CHAPTER 14

.\
—

The Mediant, the Back-
Relating Dominant, and
a Syntbhesis of Diatonic
Harmonic Relationships

In this chapter, the mediant chord is introduced. While a rel:jttiv}e1 rarlitl)lf ;1
the major mode, the mediant occurs remarkrjlbly frequently in the mne ir;
This chapter also introduces a special function o,f the c?omma;lnt, (})1 i
which it can either intensify or inhibit a phrase’s motion. The ¢ laﬁ

concludes with a summary of diatonic functions, which groups. al ar(—1
monic motions into three basic categories based on root motion, alntS ‘
follows up with a step-by-step approach to incorporating these concep |
into a model composition.

CHAPTER OUTLINE

N MINOT) oo ccreei s 367
The Mediant (iii in Major, IIL in Minor) ........ccoooviinnonnscieninns o
The Mediant in Arpeggiations. .....ocirureresiisiiississssisssssssssssssmssssssdessessssssses o
A Special Case: Preparing the IIT Chord in Minor........veniminiiersss o
Voice Leading for the Mediant ...........ccovmiviniiveesinniceerierinnsscsnissnsssess ;
More Contextual Analysis: The Back-Relating Dominant.............c..cccccoonves i
Analytical and Aural QUandary ... o

The BRD at Deeper Levels.........ccoiminniininnscissenenins (wnﬁﬂmﬁ |

Chapter 14 The Mediant, the Back—Relating Dominant

THE MEDIANT (iii IN MAJOR, III IN MINOR)

367 S
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Compositional Application

Terms and Concepts

Chapter Review

While the mediant harmony occurs less frequently than any other diatonic harmony, the
chord is not unimportant. In minor-key pieces the structural significance of 111 is great—
second only to that of tonit and domifnan, T e B
" The mediant harmony provides the same color contrast as the submediant: It is a minor L
triad in a major key and a major triad in a minor key. Within the phrase, the mediant ¥
snally appears In one of the following contexts: (1) ascending bass arpeggiations and (2)
descending-fifth progressions. I

i {
The Mediant in Arpeggiations L
In Example 7.14, we encountered the asce

I~V progression. The contrapuntal motion
nies to create a stepwise ascent:

PPN o
nding-bass arpeggiation 1-3-5 under a I— i
of the bass can be filled with passing harmo- Rt

Ascending-Bass Arpeggiation

Bass:

)

Alt»l}gug‘hg in the bgss,,_i,s“mggjcvQftggmha;mggiggg{»]g}_f__lé, it can also be harmonized by a
ro&f%éogifion mediant chord. In this way, iii substitut»eﬁs_ﬂ_?éti‘mﬁéif‘é”i”féﬁié"éifériéibh;'
just as vi may substitute for tonic. Example 14.1A illustrates the common tones in I-iii and
I-vi progressions. The rest of the example shows some common uses of the mediant within
phrases. Just as we label vi’s bridging function from T to PD with an arrow;, we also use the
arrow to show iii’s bridging function leading from T to PD.

* In Example 14.1B, the bass of the pre-dominant IV fills the space between 3 and . T
Note also how the soprano descends stepwise from 1 to 5, with 7 functioning as a ‘
downward passing tone rather than a leading tone. o

* Example 14.1C shows how vi can be inserted between I and i,
effective descending arpeggiation.

* In many progressions, iii descends to vi, thus extending the descending-fifths pro-
gression back yet another notch (Example 14.1D).

resulting in an i
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 IXAMPLE 141 Typical Harmonic Contexts for the Mediant

STREAMING AUDIO

e
WWW.OUP.COM/US/LAITZ

A.Common Tones  B. As Substitute for I C. As Part of Descending Arpeggiation
(I-vi-iii) Leading to PD
% 3
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I vi iii

1 iii
Teo————> PD
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F. As Part of Plagal Motion,

E. As Substitute for I¢
Substituting for I

D. As Part of Descending-
Fifths Pattern

I
i
T T———>PD D

1B in the minor mode. Example 14.1F illustrates a pr
harmonize passing tones in the soprano (7-6) whi
Dragon” harmonizes its descen

2A). Mahler uses iii in his so
e 14.2B).

