PART TWO

Two-Voice
Counterpoint™

Chapter 1

The First Species:
Note Against Note

General Aspecls
§1.  The concept of counterpoint
A second voice placed above or below the

counterpoint. cantus firmus s called the

Such a [resulting] two-voice structure n
treatment offers a desirable ‘testin
musical sense.

aturally presents situations whose
g-ground for refinement of the student’s

§2. The permitted intervals

In this species only consonances may be used.

pres'gh:sdristri%tio? has to do exclusively with the nature of the situation
nted by the first species. Because of the abse f scal
mony, §84L) and of any richer contr e, the fit s (Far-
A . apuntal movement, the fi i
the power to clan_fy the true sense of dissonances, it species facks
The use of dissonances, on the contrary,

. would i
establishment of larger harmonic units, as the necessarily lead to the

following examples illustrate:
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" At a the ear would have to collect the interval succession § —% into a sum

comprising B— D —F, and at b, the succession 8 —7 —5 into a sum comprising
D—F# —(A)—C with a passing tone E in the cantus firmus; obviously the
equilibrium of all vertical combinations would thereby suffer considerably.
Specifically, in the first case two, and in the second case as many as three,

~ harmonic events would be dominated entirely by a single tone: Bata and D

at b; only with reference to these tones could the motion of the voices be

- -consistently generated and securely understood.

It comes down to this: the consonant interval speaks for itself; it rests in
its euphony, signifying by itself both origin and end. This is not true of the
dissonance, whose presence always requires further justification; far from

* yesting at peace in itself, the dissonance instead points urgently beyond itsel§

it can be understood only in relation to—that is, by means of and in terms
of—a consonant entity, from which it follows that the consonant entity alone
signifies origin and end for the dissonance.

In this sense, consonance manifests an absolute character, dissonance, on
the contrary, a merely relative and derivative one: in the beginning is
consonanee! The consonance is primary, the dissonance secondary!

This imphes, however, that the dissonance must first be justified (specifi-
cally, through a consonance), while the consonance, sustained by its
euphonious character and therefore less dependent, needs no justification
begond itself. But how—and this is the question for the moment—could we
adduce proof of the necessity of a dissonance in a contrapuntal exercise, which

" lacks the control and motivation of scale degrees? [Lacking any such proof]

we must, in exercises of the first type to be considered, avoid the dissonance
as insupportable, and base all vertical sonorities only on consonance, which,
to the extent that grounds for the justification of dissonance are absent, always
represents in itself the first principle, the first logical foundation of simul-
taneity.
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We shall see later how, above an explicitly sustained tone of the cantus.
firmus (and that is the essential difference between the present situation and
the ones to be encountered further on), under certain circumstances dissonant
sounds as well may oceur in passing; but regardless of the outward appedrance
of such situations, the principle “in the beginning is consonance!” will always
hold true without qualification.

Free composition alone can dispense with an actual distinct extension in
time of the organizing tone (such as is provided by the cantus firmus in the

exercises of the later species) and posit only ideal tones that can be expected’

to bear the burden of dissonances. Yet these ideal tones certainly are so
completely present in our consciousness that they car, in this sense, again be
described as actual. First and foremost in free composition it is the scale
degrees that have their own sectet law of progression (Harmony, §76f), and
precisely our intuitive familiarity with that law of progression makes plausible
the assumption of those ideal tones that lie outside the realm of actual voice
leading. ) .
Regardless of all the freedom of free composition, even there the first
principle of the theory of counterpoint—*In the beginning is consonance!”—
has practical significance: even in free composition, that which, as dissonance,
cannot and may not be substantiated, must be placed upon the foundation of
consonance [FrC, §170]. If onty the composers of today could at last under-
stand how utopian it is to believe that the nature of our senses could ever grant
the dissonance an equal birthright alongside consonance! The two of them,
consonance and dissonance, cannot have the same role; that is assured by the
basic law of nature in general: never to form a thing twice in the same way!

§3. Why the fourth is prohibited in the vertical direction

Although we have counted as consonances, as they are used by melody-in
the herizontal plane, the intervals 8, 5, and 4 as perfect, and 3 and 6 as
imperfect (Harmony, §73 and above, Part 1, Chapter 2, §10), in the vertical
direction a single exception must be made. Specifically it is the fourth which
here, in the vertical direction, must count as a dissonance, and which is
therefore prohibited altogether.

The reason for this prohibition is the following. As we leamned in Pait 1,
Chapter 2, §13, the fourth, as a boundary-interval 6f the harmonic triad, is
inferior to the fifth as original boundary-interval in that it is gained onty
through the artifice of inversion, therefore by a secondary method. As an
inverted boundary-interval, it calls attention immediately to the fact that it
lacks the perfection,of the fifth; moreover, it is the situation of the vertical
direction, so essentially different from that of the horizontal line, that causes
the lack of perfection suddenly to effect a real distortion, while the same lack
in the horizontal direction could not necessitate a prohibition. In the horizon-
tal direction specifically, as mentioned in the passage-cited above, the succes-
sive occurrence of the melodic tones gives our musical perception time, so to
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speak, and at least permits us to make the necessary detour by way of the
fifth; but in the vertical direction, the simultaneity of attack of the two voices
unfortunately simply makes it impassible to sense the corresponding original
fifth ahead of time. The simultaneity that characterizes the vertical direction
is a fait accompli in the face of which we cannot but arrive too late at a
perception of the fifth. From this it follows that ai the instant in which two
tones sound together in the interval of a fourth, just this fact of sirmultaneity
forms an obstacle, and indeed an abrupt one, to any approach to the
petfection of the boundary-interval as it is manifested by the fifth, even by
way of a detour. Since the effect of perfection (as shown by the fifth) is not
to be attained, even after the fact, we can only content ourselves with
investigating-—at least after the fact—whether the vertical fourth actually strove
to represent the inversion of an original fifth and in this sense also to form
the boundary-interval, or perhaps something different; for a vertical fourth,
just becanse it is barred from- expressing the triadic boundary with absolute
clarity—a deficiency which, as we know, rmust immediately transform the
perfect consonance into a dissonancel—, can also represent a suspension or an
accented passing tone of dissonant character. .

A two-voice model may serve at first to illustrate vividly the uncertainty
that attends the vertical fourth: is the fourth [in a given case] the boundary-
interval of a triad, as at a in the following example, or a suspension as at b,
or an accented passing tone as at ¢?

E.xamplc 152
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To put it differently, the doubt attendant on the vertical fourth about whether
it pretends to be an inversion of the fifth and, as such, a perfect consonance,
or whether it is merely a suspension or something similar, arises from the
following: the simultaneity of the two tones that form the fourth prevents an
expression of the character of the boundary-interval (which can also be
intrinsic to the fourth) with the same absoluteness and perfection as it is
characteristically expressed by the fifth. But here in this new [vertical] situa-
tion, where uncertainties about whether the fourth is not perhaps a suspension
or the like—uncertainties that were unknown, indeed impossible, in the
harizontal direction—, this lesser degree of perfection must at once become the
cause that demotes the fourth in this case (but note well: enly as an
exception!) to the rank of a dissonance.

Conversely, to pursue the problem of the fourth, it follows that the fourth
immedialely realizes its original potential as a consonance once it is relieved
of the pressure of (boundary-interval) competition with the fifth—that is, once
its character as a boundary intesval at least stands no longer so strongly and
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exclusively in the foreground. This is the case, for example, when in a setting
for three or more voices the fourth does not appear as-the lowest interval (in
which case the old uncertainty would flare up once again), but rather in the
upper voices. For example:

Example 153

a) b)
b

For in this situation, heard upward from the bass, the first effect at a is that
of a third, E—G, and after it a sixth £ —C; and at b a third, C—E, a fifth,
C—G, and finally an octave, C—C. In no case do the fourths stand any longer
in the foreground, least of all as excessively obtrusive boundary intervals.

To put it still another way: the quality of being a dubious boundary-in- .

terval of second rank, which attends the fourth even in the cases cited above,
is completely redeemed by the more penetrating and more unambigous effects
of the intervals formed against the lowest voice. o

The deficiency of the fourth as a boundary-interval in comparison with
the fifth in this situation, incidentally, is so unobtrusive that even the
augmented fourth must be allowed here; for example:

4

Example 154
_h
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--especially in consideration of the fact that the disagreeable juxtaposition of
the tones B and F in the same diatony (see Harmony, §§17, 18, 58, and 65)
makes occasional encounters of the two tones in counterpoint (especially of
more than two voices) simply unavoidable,

In free composition, of course, the scale degrees provide a péint of
reference for quicker and easier orientation regarding the character of the
fourth as lowest interval. For example:
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. Example 155
" Haydn, Variations in F Minor
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Here, specificaily, our harmonic sense expects at the second quarter of bar
Z after the F7 (representing VI) a falling fifth to Bb (representing I1); and even
if the latter harmony is expressed only through the inversion with the fourth
[ie, the §-position] —in other words, less perfectly—, our feeling for scale degrees
is nevertheless, by virtue of its logic and strength, fully able to deal quickly
. with the imperfection of the boundary-interval and with the moment of
uncertainty {about whether it actually is a boundary-interval or not), and to
decide that here the fourth is intended exclusively as the inversion of the fifth.
" The sarne holds true in the following bar with respect to the falling fifth
Eb—Ab (V1) at the second quarter, which, in the light of what has preceded,
we hear as nothing other than a fifth Ab.—Eb within the tonic triad [FrC,
§§244-245]. Compare Harmony, Example 55, bars 3-4, and Example 88, bars
17,18, and 191
Obviously the motion of the lowest voice gains fluency precisely by
avoiding the fifth-leap a1 the change of harmony and by taking advantage
“instead of the §-position of the new scale degree. Thus the bass is spared the
necessily of a strong leap, and it is provided with a more restful movement,
and free composition favors the §-position for reasens of economy also in
situations like the following:
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Example 156
a) Wagner, Tristan und Isolde, Act III

—T 1
s

I TP
e ) | N
r - :
4
Ab major: # - v
b) Brahms, Intermezzo Op. 117 No. 2 e ——
/'.--——-—'—-‘\ —_— ——
D1, o | b
1 - 1 —
o g 2 =% " s
J R T R S T =2 ' = 7
rp
i ﬁ X7 : = L "3 y§) .{ - ? : L]
5 - ‘ - - 4. : . ) L
1‘_/ 'a\*_/ -;*\_/ 'l;_/
’ 6
1ﬁ - 1 — v - I
Eb minor: Pedal point: Ii {followed by VI—II etc.)

Such a procedure must be clearly distinguished, however, from the effect
of a $-position which is merely an internal component of an organ point:
compare Harmony, Examples 73, 76, and 8L. Finally, it is appropriate here
to caution against the misuse of the §-chord that is encountered all foo often
today, in which the intention is merely to keep the bass tone unchanged as
long as possible!

