=I; the
ion i i i d (V—i).
ing progression is a root motion by ascending secon o
res{”lll;l'ngisp shcg)wn in Example 13.6, where V moves to vi and the bass moves fro.m'S to 6
§ he.arrival of the tonic by moving to vi. This suspenseful drama is intensi-
E@th%mﬂt‘ s as 110 Ty the florid ascent in the first violin to a very high register,
fied by the fermata as well as by : ;
Ilr(: gexzreral the progression V—vi is called a deceptive motion (also ca.lled evaded cadence),
since the listener expects one outcome (V-I) but hears another (V—vi).

" IXAMPLE 136 Haydn, String Quartetin D minor, “Quinten,” op. 76, no. 2,

Hob I11.76, Andante o piii tosto allegretto

S e o
WWW.OUP.COM/US/LAL
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Deceptive Motion as Part of a Larger Progression
At the end of Example 13.6, we are suspended on vi and craving the tonic. In general,

after a deceptive motion, the incomplete phrase model continues on to the

ve motion, lete phr pre-dominant,
meg{ By an autheritic cadence. Listen to Example 13.7. The dramatic deceptive

motion in m. 4 is followed by pre-dominant harmonies, which leads to an imperfect au-
thentic cadence in m. 7.

The Submediant as the Pre-Dominant
: Occasionally, vi immediately precedes the dominant and, therefore, functions as the
pre-dominant chord. Listen to Example 13.8; this famous opening fea
dominant. As such, it allows for the motive of a descending second (6-3) to occur in the
bass. Given the strong outer-voice counterpoint—10-5-10—that undergirds the pro-
gression, composers often use this very progression in their works. See Example 13.8B for
Chopin’s setting from 70 years earlier, and in the same key as Mahler’s movement.

tures vi as a pre-

. . « ey g L STREAMING AUDIO
212EAMING AUDIO
Mabhler, Symphony no. 2 in C minor (“Resurrection”), “Utlicht WWWOURCOR ISy
A
2

Chopin, Scherzo no. 3 in C minor, op. 39

leggiero,
8

Meno mosso

VOICE LEADING FOR THE SUBMEDIANT

Incorporating the submediant into your compositions is simple, and its color will greatly

expand your harmonic palette, which until now involved only the tonic, dominant, and
pre-dominant harmonies.
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The Descending-Thirds Progression, I-vi-IV

The chords I and vi share two common tones (1 and 3), and the chords vi and TV share
When writing the descending-thirds progression, I-vi-1V,

two common tones (6 and 1).
except the bass, should move up by step

keep all the common tones; any voice that moves,
(Fxample 13.9).

 EXAMPLE 139 Part Writ

: i S

%/\%/—\% OR EVEN J_

| |
vi v

The Descending-Fifths Progression, T—vi—ii (or I-vi-ii®)

The chords I and vi share two common
in the progression I-vi. Since vi and ii share only one common tone

freedom in the voice leading.

6), you have more

The Ascending-Seconds Progression, V—vi
To ﬁ@b‘?‘&‘%ﬁﬁ%‘? deceptive. effect.of the. progressi_ﬂ.o,g,ny;vi,,muse..Q:Lg‘g 7-1 in the
The voice leading varies slightly for major and minor keys because in the major m

part of V) may fit/ﬂfr descend to 6 or ascend to 1. In minor, however, 7 may only ascend,

since falling to 6 would create an augmented second.

o In major keys, if the soprano falls 2-1 the remaining upper voices may al

(as 7 falls to 8; sec Example 13.10A) or 7 may fise to L, in
a doubled third in the vi chord. See Example 13.10B.

o In minor keys, all upper voices move downward, except for the lead
must resolve upward to 1 (to avoid the augmented second between raised 7 and lo
ered 6). This will always result in a doubled third (1) in the VI chord. See Examp

13.10C.

ing tone, which

As with the progression V—vi, the voice leading for the progression vi-V vaties Slighd

for major and minor keys.

all upper voices move upward against the des

e In major keys,
he inner voice will follow the bass in tenths.

third is doubled, then t
13.11A.