* Example 14.1E recasts 14.
longation of tonic: iii and IV
leads back to I. The 1960s hit song “Puff the Magic

ing melody with this very progression (Example 14.
“Uplicht.” Note how vi also figures prominently in this excerpt (Exampl
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A SI}ehcial Qase: Preparing the IIT Chord in Minor
o :mrgle;lliiztga;?;ars in t}:ie }:ninor mode more often than in the major mode. Listen to
o i bl on . Wo hve s chond ot o e o st
a passing v¢ chord (in the step-descent bass) Iln Er;ar?nalealing tone (vi® an.d .Viio7) and
(qhgrgi_has a different function: It is the domi'nm.wpws' 2 o By Y
Sox) ent function: It is the dominant chord of TII. To reflect this motio
o is\ihle SC;)OuIillciinc;Ifl ?IE;/E)J’, }vlve label the B> harmony as “V of IiT”* (or “V/ HTI”), indicating Itlh(:ltf .
the s e ) tc, ?lrd thI::.E leads to B (I11). This roman numeral symbol represents
Bl o el on 7 far more accurately than would the label “VII,” which
el fominant funcrion at the immediate, local level, o
o promen CLII‘S in D1rst inversion as V/III (Example 14.3B). The use of this inver-
s e yi zces . —the temporary leading tone that leads to B (III)—in the bass,
which po i g the motion to IIL In Ex?mple 14.3C, a seventh is added to create V7/III
urther intensifies motion to I1I (since V7—I is more powerful than V-I) ,

We explore the £ .
in Chapeer 15, use of chords such as V/III, which are called applied chords, further




THE COMPLETE MUSICIAN

STREAMING AUDIO
WWW.OUP.COM/US/LAITZ

1 |
d |2 4

o | ) 7 1106 6~ 5
i — i i Ve iV i i vl oiie® ViTg
iy ii°6 vé-2 —i iV mm ii .
I
i m ii®® Vv i B
T——>PD-D— T T—>PDDT T ———>PD — D

Voice Leading for the Mediant

Using the mediant with good voice leading is easy as long as you remember these simple

guidelines:

1. Try to move the upper voices in contrary motion to the bass when approaching
and leaving the mediant (Example 14.4).

~

2. Use the soprano line 1-7—6 when iii supports the passing tone 7.

[ Wi 1 .19 00

WORKBOOK 1

EXERCISE INTERLUDE

WRITING

14.1

Wi jati i —ﬁfths mo
i i i ing- rpegglations and descendmg
Assignments The fOHO 1ng exercises contain ascendmg bass a pege Chor

. . M e
i i m i ssions in four-voic
14.1-14.3 tions using the mediant. Choose a meter and write the progre
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style. Include a second-level analysis, and label the mediant’s function (use a bracket and
label with “arp. prog.” or “fifths prog.”).

A. In C minor: i-V/III-1I1-ii*6~V~I (begin soprano on 1)
B. In A minor: i~V§/III-I11-iv—-V-VT (begin soprano on 5)

SOLVED/APP 5 C. In D major: I-iii—TV-ii§~V3-1*~VE-I-vi-ii®V’~I (begin soprano on 5)
D. In D minor: i-V/III-III-VI-i*®®~V—i (begin soprano on 3)

ANALYSIS

14.2

streaminG aupio  1he following excerpts contain the mediant cither in the context of an ascending-bass

WWW.OUP.COM/US/LAITZ arpeggiation or as part of a descending-fifths progression. Analyze with roman numerals
(first-level analysis).

A. Schubert, “Am Frithling,” D. 882
Note the clef in the right hand.

B. Marcello, Sonata in A minor, no. 8, Presto
Consider the standard harmonic phrase model as you analyze this example.
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D. Brahms, Symphony no. 4 in E minor, op. 98, Allegro giocoso

TN

B. Bach, Prelude (reduction)

H |

|

SIS:
MORE CONTEXTUAL ANALY
THE BACK-RELATING DOMINANT

Weknow that a V chord may or may not function as a structural, cadeﬂgfaimdﬂﬁr;ar%
Fo;cxample,fma phrésé built on the progression I—Y—w—%l—V—lI, the-Str_‘il::gir; fomi
nant is most likely the second one, while the first dominant is only a voice e garauels
that connects tonic and submediant harmonies and. helps to a:izert po'{)ensla r 5 ressim;
Another example of a nonstructural dominant occurs in the step- ezcent' ast 1;11 ngction. "
i—v®—iv5-V. The minor v® in this progression is far re}\rgoved from its dominan ;
harmonizes the passing tone 17, connecting 1 ‘and 6 in the bass.‘ N

As always, such contextual analysis is essential ,f,o,g,9%1?9{?@?4%2%,,5{2_,‘%Bénis ﬁ’ing’ ks,
and for interpreting which chords are structural and which ones merely em .