Free composition has yet another resource that provides all sorts of benefits
to fourths that function as the lowest interval: it adds abstract scale degrees
below them, and thereby turns them once again into upper voices [Counter-
point I {Cpt. I, p. 2}, as here:

Example 157 -
Schumann, Piano Quintet Op. 44, I .
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Here, scale degree V of Eb—which, incidentally, is made explicit by the two

flanking octaves Bb! and Bb-~consigns the fourths that are apparently the

lowest intervals to a higher position, where they move through as permissible
passing events above the root Bb.

Although lacking such a clear fundamental tone, similar fourths which
appéar in the following example are also supported by scale degrees, which

our consciousneéss posits as a foundation for the changes of harmony:

Example 158
J. 8. Bach, English Suite No. 6, Gigue
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Yet free composition in no way relinquishes the right to make use, under
certain circumstances, of the tension that the fourth arouses (exactly as in
cantus-firmus exercises) because of its ambiguous nature when it occupies the
lowest position; for example:

Example 159
Beethoven, Symphony No. 7, Allegretto

Precisely the doubts caused by the fourth, about whether we are faced
here with an inversion of a minor triad on A as scale-degree I or with a freely
approached suspension above the root E, as though the continuation would
have to be as follows:
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Example 160

—just these uncertainties are especially well suited to provide tension in an
introduction.

In bar 3 of the following example: -

Example 161
Beethoven, Symphoriy No. 9,1
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the logic of scale-degree progression impels us to assume at the second
quarter—especially after the raised IV (G# }—only the V; thus we first want to
hear the fourth as a suspension to the third:

A (1=3) b

D minor; V ———]

But surprisingly, the expected resolution is withheld, in spite of the fact that
the double basses in bar 4 have the opportunity to sound the dominant tone
once again; instead there follows, at a single stroke, the tonic. Was the fourth
not a suspension, then, and was the scale degree to be understood as I rather
than V? In any event, it is only the fourth that can pose such riddles when
it appears as the lowest interval. As we look at the events in retrospect from
the vantage point of the final goal, we cannot deny having heard scale degree
V before the tonic, and therefore we must assume an elision of the expected
resolution (,3); nevertheless it remains true—that is, at least up to the decisive
moment—that the tension of the fourth alone was the precondition for our
expectation and our deception. {Observe at the same time how Beethoven, at
the beginning of the last bar in the above example, tries at least belatedly to
satisfy our frustrated expectation of the dominant by means of the two modest

' il
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thirty-second notes c#? and d% in particular, the c#Z, in its tiny slot, sounds

like a final parting glance which does not completely succeed in attaining the

object of its longing, the harmony of the dominant.
A similarly ingenious construction with a $-chord in Schumann’s
Waldszenen no. 1, eighth bar from the end, may be compared with this.

In Fux, Chapter XVII, p. 38ff, we read:

VN‘IO can fail to see that [Example 162] by no means contains the fourth, but
[rather] the fifth and octave? For intervals are to be measured with reference
to the bass note [Grundton), not the middle components. . . . But if one under-
stands the fourth, which derives from the asithmetic division [see example 163],
then ! fail to comprehend how such a thing could be included among the
CcOmsOnances.

Example 162
Fux 1,2

- Example 163

Fux I, 4

b= d
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Anyone [who did so] would have to believe that it was regarded as a consonance
by the ancients not only in concept (because the interval originates in the direct
division of the octave), but also in practice. 1 will not dispute it if someone
chooses to make this claim; but the practice of so many centuries appears indeed
to speak against such a conclusion, and we must proceed in accordance with
that practice; because experience now teaches that the employment of the fourth
in no way deviates from that of the other dissonances' in that it likewise is
introduced only as a syncopation of by means of a ligature. The fourth certainly
sounds less strident than the other disscnances, and is more tolerable to the ear;
vet the sense of hearing is not completely grat:ﬁed in perceiving the interval,
for example:

Example 164
Fux1,5

s

F— i
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but obviously awaits the arrival of the fifth below:
Example 165
' Fux 16
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With what delicate language Fux pries at the deeply buried mystery of the
fourth-turned-dissonance: he refers to the doubt about whether the fourth in the
situation under consideration is not merely the inversion of the fifth, a doubt that is
held to be the reason the ear siill is “not completely gratified” But how insecure and
timid the conclusions he draws therefrom!

Lel us hear Bellermann on the subject (p. 128):

IIL In this thizd class, which stands as though between the consonances and
dissonances, we include the perfect fourth and the Iritone alang with the
diminished fifth. As we saw earlier, the first of these, the perfeci fourth, as
inversion of the perfect fifth, is to be counied ameong the ariginal intervals, and
stands in the simple vibration ratio of 3:4, while the other two intervals
originated only indirectly and exhibit the most complex vibration rtatios in the
diatonic scale (namely 32:45 and 45:64); nevertheless all three will be treated in
certain cases lo be discussed later as imperfect consonances, and in other cases,
in contrast, as authentic dissonances. For the sake of clarity, I shall here discuss
the intervals in question individually:
(a) The pesfect fourth is always a dissonance in two-voice counterpoint;

Example 166

and alse in settings of three, four, and more voices when the lower of ils two
tones is also the lowest of a chord consisting of three, four, or more voices—thus
always in the §-chord, as here:

Example 167
h
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It appears as an imperfect consonance, however, when it is produced by two
inner or upper voices. if we add to those tonal combinations above [in Example
167] a lower consonant tone, then, the fourth between the inner or upper patts
loses its dissonant quality and becomes an imperfect consonance:

The First Species: Note Against Note 121
. Example 168
5
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. This phenomenon can be explained as follows: we view the lowest voice of
#chord as the basis (Grund) upen which the higher voices are construeted, and
we measure the [remaining] tones from this basis, Now if we add to a fourth a
third, lower tone that is consonant with the two tones of the fourth (thus either
the lower oclave or the lower sixth of the upper tone of the fourth), then the
ear hears in the first case, measuring from the bass, a fifth and an octave, and
in the second case a third and a sixth; and the fourth that lies between the
upper voices appears to vanish completely,

Such a disappearance of a dissonance through an added bass tone occurs,
of course, only in the case of the fourih, which by its very nature is actually a
_consonance.’

Here Linterrupt Bellermann and ask, in reference to all of this, just the following: why,
then, was thé fourth described as a dissonance in two-voice counterpoint? Bellermann
appelrs not to notice that he has in the meantime simply assumed and proclaimed
the transformation of the fourth to a dissonant stale as a fuit gccompli, without having
demonstrated it; and when, in conclusion, he artives at the statement quoted above
that the fourth is “by nature actually a consonance,” then his initial principle, “the
perfect fourth is always a dissonance in two-voice counterpoint,” makes no sense at
all. What, then, has Beliermann demonstrated? Nothing except that the fourth ceases
to be a dissonance if it is not the lowest interval; but this presupposes that he would
have been abliged carlier to demonstrate that the fourth begins to be a dissonance

" exactly when it occupies the lowest position. Just this, however—the most important
thing of all—is missing in Bellermann’s discussion of the problem.

Bellermann continues: “It is a different matier, on the other hand, when two upper
voices stand in a truly dissonant relationship, for exampie that of a second or seventh.
These intervals, because of their very complex vibration ratios and because they are
actually dissonances, can never go unnoticed by the ear” Unfortunately 1 must
interrupt Bellermann again: it is completely unwarranted to make so essential a
distinction between a fourth and any other dissonance between the upper voices, since
even in cases like these:

Example 169
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we hear primarily, in relation 1o the bass, at a the fourth and fifth rather than the
fourth and second, and at b the fourth and third rather than the fourth and seventh.
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The truth is, rather, that when a dissonance crops up between two upper voices, such :
as the second or seventh in the above examples, the dissonant quality of these intervals
in the upper voices is due less to their own nature than to the fact that they cannoi
both be accommodated by the same triad. It is only because a fifth and a fourth
cannot both at the same time be components of the same triad that they dissonate
against each other in the upper voices as well, and, depending on register, form
sometimes a second and sometimes a seventh. But it is clear that this is compietely
insignificant in comparison to the more important fact that a tone is dissonant
precisely in relation to the bass, and in comparison to the question of exactly how it
is dissonant with the bass; and thus, in regard to Bellermann’s argument, the question
remains open of why the fourth is a dissonance only when it is the lowest interval,
since it is no longer dissonant when it appears among the upper voices; and there is
no point in considering the precise identity of the interval in question, whether

consonant or dissonani, whether a fourth, second, or seventh.

Concerning the augmented fourth, finally Bellermann states (p. 129): “the aug-
, however, together with its inversion, the diminished fifth, -
tic exception 1o the foregoing -

mented fourth (the tritone)

both of which will be discussed later, form a characteris
observations.” And on p. 130: '

(b) The tritone and its inversion, the diminished fifth, were used by the early
composers only in rare cases as aclual dissonances on the arsis? . . Between
two inner voices, however, or between an inner voice and the upper voice, both
intervals occur relatively frequently, and then, like the perfect fourth, they have
the rights of an imperfect consonance, The bass tone that accompanies them,
however, must stand in a consonant relation to each of their tones. Accordingly,
there is but one type of combination in which they are usable, namely:

Example 170
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The authors R Louis and 'L. Thuille approach the problem of the fourth as a
transient dissonance with incomparably mare acute sensitivity in theic Harmonielehre,

We read in §14 (p. 34f):

Sixth and fourth, in and for themselves, are nothing but undoubtedly consonant
intervals; they are such, however, only to the extent and under the condition
that they appear in the guise of inversions of the third or fifth respectively, The
reason is that for the ear, which perceives harmonically, il is not the consonant
interval that is primary, but the consonant chord (the triad). Perfect octave,
perfect fifth, and major and minor third are consonant intervals to musicians
only because they are constituents of the major or minor triad; the contrary
proposition-—that the consonance of the major and minor triad might derive from
an assemblage of “consénant intervals” —is incorrect., :

It harmonic context must always decide whether the intervals of fourth and
sixth in a given case are to be regarded as inversions, and therefore as consonant,
ot as embellishments (suspensions or passing tones), and therefore dissonant,
an important distinction between the two intervals is immediately revealed when
we compare them with respect to this dual nature thai they possess. In the case
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of the sixth, its interpretation as an interval by inversion is the more plausible,

“while the fourth, on the contrary, is more easily heard as dissonant than as
" inversion of a consonant interval, ‘This becomes evident if we consider the two
intervals in isolation.