+ In minor keys, th
second. See Example 13.11B.

e VI chord must have a doubled third (1) to avoid the augme

tones (1 and 3), so keep all the common tones

which case there will be

Chapter 13 The Submediant: A New Diatonic Harmony

doubled third in minor
to avoid +2 (F4§~Eb)
1 ~

>

r‘

doubled third —

L

7]

in major:

< 7| | R —‘aa___m
Tl

vi g
n

in minor:

doubled 3rd —!
J_—4

—] i
g VI V

in minor:

CONTEXTUAL ANALYSIS

vi Overshadows V

Although
gh I and V .
harmonies in a ke ar:hﬁtr.ucmral tonal pillars—usually more important than any oth
pends wholly on t}l’le is .1s not always the case, because the importance of a harmz Otder
LVori, the ot chond Irfltusmal COEtZXt in which it appears. For example, in the Proglny' .
. often overshadows the domi . ? [ession
tive ti e dominant, which i :
e1\}tlsSue between I and vi (Example 13.12) ’ s demoted to being connec-
otice the decepti ion i o 10
e
weak (compaed toPd;’e Srilotlor;) in mm. 9-10 of Example 13.12. Because V is metricall
leadin . rong-beat tonic and submediant), it functi Y
g chord (in thi : . » it functions as a we ice-
i vt “(,ithth-ls- c.oflte.xt it harmonizes the violin’s G). Thus, the overall ak VOI.CC
ExamPl ,13 12 ‘;mltlatlng ° descending‘ﬁfths harmonic progressi progtession
e on
. SO .
than as deceptive c;z " slfo(v:vls why we refer to such progressions as deceptive motions rath
nces: Clearly there cannot be a cadence after only three chord fer
ords of a
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f motion
piece (m. 9 is a repetition of the opening), and, most importantly, vi is not an mdeper.xdent{
entity but, rather, a member of the continuing progression. It leads to the pre.—domman%
and dominant functions. The caesura on vi merely highlights the chord, but it does no | . ” | |
ale : le in the overall progression 13.14A). This process, the “TV-ii complex,” can occur in any progression where roots
weaken its important role in the .

progress by an ascending second.

In Example 13.14B, an analogous situation occurs when I moves to ii. Again, the 5-6 mo-
tion helps to avoid parallel fifths: F moves to G, which is already sounding as the bass rises to
create the ii chord. Note that this 5-6 motion creates an apparent vi chord; however, there
is no “chord change.” Rather the vif is a by-product of the voice leading. Example 13.14C
presents an example of the apparent vi® in an aria from Wagner's The Flying Dutchman.

. S I R . 3
v OI:I':: f)lr:f;r({:(:zvvi be more important than V, but it can even outrank the tonic. Lls}:e:rp_i%
Example 13.13. Even though I appears prominently at t?e end of m. 2, (l;ne c3amf ; i

as not being structural. To see why this is, consider the V Zhat occurs on eazt 30 Voi.cé'

It acts as a passing chord between I and vi. Simil.arly, the I® on beat 3 of m. 2 isa
leading chord linking vi to the pre-dominant, ii§ in m. 3. - pag‘
Recognizing the harmonic motion I-vi—ii§ can mﬂuel?ce the performance o e E

sage. Rather than dividing mm. 14 into two-measure units, a performer can use y

g

fuse mm. 1—4 into a continuous idea. L

. fant | js interpretatiol
One can also hear the I¢ outranking the submediant in m. 2. In th pretaticy

i i -beat’
the first two measures expand the tonic. A performance that considers the c\lve’flk "
as more important than the vi might result in a more flexible and lilting rendering
phrase, especially if the downbeat is not emphasized by the performer.

B.

5-6 motion above bass

STREAMING AUDIO
———
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i

6 motion above bass

1 t

Apparent Submediants

i i I I
When the submediant occurs as a by-product of voice leading it does not funfliﬁnoji.g} z
actual harmony. Voice-leading harmonies occur in several contexts, the Ill;los:uc }117 o d 0 %:
of which is in progressions whose roots lie a second away fror'n one an(;t ;fét \ abovef .
progression IV-V. The important 5-6 motion-l—in which the {nterv?lluol ?‘ ftlhs . bro; " %5 T
bass moves to a sixth—allows IV to move to V, since thelpotentlal para ‘?6 1hord (B o
up by the intervening sixth. The result of this 5-6 motion creates the ii” ¢
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C. Wagner, “Mbgst du mein Kind,” from The Flying Dutchman, act 2 STREAMING AUDIO
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gravitational pull downward to V is created by the descending melodic minor scale: This
feel and the expressive half step b6-5 (D~Cf in Example 13.15) show why such descents
occur more often in the minor mode than in the major. Note that in_minor, v® is used
to precede minor iv® to give the basshneg—7—6—-§, the use of {7 avoids the augmented
Secoha—jl)’értque}le\?“gnd 6. First—invcrrsionﬂ minor y androot—posmon v do jibf function
as dominants; rather, th;y are used as passing chords or voice—leadifig chords.