Analytical and Aural Quandary

Example 14.5A demonstrates another ir}r:portant \lz\;azv i}ilil\;vl(l)ibci ;}:; ;lotr}rll;ni)r;; :;ai; jﬁf)eizl
i i exam :
;I;az;ylsli(;n%tVrEZ?il:aLllrfs:ut:lX:bE:: et?xeti)lairr?onic pfogression? He:;rd il; 3 single phrags;:ésl;htlz
. i ical di . You k t V does not pro
D e ton o > P il resogeesion,whic sl s
; h’s phrase doesn’t sound weak at all. So what is the function
:}:‘zczfvi;i: Zspvz;k{nB;t. ];?(;s istlzhlc;ass:russ:a; il(;ininant, which is prolonged through m.3

r

STREAMING AUDI
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by means of a passing ii? This reading makes abstract sense, yet we probably don't hear the
Vinm. 2 as a structural V. Further, doesn’t the ii chord sound as if it plays a harmonic role
as a pre-dominant? Listen to the excerpt once again.

Ignoring the supertonic harmony is not a reasonable interpretation, because it clearly
plays an important role in the excerpt. Given the prominence of ii, the harmonic impor-
tance of the first V now seems to wane.

The excerpt begins on a soprano B, but in m. 2—where the problematic V appears—
the soprano leaps to B and then descends to D5, If we ignore the first dominant, the
overall progression is I-ii’~V7-I, and each harmony supports the melodic descent in the
soprano (B#-AM-G*). Example 14.5B shows this interpretation.

This analysis, which takes account of the phrasing and melodic continuity of the ex-
cerpt, reflects the perception of the music much better than viewing the V in m. 2 as
structural. The dominant chord in m. 2 prolongs the preceding tonic, but there is no

connection between the dommaggandthqfollo;vmgu chord. Dominants that prolong a
‘previously jg‘gggyd‘iypgitonigWi;hqgﬂt{rfsvglying to a following .tonr\iﬁ?‘:"’f;"fé'?allred back-relating
‘dominants (BRDs). BRDs can be shown only in'sécond-level analysis: ~ i

Ist-level analysis: I \% ii
2nd-level analysis: T (BRD) PD

The BRD at Deeper Levels

Given that the music following a half cadence is a restart of a new phrase model and not
a continuation of the previous phrase model, we will view the half cadence as a ¢Qm@99
and important type of back-relating dominant. -
 The concept of the back-relating dominant can be extended from a single phrase to
multiple phrases, where we begin to account for more substantive events within a piece.
When considering how it functions at this deeper level, it carries possible performance
implications, as Example 14.6 illustrates.

The first phrase (mm. 1-4) closes on a half cadence, strongly articulated by the pow-
erful cadential six-four chord that helps to secure the dominant. The next phrase begins
on the supertonic (ii). Because Mozart merely transposes the opening material of phrase
L up astep (from D major to E minor), we can connect the apenings of the two phrases

M e TSN .
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we might wish to use other diatonic harmonies within the tonic expansion. In general,
diatonic harmonies (such as dominants, submediants, supertonics, and mediants) tend to
follow one another in one of the following three root motions:

STREAMING AUDIO
—_——
WWW.OUP.COM/US/LAITZ

L. by descending fifth (or rising fourth), which we abbreviate D5
2. by ascending second, which we abbreviate A2
3. by descending third, which we abbreviate D3

These root motions may be combined in an infinite number of ways. For example,
a series of falling thirds from the tonic, I-vi—IV, may be followed by two successive A2s
(IV to V and then, the deceptive motion V to vi). From the submediant, a set of D5
motions might follow, which will return the progression to tonic (ii~V-I). The sum to-
tal of all this motion is a large goal-directed progression: I-vi-IV-V—vi-ii-V-I, which
may be set in many ways, depending on the progression’s meter and harmonic thythm.,
Most musical settings of this progression would likely reflect the following second-level
analysis:

Ivi-IV-V_yi-ii’"—V7-]
T PD-D-T

Compositional Application
Let’s try out some of these ideas by setting ourselves a task and then working through the
compositional process.
Task: Write a piece for string quartet or vocal ensemble (SATB) that encompasses
‘ 12-20 measures and contains three or more phrases. The key (major or minor) and meter
o daesy * 92 & " : : are your choice.
£,

VR
Lav
4

1. Begin with a compositional plan, one in which you envision the large-scale har-

. ening of the second phrase. Further, since : ’ . : : ‘
rather than the end of the first phrase and the opening coond p monic progressions. For example, if you write a four-phrase piece, consider how

Mozart extends the pre—dominant function, we see a single, large-scale tonal motionl ovler
two phrases: I (BRD)~ii~V7~I. Indeed, since the phrase with the HC is left harmonically |
open, the following phrase completes the incomplete tonal motion of the ﬁ.rst phras.e.
The combination of the two phrases creates a single entity called a period, discussed in

the next chapter.

each phrase will close and how it will relate to succeeding phrases. Example 14.7
presents an example plan for a minor key.