If we play a major or minor sixth, we immediately hear it as the inversion
of a minor or major third, thus as an undoubtedly consonant interval. Any
different interpretation (perhaps as a suspension preceding a fifih) would have
to be forced upon our perception by the context in which the sixth accurred; it
would arise only if, for one reason or another, we were to find the first
'Qter’pr'etatian inadequate. The ear has for the consonant interpretation of the
sixth what legal scholars call praesumtio juris: the sixth counts as consonant
undil it is convincingly proven otherwise, .

The opposite applies to the perfect fourth, If we hear that interval in and
fgr itself, we do not at first think of the inversion of the fifth; instead, we
- immedialely hear a suspension preceding a (major or minor) thied. The har-
‘monic sense presumes it to be dissonant, and we admit the consonant inter-
pretation only when the context compels us to do so. )

- Thus the old controversy of whether the fourth is to be regarded as a
consonance or a dissonance is definitively settled. On the purely acoustical side,
‘the fourth is a consongnce and indesd exclusively a consonance. But this
- acoustical concept-of consonance is of no concern at all to the musician as
‘such. With respect to harmony, the fourth can be either consonance or dis-
sbnance, depending on whether the ear interprets it as inversion of the perfect
~Aifth or as (upper) embellishment to the major or minar third (or possibly also
as lower embellishment 1o the perfect fifth). The characteristic of the musical
effect of the fourth, however, resides in the fact that its interpretation as
- embellishment—especially, indeed, in the case of the isolated fourth—is the more
obvious. This, then, is the reason for the old contrapuntal rule that in two-voice
. striet counterpoint the fourth is always to be treated as a dissonance.*

~In regard to an interpretation so far superior to, for example, Bellermann’s, T am

really sorry not to be able to affirm that, as the authors claim, the old controversy has

been definitively settled. For just the most profound level at which their interpretation
arrives is itself in need of further independent clarification. It is not enough to say
that our “harmonic sense presumes the fourth 1o be dissonant” because “its interpreta-
tion as embellishment—especially, indeed, in the case of the isolated fourth—is the more
obvious,” regardless of the fact that, as the Haydn example [155] above has shown,

this presumption is only a conceit which sometimes even vanishes under the strength

and overriding power of the scale degrees (which can indeed substitute s different
presumption). Just for this reason, the first task would be to explain why one
interpretation is more obvious to our perception than the other. That the two authors

themselves sensed this basic flaw in their argument is proven best of all by the fact

that they sought an answer to the fundamental question. They make this known in a
footnote {pp. 36-37):

" Treatment of the question of why the fourth and sixth differ so thoroughly in
respect to their consonant or dissonant interpretation actually does not belong
to the domain of our considerations. Yet it should be indicated at least briefly
that here an element enters the picture which indeed does not count as a
ptimary feature (as was believed earlier) but perhaps as an important secondary
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one under certain circumstances for the judgment of consonance and dis-
sonance: specifically, the degree of agreeability (that is, of “euplrony™) of intervals.
It can be verified that, all else being equal, an interval will more readily be heard
by the ear as a consonance the more euphonious it is. Now of all the usual
consenant intervals, the perfect fourth sounds decidedly the legst agreeable, and
in any case far more disagreeable than the major and minor sixth, and this may
well be the cause of the difficulty of its interpretation as a consonance.

To this, however, I believe that only the following answer was to be given: only the
imperfection of the fourth as a boundary interval should be taken into consideration
and cited as the reason the ear must experience doubt about the meaning of a fourth
that oceurs as the lowest interval—doubt which alone, for an otherwise perfect con-

-sonance, would have 1o suffice in this situation to judge the fourth as dissonant A
discussion of the sixth cited by the authors in this connection, however, is the subject
of the following paragraphs,

§4. More delailed differentiation among the permissible consonances

The unison materializes with full clarity only in counterpoint of two
voices—specifically, as the coincidence of two different voices in respect to the
absolute as well as relative pitch placement (Hohe) of a tene’ While it can
be accepted in the horizontal direction, if at all, most propitiously in the form
of a.tone-repetition—and this not in the cantus firmus itself, but, as we shall
later, see, only in the added voice—, here, in the vertical direction, it is for the
first time a real and independent interval, in spite of the fact that it clearly
remains foreign to the overtone series.

By contrast it is the overtone series itself that provides valuable implica-
tions for practice in regard to the other consonances. {Compare also the
pertinent remarks in Part 1, Chapter 2, §§11-15.)

It is the overtone series that affirms that the ocfave is the most perfect
interval, since it manifests identity of pitch-class (Ton) coupled with differen-
tiation only in pitch (Hohe),

After the octave comes the fifth, somewhat less perfect at the outset in
that it no longer represents merely a repetition of the fundamental but rather
sefs a new tone against it. Yet this new tone expresses maost perfectly a new
property--specifically, by forming the ultimate boundary of the triadic juris-
diction (Dreiklangswirkung) of its fundamental tone. That is: since the fifth
belongs to its fundamental as a boundary in such a way that there is nothing
“beyond” it without violating [the properties of] unity and consonance$

perfection is achieved in the fifth—albeit in a sense different [from that of the

octave]—precisely by virtue of this unsurpassahility.
The hierarchy, or valuation, of the perfect consonances, then, is as follows;

{a) 1,
(b) 8,
(e} 5.
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-'Thus from the most perfect identity of pilch-class and specific pitch, as

represented by the unison, the path leads to the offspring of the overtone

. series: to the octave, which, alongside differentiation of pitch, still repeats the

pitch-class; and furthex, to the fifth, which shows differentiation of both pitch
and pitch-class, but which on the other hand establishes the final and

- unsurpassable boundary of consanance in-relation to the fundamental.

By virtue of its differentiation of both pitch-class and pitch, the fifth also

1 provides the bridge to the imperfect consonances;

% 3,
() 6.

‘The imperfect consonances likewise show differentiation of both pitch-
class and pitch in relation to their bass notes; but they are distinguished from

*".the fifth in that they are nol boundary intervals and therefore are unable to

demarcate the harmonic content of a bass note. Rather, they form the content
of a triad demarcated by means of a fifth, and therefore it is not possible to

~determine from these intervals alone the specific triad of which they form the

content. For example, does the third at a in Example 171 belong to the triad
at b or that at ¢?

Exemple 171

p%

T
1
)

A Y hb) .

The overtone series, io be sure, presents us with the major third, and in
this sense it also evokes the assumption that the third C—E of Example 171
might best be counted as part of the fundamental C. Yet it is impossible to
do better than such an assumption—especially in the case of the minar
thirdi~-and to gain so secure a foundation as for the perfect consonances. The
same applies to the sixth, except that the latier, unlike the third, is not even
ratified by the overtone series itself, but is to be regarded only as the inversion
of the third.

We may now be inclined to ask, however, why the sixth, like the fourth,

© should not be prohibited in two-voice counterpoint because of its simultaneity

and the consequences resulting from it; after all, it too is an inversion—namely,

of the third.
‘The answer is this: first, in the case of the sixth the boundary-interval

_problem does not come into consideration at all, so that the other issue of

.. the detour (specifically, in this case, through the third) is not complicated, as
~was the case with the fourth, by the more important boundary-interval
. question. Clearly, the latter issue must be of greater import, becanse it has
- the final say regarding the possible consonant content and thereby provides
the very raison d'étre for the third as an interior consonance.
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Secendly, the sixth, like the third, is only an imperfect consonance, and,
as such, is by origin less sensitive in every respect than the perfect fourth.
That is, while the fourth (see §3 above) possesses Such purity and perfection
that any mutation causes it to slip immediately into a state of dissonance
{diminished or augmented fourth), the imperfection of the third makes it more
tolerant. Both major and minor thirds retain their-character as consonances;
precisely for this reason, the process of inversion must cause less damage in
the case of these intervals. Indeed, one might say that the imperfection of the

third does not suffer when, by inversion into a sixth, it becomes even a degree
more imperfect.

For two-voice counterpoint, then, the practical use of both imperfect

consonances, all intrinsic differences between them notwithstanding, {s per-

mitted without restriction, even if for the purposes of doubling in three- or -

four-voice counterpoint, as we shall see later, the third, for the reason just
presented, is in principle accorded that priority over the sixth [Part 4, Chapter
1, §1] which is its due as a better interval.

Finally it should be stressed here that the inversions under consideration,
the fourth and the sixth, are to be understood only in the sense of the voice
leading of contrapuntal practice—thus in contrast 1o the inversions taught by
the theory of harmony in an abstract way relative to the meanings of scale
degrees. Thus it is entirely inappropriate for the theory of harmony, in
presenting the chord of the § to abjure the fourth as a dissonance. Rather, it
is the task of harmonic theory merely to elucidate the phenomenon in
question purely conceptually first of all as a possible derivative of another,
fundamental and original, phenomenon, with which the §-chord in that case
must share the position and significance of a scale degree.

Thus the theory of harmony, to return to the Haydn passage in §3 above,

Example 155, has only to teach that the §-chords in bars 2 and 3, to the
extent that they represent inversions (in accord with the demands of the scale
degrees) rather than suspensions, do indeed form inversions of the triads on

Bb and Ab respectively, and therefore share with those triads the significance
of scale degrees,

After the foregoing observations on the sixth (cf. §3), I must, therefore, respond here
to Messrs. Louis and Thuille that, whatever presumption one may have about the
sixth, it is not permissible to view that interval as turning into a dissonance, not even
when it occurs in the form of a suspension, There exist, indeed, consonant syncopations
and suspensions (see Chapter 4), and this may be the best point of departure for
judging the different natures of fourth and sixth: only because the fourih is otherwise
perfect, it must become really dissonant once it no longer has that perfection, as is
the case in two-voice counterpoint when it appears as the lowest interval, The sixth,
however, even when it is no longer an inversion but rather a suspension, still retains
its character as a consonance—an imperfect consonance to be sure, which, incidentally,
is what it has been from the very beginning, Therefore it is at least insufficiently

cautious when the cited authors write: “The sixth counts as consananti until i is_

convincingly proven otherwise.”
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Two voices can move in any of three different ways in relation to one another;
pecifically: ’

L * Similar motion (motus rectus), where both move in the same direc-
ion—that is, both upward or both dewnward; for example:

Example 172
h — {13 L&)
W i =—]

2. Contrary motion (motus contrarius), where the voices proceed in dif-
erent directions; for example:

3. Oblique motion (motus obliquus), where one voice sustains, while the
ther moves in either direction; for example:

§6 The prohibition of similar motion to perfect consonances in

two-voice counterpoint

»'The consonances unison, octave, and fifth must not be approached by similar

motion in the exercises of two-voice counterpoint.