B

THE STEP DESCENT IN THE BASS ‘ | Two Types of Step-Descent Basses

Step-descent basses that fall directly from tonic to dominant (1-7-6-3) are called direct

. . . . inan _ L
The most prevalent harmonic motion in phrases is from the tonic to the dor.n o ‘ _;tep ,.49?2?2£P§£§§;,Wh§9 direct step r ar he minot it
. . i n am
Chapter 9 we saw a way to embellish I-V motion by means of stepwise ascen’ 1 Known as lament basses. Lament basses often accompany melancho y texts

descent basses are cast in the minor mode they are

: “which are not
. dl‘ 0 h. P T - e S €T T »
i i from the tonic to the dominant by descens! istorically confined to the seventeenth century. Songs such as “Hit the Road, Jack,” and
(Example 9.8). It is also possible to move , “Brie Canal” .
. anal” are built on the same formula (Example 13.16A).
Ste}éour:lg(l)eszzsiave been creating phrases built on bass descents from Tt ilriﬂ’?cc . 1 A quite different approach is taken by Gabriel Fauré in his eloquent Pavane (Example
ing four-note scale segment 1~/~ 3.16B). Each step of the lament bass (Fi-E-D—C§) is interposed with a falling-third
carly seventei:;tlh fznl\t/l[l;}itf:errg}i{’:n:g ii;:};ije;fj;i;i_()(ljl(r);;osers use iumerousll7 ; o motion that not Enly creates beautiful, fleeting seventh chords (shown in Example
a?fizzzse;iglingilg from diatonic (1-7-6-5) to descents that are chromatic (with multh ‘ 13.16C), but this wafting bass motion also provides voice leading that helps to avert the
° ive,chromatic passing tones), to descents that even overshoot 5 and then IH’ ; . parallels that would have occured had Fauré used only the root-position chords on the
express ’ . i » from Purcells “ downbeats
i .S ell-known examples include “Dido’s Lament” fro .
j;ed(ir;:::; d t(})l?‘e‘g cifixus” from Bz s Mass in B minor. §tep—descent basses are often repeated throughqut a piece, proyigling the composition

i {itz fon illus? with : ; - . .
Listen first to the diatonic descent in Example 13.15. Schiitz’s composit ially St with a firm harmonic foundation. Such repetitions are called ostinatos, and the pieces
. . . spe ,
a characteristic stepwise descent: i—>passing v0—iv6—V7, Note that an esp

based on them are Often’r_called grdund basses or chaconnes.
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A. Traditional, “Erie Canal”

Moderately
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Writing Step-Descent Basses

%0

PD i}, wh
The most common harmonic settings of these step—descezltl l;asses use th;?ition Lt
¥ i t-po.
f the lurking parallels, a root-p oy
V (Example 13.17A). Because o pat o e
jloves :t) leail zireclzly to V (Example 13.17E). Rather, it is first corivclrtae? 711113 " Ao %
oen trapuntal 5-6 motion in order to avoid parallels (Exan}p e 13.175 s A
bosel C(;Illa Ept to move 1-7 in the bass while sustaining the tonic h?:r)mony,
rs sust '
pOS:in tofle in the bass and the passing sonority i4 (Example 13.17 -
paSFingall two less common variants of the step-descent bass are pres
13.17D yx,lote how ii% substitutes for iv’ in Example 13.17E, nﬁte oA
a;y be,used for the step-descent bass. There is less danger of aw
m

creat

ed. In Bxalt
m

how the major
Jead
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LV vi VI

intervals for the bass in the major mode than in the minor mode. Therefore, the major V6

can move directly to vi or IVS (but be aware of potential parallels).