2. Then decide on the length of each phrase; four measures is the most common.
Think about the general harmonies that lead to each cadence. You may use all
the diatonic harmonies we have discussed, including EPMs, BRDs, and step-
descent basses.

SYNTHESIS: ROOT-MOTION PRINCIPLES

AND THEIR COMPOSITIONAL IMPACT

i i T, lies at
The phrase model, composed of three ordered harmonic functions (T-PD-D T)l, lm )
. . . °
the heart of tonal progressions, and the tonic function usually occupies s1gn1ﬁcan.t y .
time and chords than the other two functions. Further, considering how harmonl;jls1 b
i al

tion within a musical context—rather than haphazardly scattering roman numer
over a score—allows us to see deeper connections. e ma : : o

We will apply these global analytical ideas to composition as well. However, o om 3 | 3 51

. L . , ) . could © : . | |

find ourselves in a situation where we simply can’t figure out which chord | hor - SHC e o
next. For example, after completing a basic tonic expansion using contrapunta

phrase 1: phrase 3: phrase 4:




Chapter 14 The Mediant, the Back-Relating Dominant
THE COMPLETE MUSICIAN

You may wish to lay out controlling harmonies for each measure by writing roman nu- ‘ TERMS AND CONCEPTS
merals, as in Example 14.8.

* back-relating dominant (BRD)
* iii in:

® bass arpeggiations

* motions of descending fifths
* retrogression

" « V/IIT
phrase 1: phrase 2: phrase 3:
measures: 1 2 3 4 5 6 7 8 910 11 1026 CHAPTER REVIEWY
harmonies: i V4 ©-v* Vi VI i V=i i III VI - ,
second level: T——PD D T—PDDT T——PD D

1. Name the bass scale degrees that often make up an ascending-bass arpeggiation.

3. If the tempo is slow and the harmonic rhythm fast, as in‘ the chorale, then you
may wish to go so far as to specify every harmony within eac}.l measure; their
exact thythmic placement will have much to do with your ch01.ce of meter and
melodic motives. Example 14.9 presents a detailed plan for the first phrase only,

2. Summarize the guidelines for “Voice Leading for the Mediant.”

3. Backward motion from D to PD is called a

4. Dominants that prolon
phease I 7 are called

‘ 3
measures: 1

g a previously sounding tonic without resolving to a following tonic

; i6 iv—iv®
. : sipd VG i°=II—iv—i
harmonies: i%5-V3-i

. i6 6
structure: 1

second level: T PD

v 5. In first-level analysis, we [describe/interpret] all vertical sonorities using roman numerals.

In second-level analysis, we [describe/interpret] harmonic functions within the musical con-
text to see larger connections.

SUMMARY

- — . - J—
We have explored phrases containing all diatonic harmonies. Keep in mind, b

that the phrase model-—comprised of the three ordered tonal functions [T, PD, D(T)]

relegates all surface harmonies to this overriding structural uait, s

This hierarchy may always be represented through a multitiered analytica Pond_lev ,
WORKBOOK1 first-level analysis, we describe all vertical sonorities using roman numerals. In STCr .
ASSingme analysis, we inzerprer harmonic functions within the musical context to see iril "o

| nections. We can interpret tricky harmonic successions by considering their olV ol ¢
motion and effect (such as the back-relating dominant), and use a Sf:cond-le\.'e ﬂt v ~

mirror our perception of the music. This type of analysis can significantly in

way we shape phrases in a performance.
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The Period

This chapter introduces the musical period, an element of form Fha.lt
is defined as the combination of two or more phrases. An empha51's is
placed on how melody and harmony interact. A st.e[.)—by—step analytical
procedure prepares for sample analyses and composition.

Form as Process ...l i isiississessssesesbsneonnsasion
Aspects of Melody and Harmony in Periods...........