“The restriction applies in two-voice writing—and only there—to aff cases,
egardless of whether the preceding interval is (1) another perfect consonance
r-{2) an imperfect consonance,

In the first case, incidentally, it makes no difference whether the two

:perfect consonances have the same name, as here:

f
f}

etc.
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or different names, as here:

Example 176

TWO-VOICE COUNTERPOINT

5 1 5 *8 8 5
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etc,
In the second group, obviously, no such distinction exists:
Example 177
3 1 6 8 6 5
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Moreover, within the exercises of two-voice counterpoint, even in examples

of confrary motion such as:

Example 178
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or:
Example 179
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the inversional character of the fourth- and sixth-leaps (cf. Part 1, Chapter 2,
§§13 and !5) is set in sharper relief in accordance with the ear’s heighter}ed
sensitivity, just here in the realm of two-voice writing, to ways of approalchmg
perfect consonances. {The reasons for this sensitivity will be discussed_m the
following paragraphs.) Add to this the fact that, as a result, our instmgtual
sense of the original intervals {fifth and third rather and fourth and sixth)
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compels us to translate the contrary motion back into simple parallel motion
as shown, and it follows that at least in the exercises of two-voice counterpoint
we should avoid even such contrary motions (which are known as antiparal-
lels) to perfect consonances. Such avoidance is facilitated by the fact that a
moderate distance between the voices, so long as it is actually observed (see
§24 below), will exclude any opportunity for such antiparallels, which, as
Examples 178 and 179 show, require such a large separation. '

§7. On'the nomenclature of the prohibited similar motions

Because, as I shall presently show, the old theory unfortunately misunderstood
the true reason for the prohibition, it characterized the cases in Example 175
as “open” octave- or fifth-successions, in contrast to all others (those in
Example 176 as well as in Example 177}, which it designated “hidden”
successions. At the outset let us agree al least that instead of a variable

- nomenclature—one speaks, for example, of “parallels” in general, of “similar”
--and “unequal-similar” motion, and finally, most frequently, of “open” and
* “hidden” successions—it is perhaps most correct (if, unfortunately, not also

shortest) for the sake of consistency to speak only of parallel unisons, octaves,

- or fifths, astd (in preference to “hidden” successions) of nonparallel similar

motion (which is understood as referring to progression to the unison, octave,

- or fifth),

I say “for the sake of consistency” because in the case of so-called hidden

© suceessions it is very misleading to speak of actually “parallel” motion, a

designation which, in the strictest sense, correctly applies only to the “open”
successions.

But one could, while completely avoiding the older nomenclature, speak
of “similarly-named unison-, octave-, or fifth-successions” and (instead of
nonparallel similar motion) of “similar nonparallels.”

'§8. The reasons for the prohibition of similar motion to the perfect

consondnces in general

The prohibiticn of similar motion to the perfect consonances in exercises of

two-voice counterpoint is based in general on several discernibly different but
simultaneously operative reasons:

First, the nature of the perfect consonances (as emphasized in §4 of this
chapter), which is to provide either identity of tone or boundary of the
harmenic content; '

- Second, the character of similar motion in gereral and how it differs from

oblique and contrary motion; and finally

- Third, the original meaning of polyphony in general,

to which it should be added that in individual cases sometimes one and
. sometimes another of these factors will predominate.
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The first factor, which concerns the harmonic boundary, has already been
discussed.

The second factor, similar motion, is to be interpreted in its psychological
effect as a kind of agreement between the two voices to strive toward a
common goal; in this respect if contrasts with oblique and contrary motion,
whose differentiation of direction acts, conversely, to rule out such agreement.

The third and last of the points mentioned implies that if two-voice
counterpoint is to have any meaning at all, the second voice, like the first,
must be individual—that is, must have an independent course.

To make clear the application of the above rules to specific cases, [ now
proceed to investigate them in order, beginning with the paratlel successions,

§9.  Unison- and octave-parallels (1 — 1 and 8 —8)

The exclusion of unison- and octave-parailels as successions of the two unisons
or octaves rests mainly on the third reason cited above—that is, on the simple
understanding that the added counterpoini must never be a mere repetition
-of the first voice, whether in unisons or in octaves.

It is self-evident, however, that the other reasons also support this restric-
tion.

§10. Fifth-parallels (5—5)

With fifth-parallels, however, I believe that the frst two reasons stand in the
foreground.

To find ample cause for this restriction, one need only consider the effect
of a direct transition from one harmonic entity so explicitly bounded as a
fifth to another equally bounded entity, especially in two-voice counterpoint,
where, in the interest of stronger motivation [to move forward] (about which
more detail will be provided in §22), any such boundedness is to be avoided
wherever possible. So far the fiest reason. -

If the fifth is approached through oblique or contrary motien, as for

example:

Example 180

2 N8

then, at least, it sounds as though the two voices have arrived at the
undestrably bounded entity of the fifth merely by accident, so to speak. Such
a coincidence is less propitious, however—and this is the second aspect—in the
case of similar motion, which (see §8 abave) here can only signify completely
conscious pursuit of that faulty succession of undesirably bounded entities
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But why would the voices be allowed, above all as matter of general principle,
to seek out consciously a fault of this kind?

§11. Nonparaliel similar motion to perfect consonances

Simitar motion, which we have just interpreted as the common agreement of
two voices to strive toward a common goal, and have therefore recognized as
the compromising element that contributes to the prohibition of parallel
perfect consonances, operates in an equally compromising manner for non-
parallel similar progressions to perfect consenances—thus, for similar motion
from non-unisons, non-octaves, and non-fifths to unisons, octaves, and fifths.

To invoke here the older terminology of so-called “open” and “hidden”
successions—interpreting it differently, to be sure, from the way it was originally
conceived—we could say that through similar motion even the so-called hidden
succession -is really turned once again into an open one: “open,” however,
only in the sense of the agreement, made manifest threugh similar motion,
of both voices to reach the same goal,

Nonparallel similar progressions, then, like the true parallels, remain
categorically forbidden in two-voice counterpoint.

But if similar motion contributes to the bad sound and resulting inadmis-
sibility of non-parallel similar progressions in two-voice counterpoint, it is

- nevertheless completely unnecessary to give credence to that older theory

which tried, in a manner most complicated and at the same time naive, to

" reduce the “hidden” successions to “open™ ones in order to exclude therm.

The older theory” labored under the delusion of the need to fill in the leap
of the one voice with a so-called diminution, so that a tone appeared which
then actually formed an open succession with the other voice:

Example 181

B 4
- -
The designation “hidden” succession has to do with the fact that therein

a true “open” succession was allegedly concealed. Such a glaring hiatus
between the artistically correct perception of a necessary prohibition, and a

_ grotesque and forced justification of correct instinct!

The interpretation was so contrived that it has long been easy to make

" fun of its unnaturalness® But what was the point of ridicule without the

proposal of a more satisfactory explanation, which would have been accom-
panied by a more satisfactory nomenclature? Certainly, it appeared easiest of

all simply to rescind altogether the prohibition of hidden progessions {as has

been done in many quarters)—a solution that would necessarily have
eliminated the question of nomenclature. But artistic instinet, which always

felt the need for the prohibition, has praven correct to this day, and all that
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can be done about it—which certainly is so very difficult—is to formulate the
artistically correct reasen for it in convincing language.

§12. Refutation of the claim that octave- and fifth-parallels manifest
the same doubling-principle

The attribution of such special reasons for the injunction in two-voice
counterpoint against octave- and unison-parallels on the one hand, and
fifth-parallels on the other, must here, however, be more precisely grounded
from the historical standpoint as the definitive solution of the problem of
parallel motion.

As is well known, the first experiments of polyphonic music began with
the addition to a given melody of parallel motion precisely in fourths and
fifths (so-called organum). From this one might be tempted to conclude that
the poor effect of extended fifth-successions had been perhaps only a conceit
of later epochs, since in earlier ones, as is historically documented, a contrary
practice was doubtless the norm.

The actual fact, however, is different. In that early period there existed as
yet no artistic experience of polyphony whose correct interpretation would
have been the only possible hasis for a true theory of art—theory, indeed, can
only follow art, interpreting and abstracting—; therefore theory, or what was at
that time considered theory, had on the contrary to establish the first
guidelines for practice. And since theory was certain that the Rfth is a perfect
consonance, it was naive enough to set as a guideline the simple doubling of
the melody in fifths or fourths: can perfection upon perfection (so theory
reflected) produce anything other than a perfect effect? Thus the practice of
organum was based on fifth-successions, which could be called actual fifth-
doublings—“doublings” specifically in the same sense in which we speak today
of octave “doublings.” But the teachings of theory in this respect were soon
revealed to be completely inartistic and flawed, for the specific reason that
theory, trapped as it was in its purely speculative view of the perfection of the
fifth, had no artistic notion that value and beauty of effect in the combination
of voices issued from sources other than merely those of perfect intervals. And
when the practice of the ensuing period in fact—partly perhaps in the mere
quest for variety, but also partly from correct artistic instinct—began to mix
thirds and sixths into the setting along with fifths and fourths, it was the
contrast of the intervals, emerging for the first time, which exposed their true
nature in the service of voice leading. Exactly the contrast to thirds and sixths
made composers notice how bounded in effect was the sound of the fith—even
a single fifth, but especially in a succession of fifths! And also, contrariwise,
how the fifth revealed the nature of the third and sixth—specifically the fact
that they, far from lending a bounded quality to the sound, rather, through
their equivocality (Mehrdeutigkeit), provided the stimulus for forward metion.
And just here, in the hustle-and-bustle of thirds, sixths, and fifths, it was
gradually recognized how detrimental it would be merely on the basis of the
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~ fifih's perfection Lo forget about its boundary effect in counterpoint itself, and

how little the fifth is therefore suited to fill out the counterpoint by successive

- usage—that is, fifth by fifth—and to “double” in fifths. Finally a freshened

sensitivity led to the insight that if the fifth provides the boundary of the
sound, this effect, which is certainly unwelcome in the contrapuntal setting,

. at least should not be produced by similar motion—that is, through mutual

agreement of both voices. And thus there arose the restriction—a kind of “rule
of battle” for the warring thirds, sixths, and fifths—that in two-voice counter-
point the fifth should not be approached in similar motion. Through this
well-grounded fifth-restriction—its first written formulation can perhaps be

- ascribed to Johannes de Muris in the fourteenth century—expression was given

once and for all to the artistic awareness thai a succession of fifths could never
again be understood and heard from the standpoint of mere “doublings”; that

* rather, whether for purposes of explanation and justification or only with the
- aim of cultivating better hearing, only the standpoint of voice leading—and,

to be sure, a thoroughly concrete voice leading (reefle Stimmftihrung)—is to

- be given consideration.

