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- tunity to demonstrate some of its broader consequences. > [Ex. 1]«
I'he Roman numerals appearing directly below the music represent
the usual type of harmonic analysis, indicating the status of the chord in
the key and its position (root position or inversion). The customary
- telodic analysis would point to a sequence embracing four tones (D-C-
D) as a motive. The last group of four chords together with
the tonic chord in the final measure would be indicated as a cadence.
Hecause of this cadence as well as for the sake of variety, the melodic se-
fuence would be considered changed in the third and fourth quarters
ul measure 2. Or, the presence of the sequence might lead to an alterna-
~ tive reading of the chords on the last eighth-note of meas. 1 and the
fourth eighth-note of meas. 2 as secondary dominants of the preceding
thords, despite the fact that the D chord is minor. This reading would
tinult in the following harmonic analysis: [-V*-I-V-VI-III*-VI-Vof
VIIVAI-IV-VofIV-II, etc. Although this reading of the chords
- uppears to be somewhat more discriminating than the first, the approach
I ewsentially the same; it is purely descriptive and vertical. It completely
limects the phrase, turning an organic musical idea into a group of iso-
~ luted chords and motives, each of which is represented as an independent
#utity through the application of grammatical symbols.
Many musicians feel that this type of analysis, though indispensable as
!ruundwork, is incomplete, and that the most vital problems of the music
have not been explained or even touched upon. What has this analysis
4 #evealed of the phrase’s motion, and of the function of the chords and
#iuences within that motion? Has it been explained whether or not these
tuney, chords and motives are integral parts of an organic whole?
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A. Chord grammar—Chord significance

Schenker’s conceptions are based on a fundamental obs
servation, the recognition of which formed the starting point of his en
tire work—the distinction between what will be called chord gramma
and chord significance. While this distinction may have been'insti{lctiv )
ly felt by other musicians, they do not seem to l}ave recogm-zed its vagl
implications nor to have drawn from it any tangxbl-e concl}lsm.ns. for_t '
theory of music and composition. Schenker examined this dlS.thth N
and, following up its implications, arrived at new and far-reaching con
clusions. : : ‘

Chord grammar denotes the usual type of analysis in which separae
designations and labels are assigned to triads, sevt-:nth chords, etc. It i
purely descriptive means of registering and labehpg each chord and re
lating it to different key centers. Chord grammar is the backbqne of ou
present-day harmonic analysis, which is primarily conFerned with reca
nition of the grammatical status of each chord ir} a musical work. It brealk
up a phrase into a group of isolated chord entities. The study of chor
significance, on the other hand, reveals the meaning of. a chord anc.i th
specific role it plays in a phrase or section of a work, or in the work in
entirety. Chord significance, since it discloses thf: f_unctlon of a cho
goes far beyond grammatical description by pointing out the speci
architectonic purpose of a chord within a phrase. As a first result of th
distinction, Schenker found that the roles which chords play in a musie
phrase or section are very diverse; even two grammatic.ally identiey
chords appearing in the same phrase can fulfill totally dlf:ferent fu [
tions. Thus it follows that labeling chords according to their grammat
cal status never explains their functions or how they combine to creat
a unified whole. ;

As an illustration of the difference between chord grammar and chog
significance, let us consider the opening measures of.Bach’s Pre.h'lde
Bb Major from Book I of the Well-Tempered Clavzer.' In addition
illustrating this distinction, this brief example also provides the oppa

B. Music as directed motion—Structure and prolongation

¢ often hear and read about the motion of music and about a piece of
#inic as an organic whole. But these facts are seldom subjected to analyt-
Ml investigation. If, however, a musical phrase is an expression of mo-
#in, questions as to the musical meaning of this motion are in order and
Will have to be answered. To put these questions in more specific form:
here does the motion begin? What is its goal? And how does the com-
mer reach that goal?
-~ Like a logical argument or a literary composition, a musical work is
liected; its direction is determined by the very goal towards which it
#ioves, Thus the significance of tones and chords and the functions they
Huliill depend upon this goal and the direction the motion takes to attain
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it. It was this observation which led Schenker to the conclusion t

grammatically identical chords may play diverse roles. Obviously a bn
description of grammatical facts fails to take into account the problem