Comparisons .......ceioeirisissisensesans

CoONLraStS. ..o erivirsnrient

DELOGIC. ... oo iiisivesaeioresssereiaisaintesssesesissersassasssasesessvnsessnsssssetrnssesisnsrssansans
Harmonic ..o
Two Other OPLions ........ccuwvvivrierismssssississsmissesiss st insssssss

SCCLTONAL. . i iiesisesiaeeseensenereos e ian s s b e s essbeseveses et atenatatansgebs b ressbaanenemasanns

PrOGYESSIVE vvronrivisirnsninsivasssssss e ottt s s st

Representing Form: The Formal Diagram ...
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FORM AS PROCESS

We have seen how contrapuntal and harmonic motions combine to create music: A phrase
is not just a random succession of notes and chords, but a carefully balanced, goal-directed
motion controlled by the outer-voice counterpoint and the pacing of the phrase model.
According to the model, phrases often comptise one or more tonic expansions, a_pre-

'dominant, and either a half “cadence or an auchenfic cadence. Larger musical structures—
those composed of multiple phraseszﬁmammeﬂ. If this were not the case,
music would move in unconnected, unmotivated chunks rather than in the smooth man-
ner that integrates the opening of the first phrase with the close of the piece.
Lhroughout the ronal era (and beyond), composers have relied on the pattern of in-
completeness followed by completehess Becausea“;ex{sebf iﬁcompleteness is crucial to the
]Eigg;gggle Qrgapi_zqgigéiéf tonal music, éoglﬁgggéﬁéﬁ avoid harmonically closed four—bar
tinits. Instead, they rely on multiple four- or eight-bar phrases that hinge on one another.
" Listen to Example 15.1, noting how the phrases work together. The first phrase ends
on a half cadence with 2 in the soprano; this leaves the listener craving tonic and the
resolution of the melody to 1, which is achieved at the PAC of the second phrase. When
%..YK??JQX.GQncl.usive,phmsc«pairs, with a stronger, more conclrgsviyc}vghrrasei we call the yéi
sulting _E?Eﬁg‘?}'jﬂi;?he pairing is possible becausetheBarmomca}ldmelodlctenswx;s
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left hanging at the end of the opening (antecedent) phrase resolve at the end of the final
(consequent) phrase. Two phrases male a period only when they relate to each other mu-
v/ sically, and the second phrase ends with a strong authentic cadence.
WUEHE?S‘E&H&%ﬁg the period allows us to view musical spans of eight or sixteen measures
(as in Example 15.1)—or even more measures—as a single musical idea. We will explore
how composers manipulate these units, increasing their size and linking them together.

A, Mozart, Piano Concerto in D minor, K. 466, Andante

First Phrase (Antecedent)

STREAMING AUDIO
— e nre

WWW.OUP.COM/US/LAITZ

e

ASPECTS OF MELODY AND HARMONY IN PERIODS

d o d

The cementing of two separate phrases is highly dependent on the interaction of melody

(O W £ M T 1
$0-t ) T F = e

<51

and harmony. Listen to the two periods in Example 15.2, focusing on the following me-
Bb: I

lodic and harmonic issues:

1. Do the two phrases in each period have melodies that resemble one another? If

so, in what ways?

2. Locate and compare cadences.
3. What does the second-level harmonic analysis reveal about each phrase?

Comparisons : S
Both periods in Example 15.2 are in the key of B> major and divide into two four-measure I L T
phrases. Although the examples sound very different, they share several basic melodic I v I

features:

S,

Beethoven, Piano S : .
1. Both melodies begin with arpeggiations of the tonic triad. 0 Sonata no. 11 in B> major, op. 22, Menuetto

N

First Phrase (Antecedent)

2. Mozart’s melody descends from 5 to 3 to 1 in mm. 1-3; Beethoven’s melodyff

ascends from 3 to 1 to 3 in mm. 1-3 and finally to the upper-octave 5 in m. 4. |

3. The same accompanimental neighboring figure (boxed in both excerpts) gives af

chromatic twist to each example.