There are, then, no true ffth-“doublings” (however much the external

+ appearancg of the music may suggest their presence); but ihere are, on the
- other hand, doublings in unisons and octaves. One must therefore altogether

avoid such terminology in relation to fifths, if only to protect the ear from
incorrect ways of hearing. Thus even in a case like the following often-cited
ene by Beethoven:

Example 183

Beethoven, Pianc Sonata Op. 53, 1

or, to mention a still more pungent example, in the following case:

Example 184

~ Chopin, Mazurka Op. 30 No. 4

EH o e R T
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Example 184 continued

one must not speak of mere fifth-“doublings™; and we will see later in which
manner such voice leadings were arrived at by the composer and are to be
understood by the listener.

It is highly regrettable that the lesson which so clearly teaches to artists and
theorists the development of our art has not (unfortunatelyl) been better understood
in its essence. In particular, the milieu of the first prohibition has been overlooked—that
is, the fact that the experiences which had to lead to the prohibition first occurred in
the domain of a counterpoint of actuaily only two veices, and in a terrain where the
setting, though free composition, resembied very closely a primitive exercise in our
two-voice [strict] counterpoint. Only in two-voice vocal counterpoint could the effects
of the parallels be perceived at all in their absolute purity, and thus, on the
contrary—and this precisely is the important point of the historical experiencel—the
prohibition, with its absolute stringency and its true justification, applied only to
two-voice counterpoint. By no means is one allowed, lowever, to evaluate also the
later polypheny in exercise and in free composition with reference to the prohibition
that rightly applies first of all only to the bicinium of free composition of that [early)
epoch, and thereby discover contradictions where none existed. .

It redounds to the credit of M. Hauptmann that he provides at least an inkling of
the truth in his Harmenik und Metrik: “The reason for the poor effect . . . is not the
same in the two cases [of octaves and fifths]: the fifth-succession lacks unity of
harmony, and the octave-succession variety of melody.”® The best feature of this
formulation without doubt is the recognition that the reasons for the prohibition of
fifth- and octave-parallelisms are indeed different, It should be noted, however, that
the “unity of harmony” mentioned in connection with fifth-successions is an empty
phrase. Although apparently pointing in the right direction, the expression goes too
far, since a voice leading such as the following:
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Example 185

g

could also be criticized for its lack of unity of harmeny. Hauptmann undoubtedly
" sensed the harmonic boundary provided by the fifth, but was himself unable to give
more felicitous expression to that percepiion. In addition, like ail theorists, he commits
the fundamental error of testing the reasons for the prohibition applicable to two-voice
¢ounterpoint just in the domain of free composition, where they have long since ceased
to be operative in a pure and unmodified form. :

So much more regrettable, then, is the regression by H. Riemann, who has recently
propagandized in favor of regarding the reasons for the prohibition of parallel
successions as exactly the same for both octaves and fifihs,
“Octave-parallels, as a denial of the inde
false; fifth

precisely:

® He states expressly:
pendence of the voices, are unstylistic and
-parallels 100 are faulty for the sante reason.” Further on, he elucidates more

" A voice that repeatedly presents the octave-tones of the other voice is only a
reinforcement of the sound of that second voice; it is not a different voice, And
. a voicesthat moves in parallel fifths or twelfihs with a second voice also still

“blends much too completely with the latter to be regarded as an independent
voice,

. Thus, in order to account for the fifth-prohibition by the same reason as for the
octave, he formulates the hypothesis—attractive in itself—of several different degrees of
blending, according to which he atiributes to the octave the strongest, to the fifth what

ght be called an intermediate (note the expression “still blends much too com-
pletely”), and to the third—the major third of course—the weakest degree of blending,
Concerning the third, he says: “The fifih overtone, the tone that produces the third,

s too weak in sound for us to averloak its independent production [in polyphonic
contexts] and perceive parallel thirds too as mere doubling.”

. As is evident, he bases the hypothesis on the phenomenon of the overtone series,
. which, incidentally, he clearly acknowledges: “The auxiliary voices o the organ give
- obvious proof that sonic reinforcement througheut entire compositions by means of
-parallel octaves, twelfths, and in general all pipes that correspond to the overlones is

possible and of good effect.” And thus he arrives at the {ollowing statement:

But certainly neither parallel octaves nor patallel fifths sound bad in themsejves;
therefore intentional oclave-doublings {sonic reinforcement by added octaves)
~ ate always good and completely permissible in orchestral writing, but they lie
completely outside the domain of counterpoint in four real voices; retnforcernent
by parallel fifths (or twelfths), toa, is not infrequent in full-textured keyboard

[playing] or in full orchestral writing, but it is never to be regarded as real voice
leading.

“There we have it, then. Even parailel fifths, according to Riemann, are scarcely

anything other than tonic reinforcement {like the ociave), a doubling voice, so to speak,
88 in mixture stops on the organ.

This would take us back to the beginning [of art}, and ali evolution in artistic
ractice and, foilowing it, artistic theory since the establishment of the prohibition of
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parailels would prove to be completely misunderstood! And all of this stems only ‘fro‘rn :
the fact that the origin of the prohibition, as history teaches it, was not grasped in its
relationship te musical phenomena, Riemann too is naive erllough to *Iery to understand
this prohibition as completely abseluie; he too claims that it must eltherlbe enflorced
or be rescinded in an absolute fashion. Since this position, however, will ob\.nously
have to founder on the contradictions inherent in the differences of situation (1.e.'the
distinction between two-voice counterpoint as opposed %o that of three or more voices,
as well as betwsen an exercise and free composition), it is understandable that
Riemann speaks vaguely and timidly in part of orchestral and fu.ll—.textured keybogrd
writing, and in part of school exercises, and thus—by constant!y' shlftmg.the fou:}dahon
of the prohibition—is all the more unable to arrive at a definitive sr,?lutlo.n, but instead
offers only a formulation that is itself so much more in need of clarification:

Even in cases of parallel fifths, today we are more permissive and allow them
to pass by without admonition if they are covered up by means of contraFy
motion or disscnances—that is, if the ear is compensated for the decrease. in
textural richness {for the parallel voice disappears, so to speak, for the duration
of the parallel motion) by alternative sources of interest. Paralle! fifths between
real voices, however, remain a stylistic error under all circumstances; they are
to be banned without exception from all school exercises. If the teacher neglects
te develop and intensify the natural sensitivity in his young char.ges t'c_nr such
offenses against purity of counterpoint, he must not be surprised if they
compleiely run amok,

Such a miserably confused and ai the same time naive muddlel In school exercises
the student is to avoid successions of perfect fifths—because (so Riemann claims}) they
are, like octave-successions, merely reinforcements. Elsewhere than in school exercises,
however—specifically in free composition—, according to Riemann, “paralle! fifths

" between real voices” indeed remain under all circumstances a “stylisiic error,” yet the
composer may use them as a “reinforcement” and only as such. Doesn’t the trul)f most
imporiant issue still need clarification by Riemann? He would have to explain the
‘following: first, how exactly it could be determined whether a given case represented
a well motivated “reinforcement” or only a true and unintentional contrapunta_]-and
“stylistic” error (ihis is the point most often addressed in assessments .by criticst);
second, how it happens that reinforcements with fifths occur so relatively .mfreguentiy
in comparison’ to those with octaves; and finally, third, how 10 reconcile ‘Wlth the
license of fifth-reinforcements the far greater number of [parallel] fifth-successions that
Riemann himself would never describe as mere reinforcements, but which he \lJvould
nevertheless tend to judge in a more “permissive” way and “allow to pass witheut
admenition” (compare the above quotation). .

Are there, then, perfect fifth-successions of a different nature, successions that are
permitted and do not fall within the purview of the principal criterion of tffe
intermediate degree of blending? Are those exceptions, one must _ask? Or do they lie
within the pusview of a different criterion? If so, then why has Riemann appllled the
criterion of mere doubling [valid for octave-successions] alse to ﬁfth—successpns’r‘ If
there are open fifth-parallelisms that are permitted and are not to be conmds:red
doublings, what is the point of the prohibition at all? O, if all. Paral‘lel ﬁfth-successmr}s
are permitted in free composition anyway, isn’t the prohibitian in the last analysis
really only a form of intimidation, whose sole purpose to make students quake {such
naive method!) before the supremacy of the “prohibiting” ieacher?
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To what should Riemann’s student adhere when he turns his efforts to free
composition? To the prohibition or to the license—where both fundamenal situations

- are so indefinitively defined?

But Riemann’s error lies not only in having represented fifth-successions as

“doublings,” in spite of the fact that he himself incautiously quotes different types of
_fifth-successions that are said not to be doublings, and that accordingly he ignores the
o history of the beginnings of polyphony, which has long been able to forestall the

reappearance of such a false and discredited interpretation. Of far greater detriment

“in his case, rather, is the ignotance of purely artistic and psychological perceptions,
. and the forcible imposition upon art of natural phenomena-—here, in particular, once

‘again the results of the overione series. In Harmony (§§10, 19, etc)) I have already
called attention to the unfortunate consequences thai necessarily accompany the effori
to abstract art in its total content only fiom the overtone series. | called instead for
an understanding that nature’s suggestion, as it is found in the overione series, was

" taken over by artists only up to a certain limit, while from that limit forward they
.+ have, with complete originality, worked out artistic elements 1o which they [alone]
> hold title—elements which then, certainly, once again flow back into nature, but only

at the very end and ondy in the most exaited sense. Riemann’s error lies completely

. exposed precisely here, where, in his treatment of the parallel-fifths prohibition, he

again takes refuge in the overtone series in order to derive the cencept of blending-

-~ gradation gentioned above. Far if the overtones really are only components of an

indivisible sonotity, and if, therefore, the [tones comprised by the] sounds known as
organ mixtures are in this sense once again only elements of a single tone and can

* claim no independent existence whatever—their dependency is expressed already in the

terms “over-,” “partial-” or “aliquot-tones”—, then it is clear that that palpable tone

- which the contrapuntal voice places against the cantus firmus as ffih (or as octave or
-third) is never iruly identical 1o such an overtone. Rather, the tore of the contrapuntal
“ voice in itself represents another independent tone-phenomenon that carries its own

overtones on its back, so to speak, exacily like the cantus-firmus tone against which it
sounds (“an unhappy Atlas, who must carry a world, a whole world” of overtones)."?
Each of the two tones is, accordingly, an independent {one—the cantus-frmus tone as
well as that of the counterpoint, which forms the fifth; both have their own cvertones,
absolutely necessary to their tone-production—two infinite columns of tones, so to speak,
which are completely differeni and fundamentally have nothing in common. Consider

- oo the fact that even octave doublings, which according to Riemann manifest the
. strongest degree of blending quality, nevertheless always signify once again only an

encounter of two completely independent voices, and that the independence of the

- octave-torie is sensed cleacly not only in orchestral writing but also—we need only think

of couplings—on the organ itself. There is, therefore, a quite essential difference between