=

of musical direction.
To return to the fragment of the Bach Prelude, let us first diseul

melodic direction in terms of the sequence. We hear the sequence begin

on the Bb-Major tonic and come to an end upon the incomplete C-ming

chord (meas. 2), at which point the motive changes. The sequentid
motion and the point of change have a twofold meaning: First, the

unify the motion up to the point of change; second, this very unifica i0
serves in turn to stress the C-minor chord as a temporary goal, thus gis
ing it more weight than the preceding submediant and subdominat
chords. In the following chords, the emphasis falls upon the dominar
seventh chord on F, the top voice circling around Eb, and this leads ¢
the conclusion of the whole phrase on the Bb tonic. Thus the mo

outlined in the whole phrase progresses from the initial Bb chord to t

Bb chord in the third measure. The supertonic triad and the domina

seventh chord, as temporary goals, give specific shape to the outlin
together with the two Bb-Major tonics, they form the progression I-I
V-I. This progression, supporting a motion in the top voice of D-Ii
Eb-D, governs the entire phrase and constitutes its structural framewa
or fundamental structure. Its members will be called structural che
(Graph a). ‘
We come now to those chords in the phrase which do not serve |
members of the I-II-V-I progression. What is their function in ¢
motion and what purpose do they serve in maintaining the organic unif
of the phrase? * Graph a has shown that instead of moving a to
upward from the Bb-Major to the C-minor chord, the possibilit
represented in Graph c, Bach inverted this obvious movement and di
scended a seventh in the outer voices. The filling in of this descendi
seventh engenders those intervening chords between the I and the
that contribute individuality and richness to the progression. The
chords that fill the space of a seventh have a different origin and functi
from the chords that outline that space, the I and II. They constitute !
means of passing from I to II, a motion emphasized and held together
the melodic character of the sequence (Graph b). A
In this instance, the motion from I to II is achieved by means of the \

1 The use of half-notes for chords of the structural progression in the graphy
not intended to indicate time-values, but to differentiate structural points fid
chords having a different function. Roman numerals are applied only to chok
defining the structural framework. L

]
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4l the IV. Had Bach descended from the Bb-Major to the C-minor
Hhord in a stepwise progression, the intermediate chords would be clearly
lefined as passing chords. Instead, however, he devised a musical pattern
hich moves in thirds through the G-minor and Eb-Major chords. Al-
#hough the progression is not stepwise, these chords do in fact serve as
wing chords. They are the connecting links between the I and the II,
#ice they provide the motion between these structural chords. Both the
structural and the passing chords are further strengthened through neigh-
Hur-note chords on the second and sixth eighth-notes, meas. 1, and the
#vond eighth-note, meas. 2. The incomplete F-Major, D-minor and
#h Major chords that follow the Bb-Major, G-minor and Eb-Major
ing chords may be termed embellishing chords since they support
bellishing tones of the melody. The primary function of these
#hurds, as well as of the passing G-minor and Eb-Major chords, is to
frolong the motion from the Bb-Major to the C-minor chord. Hence
i distinction to the structural I and II, these passing, neighbor-note and
#bellishing chords are called prolonging chords. The G-minor and
‘Major chords in first inversion appearing between the structural II
il V have a similar origin; since they support G and F in the top
ilee, tones embellishing the structural tone Eb, they are embellishing
il passing chords that prolong the motion from II to V.

It is now clear how the questions posed on page 11 regarding musical

ution are to be answered with reference to the opening of the Bach
elude. The reader, for final confirmation, should play or listen care-
Wlly first to Graphs a and b, and then to the quotation itself.
Schenker developed the distinction between chords of structure and
hords of prolongation directly out of his differentiation between chord
mmar and chord significance, and from his insistence upon taking
W inusic’s direction into consideration. This distinction between struc-
e and prolongation became the backbone of his whole approach.?
means of this distinction we hear a work, not as a series of frag-
ientary and isolated phrases and sections, but as a single organic struc-
¢ through whose prolongation the principle of artistic unity and
ifety is maintained. This way of understanding musical motion rep-
ents, | believe, the instinctive perception of the truly musical ear and
i be termed “structural hearing.”

Hhe analogous and equally important distinction between melody tones of struc-

« und melody tones of prolongation will be discussed in more detail in Part
B3 v . . .

Ihe graphs in the present chapter necessarily show the melody’s significance,
il [or the present the reader must be content to follow their indications as well

i van, and to concentrate more on the bass if necessary.




Part I Chapter Two i BACH Chordle (NO. 23)

' BACH Prelude No. 21 (Well- e
Tempered Clavier, Bk I) g R "_“%

v - !. r }
a o
= ) o = & -
3 o o L s s & " 4 3 Dottt E ; fg‘;’?;g"
1 ve 1 Y n me . o i = = % ; i F_F
b il e
| | 1
-— 4 ==
L 2 ); @
P
a | 7 e [
| A
F BACH Chorale y, | ?1@
e ]
=7 (No. 294) ; :
I ]I Y I 04 1 W BT | L g 9}
b i i |
g e D443 4 S I I
= === v
A F_._'_," ('—F) ‘rr a T 1 i a
4 '\.; 3\. — J‘Eu lml I ‘g v.iw) -4
: i l‘l- ?ﬂi% s ——
e
I | 1 ¢ ¥ 5] ; g == 4 jl_jﬂ graph llla
ety 1 f
N I |
—— . | = 5 ! chorale
<{L_—;F:.&‘ o o/ = d F F F
) I I VI I YI é (e i [ | |
=== oo e