T

Contrasts
Melodic

However, there are important melodic differences: The second phrase of the Mozart ex:

Second Phrase (Consequent)

cerpt begins exactly the same as the first, with only a sliégt'changﬁegtﬁtﬂ}; end, while the

2  Becthoven excerpt has no melodic repetition of material from _»Rhig:;s»ewt'dwphrase. \X/hen o .

“the two phrases begin with highly similar thematic material, as in the Mozart exampli’ =t e

we call them parallel periods (aa or aa’). Those that are melodically dissimilar, as in th .L -
parallel perto i ; DR ) bl J B

Beethoven example, ate called contrasting periods (ab). . = d | J2%2 = _4 4 |

Harmonic ' " I " :

Although the two periods in Example 15.2 have similar cadences (HC and AC); there? I

he tOﬁ.l; PAC

one important harmonic difference. Mozart’s second phrase begins again on t —
restating the same melodic idea of the first phrase. It is as if the Tsic restarts after}_belg
interrupted at the half cadence. Only in the second phrase does the music push fhrou‘%
the cadential dominant to attain the long-awaited tonic in m. 8. A pair of phrases with th

related harmonic structure creates an interrupted period. We indicate the interTUpTs

o
pose Hef

t‘ l/’/"' L /@

I
[ 4
o [
k) '1

(2 ¢ 29«%75 ?ql\ ‘gmé: "[)

C/m—xals' VIRV

motion with a doubl ’
e slash. (Note that Mozart’s half cadence does not resolve to the tonic

that begj .
dom gins the SCCOIICE P{lflse,the Fiommant at the end of the first phrase is a back-relatin
lominant that extends the fist tonic,) =~ T e e T 8
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Mozart: Parallel Interrupted Period

phrase 1 phrase 2

T D /[T D T
phrase starts over —>
interrupted resolves!

Beethoven’s first phrase also has the structure T-PD-D. The second phrase, by con-
— Einnen S -

trast, does not begin on the tonic. Instead it begins with a V7 chord, and continues away
from the tonic. A pair of phrases with this single, sweeping harmonic motion forms a

continuous period.

Beethoven: Contrasting Continuous Period

phrase | ————————  phrase 2
T PD D D) T
phrase model continues —

A favorite device of composers here is to lead to a HC in the first phrase but then fol-

low it with the structural pre-dominant o begin the second phrase. In this case, the HCs

strongly heard as a back-relating dominant:

Continuous Period With PD in Second Phrase
phrase | ———————  phrase 2

(BRD)
e PD D T

phrase model continues ——>

An alternate method of creating a continuous petiod is to end the first phrase with !
authentic cadence on a harmony other than tonic, and then continue the second pht

on the dominant, as shown here:

Continuous Period With PD in First Phrase

phrase }——— phrase 2

T—«——PACinii D T

T PD D T
phrase model continues —————

two phrases have the caden
_ IA
harmonic section—they fornf asccton paied . phs

Chapter 15 The Period

383

Again, a single harmonic
swee
e e ingle parmon T_PDI_) Si?ll_‘lrs, as shown by the second-level analysis, which js
Two Other Options
Two other harmonic

possibilities exist in additi i
: ti
Listen to Example 1 s th

nterrupted and conti i
n
5.3 and focus on the cadences th 1o periods.

at close each phrase,

s S

STREAMING AUDIO
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Sectional

I
1 Example 15.3 even though both phrases close on the tonic

cause the second phrase subtl they form 2 period be-

y completes the melodic motion by ending on 1, When

) e is, inas
a sectional period. ’ ense, a closed

Sectional Period (Parallel)
phrase 1—
T PD D T
IAC:
melody does

phrase 20—~
T D T
PAC:
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IT)rlogzecf::Z: in Example 15.4 forms a weak-strong relationship (HC-PAQC), but we are
ec

struck by the sound of the second cadence, which ends in the key of v.

) STREAMING AUDIO
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f) 2ol Vo J

T PP
> Lf?r [\ ;:1’ Sy V<
H {3

§ S

sempte stacc.

Second Phrase (Consequent) (in new kely)

v weak— 1 i is a ke chan
If two phrases have a weak strong cadence relatlonshlp and the;‘e 1s Yt p
y iv iod. It does not ma
during the course of the phrases, they form a progressive l.)erlod . 1 .
whether the cadences reflect characteristics of any other llg)erlod (Sec. .ona.i s Ctosll nuot
aterrupted). The ogressive labe l ecause it indicates a
« ive” label trumps all other labels

i P progresst P bels b d chan
interrupted). rog

of key.

REPRESENTING FORM: THE FORMAL DIAGRAM

ey combl

i th
Diagramming the relationships of phrases visually captures the sense of how

to form periods.

Phrases and Periods es that the pP

i indicat
Arcs represent phrases, and an overarching curve over two arcs

combine into a single period.
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Melody

Letter names represent the melodic relationship between phrases:

For phrase 1:

a = melodic material of the first phrase

For phrase 2:
a’ = melodic material similar to the first phrase

b = melodic material different from the first phrase

Compare the following diagrams with the melodic material in Examples 15.2A and
15.2B:

Mozart Beethoven,

" a C b ™\
Harmony

Diagrams also capture the harmonic content of a period by listing the initial harmony and
the cadence for each phrase.