. ‘the organ mixture, which is completely integrated into the sound of a single tone, and

an incarnale, independent tone which, activating its own mixture, sets ilself against
the cantus-firmus tone as a fifth. For if the fifth in the added voice were little more

"than an organ mixture—the third overtone of the cantus-firmus tone—, then it would

be possible to heap upon a given tone a whole world of the mosi indefinable tones
under the label of mere reinforeement, and stil) expect the sound of the counterpoint

to follow a satisfactory course. In short, one should be able to copy literally what the

overtone series prescribes (thus [for example] the ninth and fifteenth partials as well),
and the voices would nevertheless have to preduce only the effeet of doublingt And
yel, as | see it, such a reinforcement-mannerism and -mania would even offend much
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more acutely than the modern mannerism of alleged palyphony, which already
produces a ghasily state of chaos. Taking its unfair advantage only from a frenetic and
obfuscating tempo and, to no lesser degree, also from a misconception of the passing
[dissonance], that polyphony already burdens almost every tone with a seventh—but,
rote well, the seventh that belongs to the [tonal] system, thus a phenomenon
completely different from the seventh partial. {See Harmony, §10). Yet this procedure
does not, as one would have to expect on the basis of the theory [of Riemann] discussed
above, sepresent itself as mere “reinforcement,” but rather, haughtily and pretentiously,
as true voice leading, in shert: “polypheny.” While the error of the modern artist, who
unfortunately has only a decayed instinct left for his creative work, can often be
demonstrated to be bad, [ mean objectively bad—for example, in its overestimation of
the capacity of a scale degree or failure to understand the technigue of the passing
tone, ete. (cf. Harmony, §89)—, it would be impossible, in spite of one’s complete distaste
for it, to fend off a.way of composing which, invoking nature or the overtone series,
moved in the most bizarre doublings.

Although the tone of the added voice which relates to the cantus-firmus tone as
its octave ot fifth is therefore not identical to the second or third partial, the consonant
relationship of the two independent tones, and accordingly the specific quality of the
resulting consonance (ie, that of the octave or the fifth), nevertheless rests on the
foundation of the overtone series, albeit in a sense different from that assumed by
Riemann. With all of the independence of the two tomes forming the octave or
fifth-~each tone carrying the bequest of its own world of overtones—, it is none other
than Natare who confirms, according to the standard established by the meaning of
octave and fifth within the overtone series, their consonant relationship and its
character. In other words: since the second partial represents identity of pilch-class
tagether with differentiation of pitch, while the third partial yields the last tonal
boundary (Grenzton) of the comprehensible consonant space® in the form of a tone
that differs in both pitch and pitch-class, this characteristic is preserved even when
one completely independent tone sounds against another in such a way that either (1)
identity of pitch-class together with differentiation of pitch, or (2) a final consonance-
boundasy together with differentiation of pitch-class is produced. Or, to guote the
presentation in Harmony, p. 29, §14:

To the question: Which two tones are most naturally related? Nature has
already given her answer. If G, for example, has revealed itself as the most potent
overione emanating from the oot toné G, the potency and privilege of this close
relationship is preserved also in those cases where, in the life of a composition,
C meets G as an indapendent raot tone: the ancestor, so to speak, recognizes
the descendant. We shall call this primary and most nateral relationship
between two tones the fifth-relationship.

It remains to be mentioned that Rigmann uses the hypothesis of blending-grada-
tions also to support the prohibition of antiparallels, as follows:

The prohibition of octave- and fifth-successions must, however, be generalized
and sharpened by comparison to the formulation in which it has been handed
down to us; for since unison, oclave, and double-octave are not significantly
distinguished from one another with respect to degree of blending gquality, and
since the same holds true of fifth and twelfth, all motions from the unison or
octave to the double-octave and vice versa:
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are to be prohibited as contradicting the independence of the voices; and the
same a‘pplges to all motions from the fifth to the twelfth and vice versa
(inciuding also the octave-expansion of the twelfih, ie., the 19th):
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s Unfortun.zateiy Riemann succeeded in intimidating later theorists as well, and thus
the Harmonielehre by R Louis and L. Thuille already contains the suggeslion of at

+ least 2 compromise between the points of view of Hauptmann and Riemann. There,
n p. 376, we read:

- If it were therefore decided to accept the Riemann explanation of the poor effect
‘ of_pa:allel fifths as such, we nevertheless consider it necessary to invoke the
: Hauptmann viewpeint at least as an auxiliary theory if we want to be able to

" evaluate the actual occurrence of parallel fifths in a harmenic context. Accord-
. ingly, the prohibition might be formulated thus: because of the high degree of
blending quality of their intervallic relationship, paraliel perfect fifths (as also,

~. to a lesser extent, parallel major thirds) can under certain circumstances praduce
- a very poor effect. This will happen, specifically, if this type of progression occurs

~:in the direct succession of iwo chords that bear no mediating relationship to
- ‘one another [ete.)

3 Tf‘o summarize all of the foregoing, we find that as errors in the theoretical
]u.stlﬁcatlon of the prohibition of parallel fifths, the following should be cited: n
misunderstanding of the initial artistic experiments in contrapuntal writing that led to

< the [.:rrtl)l"nibitiopw.-that is, the thoroughly inadequate appreciation of the fact that the
: pn.)h;blilonlongma]]y arose in the domain of counterpaint for only iwo voices, where
it indeed still remains in full foree up to the present time; and, finally, {2) evaluation

‘f free composition in terms of prohibitions that originally apply only to exercise-situa-
ions.

With our discovery of the fact that the prohibition of parallel octaves and that of

. parallel fifths stem from two entirely different causes, which can be evident in their

| purity only in two-voice counterpoint, we have indeed accomplished all that is
ecessary for the time being for the first species of two-voice counterpoint. We shall,
however, following our established custom, [now] provide a deeper glimpse into
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counterpoint of more than two voices as well as into free composition, and illu'm'irlmte
how the situations that occur in both affect the application of the prohibition.
Nevertheless, we shall of course initially proceed in this only so far as is necessary 1o
understand the problem in a general way, and therefore reserve a more detailed
treatment for the proper occasions.

effect achieved precisely by means of the good line. We shall see later (Part
3, Chapter 1, §22)—just to give at this point a preliminary glimpse—how in
hree-voice counterpoint various factors produce altogether new, stronger
ffects, which under certain circumstances are able to suppress the ef-
fectalways poor in itself—of nonparallel similar motion, Such factors include:
1) satisfaction of the requirements of melodic fluency in the form of smaller
ntervals {best of all the smallest, the second}; (2) emphasis on contrary motion
of the voice not involved in the similar motion}; and finally (3) the advantage
provided by a rich-sounding, complete triad.

Four-voice counterpeint, in turn—and, to be sure, again by reason of the
eally numerous and new difficulties attendant on the increased number of
oices—, necessarily must admit nonparallel similar motions even under ¢ir-
umstances in which three-voice counterpoint still adheres strictly to their
rohibition. Four-voice writing brings with it as an inevitable consequernce

§13. First introduction conceming the influence of strict counterpoint in
more than two voices on the prohibition of similar motion

The birthplace of the problem is, as we have seen, two-voice counterpoint.
The latter calls attention for the first time to the inevitable consequence that
(1} the succession of two unisons or octaves destrays the charalcter of the added
counterpoint as an independent voice, and (2) the succession of two ﬁfths :
means an unpleasant clash of two entities that are harmonically bounded with
the same degree of severity. Two-voice counterpoint reveals, moreover, that .
these effects are caused not by the nature of perfect consonances alone, but .
also by [the quatity of] similar motion as such. Now it WDl‘Jld ?ertainly not
make sense, just as we are striving to learn how one voice s to be led
independently against another, to seek out at the same time effects that
eliminate this independence or even impair ihe good simultaneous sound .Of
the two voices. Therefore it is fully in order for the theory of two-voice

imitations than those required by three-veice counterpoint,
~-But contrapuntal doctrine does not admit at the same time into its

. - ncile intent and result first of all in the proper nvirons alsq Parallel motion of unisons, octaves, and fifths. These msfead
Z‘;‘;;‘::ng‘?ttg :g;‘i::)giczoe;:gisgzs,liol-;stablish the prohibition discussed above ' :rm:ln pI'C;hlbit.eCl, al":iaxs ;ndd EEET)’WETCTC, lfn ;I:Othffth:ee-' agd mlc.:)re-vol;c.:e}c.ll
just in this area—and this, to be sure, without discriminating between wbether'__ tlil:;r ?;:tl;r:rp?l&é an[tf tndeed, Ytreason ;tt ee elc s CLte] teleur xer,dw ;E
the progression to the perfect consonance iakes place in parallel motion or iven limited 2ircum§a£§sr§ﬁ;;“ca‘;c; WeFa 0 canced compietely under the

. o . . us firmus,
onl}iflgnxéoggj‘r::le}los;r::l‘iarr tmh;):]?;‘{s prohibition s to be understood only a5 a e Fin_ally., it may not be uninteresting to mention here that the prohibition

pioduct of the intent and the situations of two-voice counterpoint, th(?l"l one ;
will naturally avoid from the outsel the error {already censured in the
foregoing paragraphs) of regarding the prohibition also as an absolute
one—that is, as a prohibition which, cutside the domain of two-voice cot.mter- _
point, would also invariably have to regulate multipie-voice counterpoint as -
well as free composition. It will be found, on the contrary, that more comglex _
situations, to the extent that they demand their own solutions, cannot satisfy -
the stringency of that prohibition; especially when the new factors that enter
in such situations also introduce exigencies that far more urgently need
satisfaction.