_The second type of step-descent basses is characterized by passing through the domi-

nant to reach a pre-dominant on 4, which js harmonized by iv or i, Such indirect step- -

descent basses (1-7-6-3-2 and then back to 5) create a descent by fifth. Cbmposers
T i i

often harmonize the first § with a passing § or § chord to avoid any feeling of arriva
dominant (Example 13.18).

lon the
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Descents can assume a number of different guises. Likewise, they can prolong any of

thf?,th[@gharmggigjqpc,tjons. See Example 13.19. Bass descent prolongs the tonic and

encompasses an entire octave. Notice that the dominant is converted to a V3 that passes
on to I which expands the tonic in m. 3. The next passing V§ connects I6 with I, closing

the octave descent and creating a large-scale tonic expansion. Notice also the problematic
parallels between vi and V.




EXAMPLE 13 19 Tchaxkovsky, “Za oknom v teni mel’ka]et
(“At the WllldOW, in the shadow”), op- 60, no. 10

EXERCISE INTERLUDE
ANALYSIS

13.1

at
WORKBOOEL The following excerpts include vi in various contexts (as an independent harmony th

‘ ent
Als?gfin—rgnf leads to or functions as the pre-dominant, as a voice-leading chord, and as the lam

bass). Analyze each. When you encounter vi, specify the function of vi each time it appears.

SOLVED/APP 5|

A. Bach, Geistliches Lied, “Beschrinkt ihr Weisen”

WWW.0UP. COM/US/LAII‘

Continuo
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SOLVED/APP 5

C. Mendelssohn, Elijah, opening of Part I
EINLEITUNG.

Grave ELIAS Py .
& Py H ] g ol
y] £ el T 1 = :
Il Ll T i T

So wahr der Herr, Is-ra-els le - bet, dem ich :
bass solo: , et, vor dem ic ste - he:
ass Sol0: - Ag God, the Lord ra - el liv- eth, be - fore_. whom I stand

SOLVED/APP 5|

D. Bach, Flute Sonata in B minor, BWV 1030, Largo

0 o
-4 .

Flste Lo I.r' S E- ' 2
f 1

e

Klavier
(Cembalo)

——
—

13.2

Each of the given excerpts contains at least one example of the submediant. Specify the
function of vi each time it appears:

TREAMING AUDIO
Py M <« . 33 . - .
WY UL COMI TS T Is it a “bridge” in a descending-third motion?

* Does it start a descending-fifth motion?

* Does it substitute for tonic in a deceptive motion?
* Is it the PD chord?
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/SQLVED/APP 5

B} Wagner, “Der Augen leuchtendes Paar” (“Those eyes so lustrous and clear”) (Wotan’s Farewell),

" Die Walkiire, act 3, scene 3

(He clasps her head in his hands.)

3 T y T4 m — E! T !] 4E_|P
i" ] - & (il I ; ' ] 7 1 .
Denn so kehrt der Gott sich dir ab,

o
1
!

Ppp espress.
3

@: \ 7 YL e f
elepive
C. Beethoven, String Quartet no. 13 in Bb m:fljgr,wop. 130, Alla danzz\z tedesca

Describe the curious rhythmic effect in this excerpt.

Allegro assai

»

TERMS AND CONCEPTS

¢ bass motion versus root motion

* deceptive motion, deceptive cadence .

* harmonic versus melodic bass arpeggiation

* lament bass; step-descent bass (direct and indirect)

* tonic substitute

CHAPTER REVIEW

I
A ./Llst the three basic root motions of tonal music.

2. What three bass scale degrees comprise a common descending harmonic arpeggiation?

.
/3, State the two possible functional categories for the submediant and describe the contexts of
" their use. (Remember, there are only three function categories: T, PD, and D.)

A .
(/ 4. The V-vi progression, where the submediant functions as-a tonic substitute, is
“called , or the evaded cadence.

!,"5. Summarize the rules for “Voice Leading for the Submediant,” given under each heading.

1. The Descending-Thirds Progression, I-vi~IV
2. The Descending-Fifths Progression, I-vi-ii (or I-vi—ii6)
3. The Ascending-Seconds Progression, V—vi

6. The 5~6 complex is ofien placed between which two roman numerals to avoid parallels?

( 7. When a direct step-descent bass is placed in minor, it is called a

8. List two names for pieces that employ a bass ostinato.

9. True or False: Step-descent basses can prolong any of the three harmonic functions. | <% ﬂ