Initial harmony: Typically, the first harmony is listed by roman numeral.
Cadence: Use HC, IAC, or PAC to identify the cadence.

A double slash (//) after a HC indicates a harmonic interruption—the second phrase
restarts with tonic. Consider the diagrams for Examples 15.2A and 15.2B:

Mozart Beethoven

a b
HC/ 1 HCV

Period Label

We label a petiod with three words:

1. The first word describes the melodic relationship between phrases. The choices
are:

a. parallel
b. contrasting
2. The second word describes the harmonic motion of the period. The choices ate:
a. interrupted
b. continuous
C. sectional
d. progressive
3. The last word identifies the structure; period.
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Period Diagrams and Their Labels

Period label Abbreviation Formal diagram

As the completed form diagram illustrates, Example 15.2A is a parallel interrupted
period and Example 15.2B is a contrasting continuous period.

Interrupted - The following diagram represents the parallel sectional period and parallel progres-
parallel

; sive period of Examples 15.3 and 15.4, respectively. Note that the new key is shown in
interrupted the progressive period (i.e., ).
period :

Mozart, Allegro Beethoven, “Andante”
contrasting \ parallel sectional period parallel progressive period
interrupted ,
period

Sectional
parallel

sectional

-0 SAMPLE ANALYSES OF PERIODS
period AND SOME ANALYTICAL GUIDELINES

contrasting
sectional

period

Listen to Example 15.5 and consider the five questions and answers that follow.

) a

Contulmous HC, or AC phrase 2 PAC
para%le somewhere. . begins somewhere
con.tlguous other than tonic = other than tonic
perio

STREAMING AUDIO
—_—
WWW.OUP.COM/US/LAITZ
{plays the flute)
Py

. b | '

. HC, phrase?2 PAC , : '
contrasting or AC begins somewhere : g —J- EJ
con'uzuous somewhere other than tonic | === . :
petio other than tonic ;

Progressive HC aphrase 2
parallel . or IAC ends with AC
progressive somewhere

period other than toni

L. Can the excer

pt be divided into two or more phrases?
- Answer: Yes,
b

it can be divided into two four-measure phrases, each of which ends with a
a

cadence
hrase 2 )
contrasting Ilzg ends vgith AC : . 2. Do these phrases create an antecedent—consequent relationship?

progressive or  somewhere E Answer: Yes, the first phrase sounds harmonically open (ending on a HC) and melodically
period

O an tonic open (ending on the leading tone); the second phrase provides satisfying closure, with 21
, in the melody over a PAC.
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firse?
dence stronger than the ‘ »

’ i - S:C?{:S (t:;ceHC is less conclusive than a PAC. This forms a period.

nswer: Yes,

ies in each phrase related? ‘ o .
e ﬁ;;el;) (11}:;;; clealily related. The second phrase is nearlyllcéi;?;jzlc Z:e ;
?nsw?:r.ase f;xcept for embellishments throughout. Thus, the melodi
irst p

arallel.
5 ]\)What harmonies begin and end each phrase? . C Phiase 2 retarts wih
' Answer: Phrase I begins with tonic and ends with a HC.
nswer:

tonic alld eIldS Wlt]:l a I-l &C- jhu-;) t/{’lf /947 THONIC SEYUcture is nter uptfd.

q 3 y IP a d
F 8] h ans S € t al p
rom the answer O theSC flve uestions, we are Iead (8} l bel tlle CIlOd as a I n

diagram it in the following manner:

a a’

I HC/ 1 PAC  parallel interrupted period

y p y q . - p 0.
NOW 1CtS try aj Pl ltlg thC same question and answer process to EXa.IIlplC ]. 5 (;

=

STREAMING AU]?
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2= Ss

5
ivided i rases?
1. Can the excerpt be divided into two or more ph e dhey
: Answer: No. Although the excerpt divides into two mu. e e
nswer: No. : s
idered phrases because there is no cadence in m. 4, ro
B G ' is only one cadence (m. 8), the
dissonant ii¢ chord. Because there is only

one phrase. ey
This excerpt is simply an eight-measure phrase; it is nota p

Summary for Analyzing Periods

i identifyi riods.
The following four steps will assist you in locating and identifying pe

Ik their cadences.
STEP 1 Locate phrases and mark the ¢ tonic, it cannot bep
aker than th ‘e ~
d identify