Thus even three-voice [strict] counterpoint—here I bypass for the moment |
the situations encountered in the second, third, and fourth species of. two-voice
counterpoint with their new differentiations—must at least in prinCL]J‘le. at;lmlt
the nonparallel similar motions (the so-called hidden Qrogresswns) if it is 1o -
accomnplish its central purpose of setting twe voices against the cantlus firmus
in a state of true melodic independence. For, often enough, melodic fluency
of the line itself (as precisely the chief characteristic of such independence of
voices) will doubtless require that the voice include in its path exactly a tone ._
with which such a nonparallel similar motion is associated. Thus, from the

completely tailored to the first species of lwo-voice counterpoint that one
~could (assuming that one wished to) dispense, for this first species, with any
further conceptual differentiation among the prohibited similar motions.”® For,
-85 is evident, it is at bottom only the situations of the other species of
“wo-voice counterpoint—for complete clarity, however, those of three- and
four-voice counterpoint (still leaving free composition out of considera-
tion)—which, to the extent that they already tolerate and even Tequire a certain
-type of similar motion to perfect consonances, now compel the theorizing
artist for the first time to put a notch, in the form of a first conceptual
ifferentiation, inte this prohibition that originates in two-voice counterpoint
and continues to apply there without exception. Thus, what was not at all
ecessary in the first species of two-voice counterpoint automatically becomes,
in’ subsequent species, a necessity created by the new situations, so that
fundamentally ane would have to draw the boundary between actual parallels
‘and merely nonparallel similar motion in the second species of two-voice
counterpoint at the earliest, so as to carry the two types forward from that
oint on as permanent categories of similar motion,

But also apart from any particular method of systematic presentation of
is'problem, it nonetheless remains of essential significance for the under-
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standing and evaluation of the prohibition to grasp the facts of the matter as
outlined above: specifically, that the first species of two-voice counterpoint has
established the prohibition in its domain as absolute, and that the differen-
tiation of the prohibition enters the scene organically only with the differen-
tiation of situations.

consonances. This observation also explains, in different words, the fact that
with every octave- or fifth-parallelism, with every nonparallel similar motion
in all situations {even those of free compasition), the knavery of the associated
+effect returns and lurks in wait for us—just as though free composition were
;.only an exercise of two-voice counterpoint!—specificaily in that the bad effect
immediately impresses itself on our ear whenever the counterforces {contrary
motion, melodic fluency, complete harmony, scale degree, modulation, aliera-
tion of the character of the voice, and the like) fail to work sufficiently strongly
against it. Thus it remains true in free composition, for example, that the
interval of the fifth produces a boundary-effect; this can even be obvious,
depending on whether it was really intended or was merely the fault of lack
of skill. Thexefore the school {of counterpoint] must always direct the student’s
attention to that effect beginning in two-voice settings, even if it later pro-
vides him with means to protect himself from it as the need arises. In short,
_t_he effect of similar motion—indeed in ail possible categories as taught by
contrapuntal theory——remains ever a psychotogical reality, even where, smitten
by forces of the foreground, it lurks only in the background!™

§14. First glimpse of the status of the prohibition in free composition

Dispensation for the use of even parallel successions finally enters only in the
realm of free composition [FrC, §161]

Specifically, in free composition the changing character of the voice, whose
contrast with the continuously bound real voice of the contrapuntal exercise
wiil be demonstrated in detail in the last section,'® has as an attendant
consequence the fact that in order {for example) 1o be able to regulate the
number of voices freely and at will, sometimes even parallel octaves become
fully a necessity.

Concerning parallel fifths, among the forces that can successfully coun-
teract the poor effect of nonparailel simnilar motion even in strict counterpoint
are the principles of contrary motion, melodic fluency, and completeness of
triads. In free composition, these factors are joined by others: the progression.
of scale-degrees and variation of {foreground] key areas are the strongest forces
which, either alone or; better still, in conjunction with the forces mentioned
above, can completely remove the harmful effect of even parallel fifths.

To put it differently: precisely by reason of the tonal identity present in
the unison and octave, free compos:tlon uses octave- and unison-parallelism,
for example as so-called “reinforcing voices” (which at the same time reduces
the number of voices), and so forth. Moreover, free composition can also—but
note well: always only .under the rubric of cencrete voice-leadingl’’—use §16 Mode of departure from the unison in particular
fifth-parallelisms in abundance, by virtue of the fact that it successfully '
counters them with new and stronger forces still nnavailable in the exercises
of strict counterpoint. :

Obviously, under such circumstances in free composition the nonparallel -
similar successions, as well as antiparallels, gain still greater freedom than they
already had in three- and four-voice counterpoint.

Considering the end result, however, that free composition is, under certain -
circumstances, in a position to dispense entirely with the prohibition not only.
of nonparallel similar motion but even of paraliels and antiparallels, it seems
all the more curious that the prohibition should be taught at ali any more,
even if only in counterpoint and in the domain of exercises. For if in free”
composition, as one might claim, there are no longer any limitations on these -
progressions,”® then why should any restriction be imposed in the exercises,
whose results are never of practical quality anyway?

This questicn, however, is only apparently justified, and the answer is
simple. For 1 have already said that only the strong motivations and counter- -
forces that penetrate clearly and convincingly into the foreground can'
eliminate the effect, by nature always poor, of similar motion to perfect:

§15. Mode of depariure from the perfect consonances in general
: 1) '

Since in the exercises of the present species any departure from a perfect
consonance naturally also represents at the same time the approach to the
next consonance, all that needs to be said about mode of departure has been
‘covered here under the rubric of mode of approach. Therefore no further,
special resfrictions and prohibitions apply to mode of departure. The cnly
except:on to this is mode of departure from the unison.

“The fact of complete agreement and blending of both voices as manifested
by the unison obligates the voice leading subsequent to the unison to proceed
with caution (which, incidentally, also best fulfills the postulate of meledic
fluency); at least the voices should refrain from seeking out in an all too drastic
manner 4 contradictory situation immediately after the unison,

If, for the problem of mode of departure from the unison, we take into
consideration the three types of motion, we find the following effects:

{a) The employment of similar motion harbors the danger that ear and
_sense will find it difficult to decide, especially in the case of larger leaps, which

path has been taken by the one voice, and which by the other. Thus here,
for example:

‘Example 188
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at least the danger of a confusion of voices is present, since it must appear
not always completely clear which of the two dls has moved to @2 and which
o fl

(b) Oblique motion, on the other hand, by means of sustaining in one
voice, provides such a strong counterforce of repose that even the largest
[melodic] interval can be allowed to fotlow the unison, for example:

Example 189
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(c) With contrary motion, finally, the danger is far more imminent of an
explosive effect by the larger interval that follows the unison, just by the nature
of the situation itself, for example:

=

Example 190
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This danger is countered best of all, however, by placing an interval of -

more modest size after the unison, and, moreaver, by moving to that interval
by small steps; thus the best solution of mede of departure by contrary motion

is doubtless the case in which both voices depart from each other in seconds °

alone, so that they meet in a third:

Example 191
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The effects just described, then, yield the following advice for treatment
of mede of departure from a unison:

Oblique motion takes first preference, since it is best able to avoid an

explosive effect in the succession of intervals. The second best solution is -
contrary motion, but only under certain favorable circumstances, as described -

above. The least suitable possibility, finally, is similar motion, which should
accordingly be avoided wherever possible in these exercises.

Since the unison, as we shall later see, is prohibited in the main body of

the exercise and thus may be used only at the beginning or end in two-voice
first-species counterpoint, the question here under consideration has but one
practical application—specifically, when the exercise has begun with a unison.
Therefore one may lest the situation by examining its consequences at the
very outset—that is, by determining whether or not the exercise is at all suitable

for a unison beginning. For if we have to set an upper counterpoint against -

a cantus firmus that begins, for example, as follows (cf p. 54)
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Example 192
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then it is clear that use of a unison at the beginning would immediately yield
at strict necessity of precisely a case of similar motion, for cxample:

Example 193
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nless the device of crossing the two voices (cf. below, §27) were to be used
instead; this, however, would appear somewhat out of place, at least at the
beginning of an exercise. It is more advisable with such a cantus firmus to
se the octave or fifth as opening interval instead of the unison itself.

. How Trge composition proceeds according to its own expressive reasons in
‘handling the effects described above, however, may be shown by the following

E_xample 194

Schumann, Symphony No. 2 Op. 61, 1
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-Here we see in the oboes the departure from a unison in simitar motion to
‘a fourth at a and even to a seventh at b just observe, however, how much
ceffect the composer has thereby achieved at a single stroke: measured against
he unobtrusive second of the second oboe, the first oboe’s detours by leap
(the fifth-leaps at a and the seventh-leaps ai b) only appear all the more
-expressive {cf. Part 1, Chapter 2, §18!). Moreover, the fact that the second oboe
‘enters the space of the first oboe’s leap exactly with the interval of a second
enerates a good, genuine portamento effect (cf Part 1, Chapter 2, §l7,
specially Example 1111).

In Fux we read on p. 7%

_tAons:] It Jie, the rubric “N.B” in the fitst bar of an exercise] means that
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progression by leap from the unison to another consenance is not permitted,
nor is progression by leap to a unison, as was explained before. But since this
leap appears in a part of the cantus firmus, which is not ta be changed, it may -
be talerated here. It is different when one is not confined to the cantus firmus
and can do as one pleases 2

This opinion, clearly, is based on a regrettable misunderstanding, not only of free
composition on the one hand, but also of contrapuntal exercises on the oiher. The

misunderstanding has misled Fux in the present instance to grant less freedom to the -
former than 10 the latter, since he deduces from the strictness of the exercises, [on the -

one hand,] the necessity of toleraling possible leaps from a unison, and from the
freedom of free composition, on the other, the necessity of greater strictness. In fact it

is just the opposite—as may be seen in example 194 above—, for free composition, more
often than strict counterpoint, is compelled, by reason of expressive content, to use

leaps in such cases.
Treating the question in more detail than Fux, Bellermann teaches on p. 136;

The leap from a unison to another consonant interval in similar motion is not
good in two-voice counterpoint, and thus shauld be avoided as much as possible.
[Examples follow.] Such a leap is quite permissible, however, if one of the two
voices remains stationary on its tone—thus in a case of oblique motion. [Ex-
amples follow.] In contrary motion it is likewise desirable to avoid leaps,
regardless of whether one or both voices make such a leap. Nevertheless, one
very frequently finds exceptions to this rule, and therefore we may be less strict
in observing it,

Here Bellermann cites the treatise of Fuy, in order to ally himself with the Jatier
in regard to free composition. He confirms this agreement with the following words:
“There is, of course, no reason [in free composition] o introduce less beautiful
progressions of that kind” What is admitiedly correct in these observations is that
contrary motion often cannot be avoided; in such cases, however, the reader should
adhere to the relevant suggestions in the text.

§17.  The free approach to imperfect consonances

The approach to imperfect consonances is free, regardless of whether they are
preceded by a perfect or an imperfect interval,

Similarly, all three types of motion are unconditionally permitted when
they lead to an imperfect consonance, with the possible exception of the
following cases.

§18.  The possible prohibition of a succession of two major thirds

(a) The first exception is the case of a succession of two major thirds, as
they are found specifically in the pure, undiluted diatony from the fourth to
the fifth degree in major and from the sixth to the seventh in minor—only a
single instance [in each mode], as we know:
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But such thirds will constitute the exception described only i this succession
forces on the ear as a resultant an augmented fourth—a tritone—in such an
unpleasant way that the ear’s attention cannot be distracted from it by any
possible later course of the voice leading. Thus in the following voice leading,

o
4.

the continuation of the voices certainly cancels the resultant of the augmented
fourth quite adequately.?