STEP 2 Examine the cadence of phr:lase 1. Ii.: 1}: isa g.?nC; elrtlht:t on
iod. If the first phrase closes with a ca
?olzfr:ilo:t the end of the second phrase, however, draw arcs att

lengths.

an be
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STEP 3 Analyze the melodics of the

parallel and contrasting,

STEP 4 Analyze the cadences of the phrases and write your answers to the right of each

arc. Next, label the harmony that begins each phrase using one of the four pos-
sible harmonic structures: sectional, interrupted, continuous,

phrases for the two possible melodic structures:

and progressive,

COMPOSING PERIODS

Writing periods involves creativi

ty and using your ear. For the time being, confine yourself
to three period

types that end on the tonic. In beginning a compositio
large harmonic picture using the following tonal models:

Phrase One: Phrase Two:

0, start with the

°] HC I PAC or IAC
o] IAC I PAC

—

o] HC V?__PAC

Next, map out the harmonies within cach phrase. As a general rule,
tend to occur on strong, accented beats (such as downbeats). The follo
structure reveals two potential harmo
tonal model shown earlier):

harmonic changes
wing eight-measure

Phrase One Phrase Twwo

Measur [SH 1/2—3\4 5//_6\

7 8
Solution 1: I "o v \'%/i IFIVAL i 1i-V7 I

Solution 2:  J_J¢ Vi-I6  ji6 \/i I-iii vi-lV  §igv7 ]

Notice that the conse

quent phrases in both solutions open with harmonic settings differ-
ent from their antece

dents. Such harmonic contrast permits—in face,
these periods to be contrasting melodically rather than parallel.
After your harmonic plan is in place,

outer-voice counterpoint and exhibits a
interest,

almost demands—

you can then add a melody that provides a good
high degree of motivic consistency and melodic

EXERCISE INTERLUDE
ANALYSIS

15.1

Following ¢he question-and-

answer procedure demonstrated carlier, label each of the fol-
lowing examples. The examp

les may be a single phrase or period; if an example is a period,
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provide a formal diagram and period label. Noze: You may find it useful to mark up the
music to help you with your analysis. Do not analyze every harmony.

Chapter 15 The Period
391
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SOLVED/APP 5.

A. Mozart, Piano Sonata in Bb major, K. 333, Allegretto grazioso
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r
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SOLVED/APP 5!

B. Mozart, Symphony no. 39 in Eb major, K. 543, Allegretto
5

Allegro assai S g

TERMS AND CONCEPTS b

* period
* melodic types ,
® parallel i
* contrasting i
* harmonic types
® interrupted
® continuous
* sectional [
® progressive ‘ !
* phrase

* antecedent versus consequent

CHAPTER REVIEW

L. i
Two phrases make 2 period only if two conditions are fulfilled:

2. The name for th |
€ Wi k i L
s eak phrase is and the name for the strong phrase : { ‘

3. T
o phrases that are melodically similar in the pattern [a a] or [a a'] are called:

4. paralle] b. contrasting i
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. Two phrases are melodically dissimilar in the pattern [a b] are called:

a. parallel b. contrasting

CHAPTER 16

An interrupted period has an antecedent that ends on [T/PD/D] and a consequent that
begins with [T/PD/D].

A continuous period has a consequent that begins with something other than [T/PD/D].

. A sectional period has an antecedent that cadences with a [HC/IAC/PAC] and a
consequent-that cadences with a [HC/IAC/PAC].

A progressive period has a consequent that cadences in:

a. the original key  b. a new key (it modulates)

. Parallel and contrasting are words that describe:

a. melody b. harmony

10. Interrupted, continuous, sectional, and progressive are words that describe:

a. melody b. harmony

Other Small Musical
Structures: Sentences, Double

Periods, and Modified Periods

This chapter continues the topic of form by introducing variations
of phrases and periods. These include structures that unfold in a pro-
portional manner (the sentence), and larger formal units, such as the

combination and modifications of period structures (the double period;
modified periods).

CHAPTER OUTLINE ,

The Sentence: An Alternative Musical Structure
The Double Period

Modified Periods

Terms and Concepts

Chapter Review

HAVE YOU EVER LISTENED to the way parents call their children inside on a hot
summer evening? There is usually a consistency in their speech pattern, since parents typ-
ically need to make their announcement more than once:

« . . .

Johnny, it’s time to come in now.”
&«

Johnny, you need to come in now.”

4]

Johnny, I mean it. Get in tight now or you'll be grounded for life.”