7'The reason for the prohibition of such third-successions, then, clearly lies
less in the juxtaposition of F and B or in the resultant of the augmented fourth
in itself than in a special instance of the latier: specifically, that in which the
harshness of the [augmented] fourth-resultant strikes the ear in a particularly
drastic manner because it fails to gain sufficient justification through a goad
subsequent resolution. _

::But on the other hand a voice leading like the following:

is, therefore, unconditionally permitted; and from this it can be inferred that
not just any encounter between F and B gives reason to apply the prohibition,
but only, under especially unfavorable circumstances, an unresolved resultant
‘of an- augmented fourth. This, then, is all that can be salvaged of the so
esmirched myth of what is unjustifiably known as the tritone “cross-relation”
{cf. below, §28)!
(b) Within the pure dialonic system, a seventh-resultant, for example, is
.no mote permissible than the augmented fourth-resultant arising from the
succession of two major thirds, especially as it would have to remain unwar-
nted for other reasons as well:*

Example 198
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On the other hand, successions of two major thirds like the following:
Example 199
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presuppose from the outset a mixed” minor key (Harmony, §38), in which
the first example represents the progression V — V1 and the second the progres-
sion HI—V. Assurning, then, that the student were to use a mixed minor key
for the exercises, he would have to avoid completely the resultant of an
augmented fifth as well, as it appears in the second example, while use of the
succession in the first example would doubtless be justified without restriction,

It is well known that successions of major thirds (where possible also in
series of sixth-chords) are much favored in our own time in free composition,
How the latter justifies such successions may be shown first of all by an

example:

Example 200
Mozart, Symphony No. 36, 1
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adequately justifies the series of major thirds (bars 4-5), in that it demotes
them to the status of merely transient chromatic advancements through the
space from g 1o cl. And yet the ear grasps very well too the operation of the
whole process that necessarily produced this effect of transience, and we gain
finally the insight that we are here dealing with only apparent major thirds,
which in fact originate simply from minor thirds instead. It is astonishing how
rapidly our perception functions—how it rushes with lightning speed through
50 many intervening stages and grasps the abbreviation:
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~+The illustration at a shows the normal diatonic passing tones that lie
between g and ¢! of the lower voice and between b and e! of the upper. That
is'the real background of all later occurrences-—the first stage, so to speak
:'The illustration at b presents the chromatic filling-in of the normal
diatony—at 1. in the lower voice, at Z. in the upper. This is the second stage.
" The illustration at ¢ represents the first and initially normal atternpt to
introduce all of the chromatic passing tones indicated under b into the two
voices, while at the same time retaining the given total duration of four
quarter-notes.

“# “Yet here the two voices, for the sake of clarity and in order to preserve
the passing character of the chromatic tones in a purer form, still interrelate
nsuch an active way that at any given time only one voice executes its
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passing tone, and only when the first voice has completed its advancement
does the second proffer its own passing tone. Thus when the lower voice has
completed its passing motion ab - a in the first quarter, the upper voice enters
at the second quarter-~note well that the lower voice now sustainsl—with its’
own passing motion ¢! — c#; at the third quarter, the second voice again waits.
unti! the first, the lower, has finished with its new passing motion b — b, and
then itself advances in the fourth quarter from d! to dff |, while the lower voice
in contrast remains waiting and passive. This is the third stage.

It is easily recognized, however, that this procedure finally provides the
opportunity for a more abbreviating and more complicated one (see Example
200 ttsell), which is precisely the fourth and final stage of the process. For if
it is always only a diatonic tone which, remaining stationary itself, in the
meantime provides an opportunity for the chromatic passing tone:

issonance of the passing third g—c# (at %)
O.f the violins, and also from the thythmic
otive, which begins at the second quarter.

The pair of major thirds in the following example by Wagner:

Diatonic Tone Chromatic Passing Tone ‘ . i N
> y ] ! -
Beneath ¢ of the upper voice ab—q of the lower voice (__%'_I F_#
Above a of the lower voice c—ch* of the upper voice In. 11 x_/
Beneath d' of the upper voice bb—b of the lower voice minor: BII (Pheygian)
Above b of the lower voice d'—d# of the upper voice

then it follows that, since the chromatic passing tone c#! (and later d#1) must
» in any case chart its course above the diatonic passing tone a {and later b), .
' it certainly amounis to exactly the same thing if the two tones—the diatonic
and the chromatic one in each case—instead of waiting and following upon
one another, throw caation to the winds and run together.

The ear has come to understand that at the second quarter the third was
indeed originally minor: §, until it was enlarged to major: §¥! (and later §!
enlarged to §#) only by means of preempting the chromatic passing tong
therefore it accepts unconditionally the abbreviation as well (that is, the final -
ielescoping of the two-stage process just described into a one-stage one), .
relinquishes the intermediate stage of minor thirds §! and §! at the second and -
fourth quarters, and thus arrives immediately at the perception of major thirds-’
in these places. :

In the following example, by Brahms:

Example 202
Brahms, Symphony No. 4, 1

igix;ates in the fact that (1} scale degrees I and VI pro
inate : gressed to I by means
of a falling fifth; (2) this scale degree Il was lowered (81, Phrygian); and (3)

thin its domain the tone g#2 the upper voice of the succession of thirds,

Was now ?alled upon to show that we have indeed remained exclusively in
C#-minox diatony. To be s

ure, g could have appeared here, if Wagner
had. preferred to follow the drive of the 11 toward tonicality—as though itghad
der (Harmony, §137)—; but simple com-
_]ga;l}son of: the t'aﬂ’ect.produced by g7 shows how much more elegantly the tone
gt functions in this passage in the service of the diatony to be preserved,
Such lovely fruit of the composing-out of scale degrees!
On the other hand, it is instructive to see how in the following example

Smﬁ:ta_na evades a succession of two major thirds and also is able thereby to
hieve a certain mood:

Violin 11
¢
e e e —— 5
o ] ! @ e ﬁ—.l'. +'.
Viola S
4 :  ——— — = '
Violoncello  {*) F

B minor: VI
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Fux is not.concemed in any particularly strict way with the succession of two

major thirds, as can be seen in the following example:

Example 205
Fux IV, 15

! } T T l 3  — T n | |

Albrechtsberger confronts the problem all the more ene:rgetically. He too, to state
it at the outset, represents the problem only as a matter of c.llsallowed thl.rd-sg,ccesmonl-s],
but completely avoids speaking ex offo™ of a “cross-relation of the tritone” as such,
Thus he writes, on pp. 21~22 under VIL:

Two major thirds are prohibited in the progression of a.v\fhole s]tep.upﬂ&:ariacs::
downwaed, but not in that of a half step; [they are .prohlblt.ed} a:iso in the e
of a third-leap by both voices; for in these progressions a discor antfcross-r(f: 2t
tion, a mi contra fa arises; this is not true, however, of the.leap of a perfe t
fourth. Two major thirds are likewise prohibited whep the voices ieap‘ a perfec
fifth—not because of mi contra fa, but because the diagonal pr‘Od!..lCl is afrﬁg]f)r
seventh, which is always a difficult thing to seek out, whether it tises or falls in
the continuation.

When we place his pertinent examples into order, we atrive at the following picture:

Example 206 . f
t i i fa c) (with the leap of a
a) {with progression  b) (with the leap o
) by wlz‘ole-stgp) major lZ‘?rd) . pcrfec:‘.LpSél;z”

The First Species: Note Against Note

ads to a prohibited fourth-resultant (see Example 206a),
qually exempt from his prohibition.
What his rule nevertheless lacks in ulti
eglects 10 say that even a progression like th
vorable circumnstances, specifically when th
y means of a beneficial voice leading. To be
only unconscious and almost only in the

‘Albrechtsherger’s own discussion,
more voices, two major thirds

he two last examples;

=

TX

Yet this idea, in which the author a
t of harmenic theory (here the sc

———

ppears literally to have been compelled by the

ale-degree progression If -V —1T) to make an
exception, unfortunately is unjustly limited to the cadence alone, and thus, as

id, not expressed accurately enough. In the practical realm of ex
rightly attended only to the situation at hand in a given casg

by the corrections, transmitted by Nottebohm, pp. 48-49, th

I have
ercises, however, he
this can be demonstrated
at he made to an exercise

. . . fa
d) (with progression e) (with the leap o
) 1(::}! half-step) perfec5‘4th) .
P “good” ‘good

That he permits d at all is connected to his basic way of understanding tzhc t;r}nm:::l_
miner system, with which we are already familiar (cf. above, Part. !! Chapter 2, §] t :
1t also follows from the above rule that he by no means p[Dhlbl[-S all c.rgss-reda :}E:I‘IS_
of F against B, but only the one that occurs -along with two major thirds an us

In his Rule 7, (p. 8), Cherubini states: “The fal
itone between the parts, should be avoid
specially that of the octave” (

ve-alteady quoted in Harmony, §19.)
hat ‘only the relation of the tritone |
nstance) alone must be the reason for
imself compelled for the sake of consis

se relation of the octave, and of the
ed; these iwo relations are harsh to the ear,

There follows a remark the relevant part of which I
By his incorrect and wrongheaded assumption
tself (instead of just its situation in any given
the prohibition, Cherahini unfortunately finds
tency te prohibit any such relation at all, such

153
s0 that my Example 197 is

mate precision is that he unforlunately
at at a can still be permitted under more
e effect of the fourth-resultant is effaced
sure, an element of this idea, admittedly
sense of an exception, appears also in
in the following remarks: “In a cadence with three
ascending a whole-step are permitted, as we can see
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Fxample 209 : 1 9.‘ Mode of departure from the imperfect consonances
]

5 i T "1 = 'i Departuré from imperfect consonances is free of any prohibition; since with

5 he departure, however, the approach to the next consonance is also deter-

mined, ail of the principles set forth in §§6, 11, and 17 concerning mode of
pproach now take effect.

This idea is, admittedly, thorough and consistent, but unfortunately the' presup:
position lacks inner truth. Cherubini overlooks the fact that for the same reason 2

succession of this kind, for example: 20, Consideration of the traditional formulation of the rules of

- _voice-movement

Example 210
)

=

would likewise have io be prohibited because of B against F (in the form of
diminished fifth); but this prohibition—fortunately, if contradictority encugh—is on th
other hand not to be found in Cherubini. ;

Bellermann returns in this issue to the indifference of the early master Fux, Bu
it almost raises the suspicion that he would tend 0 judge the matter exclusively from
the standpoint of the Mixolydian mode when he writes on p. 149 in an exercise tha
he represents as Mixelydian:

‘enrich the special instruction given here (in §§9-19) concerning types of

oice-movement, a synopsis of the pertinent rules as they are found in other
extbooks may now be presented,

ole

Thus we read in Fux (p. 61):

First Rule: From one perfect consonance to another perfect consonance one
must proceed in contrary or oblique motion.
- Becond Rule: From a perfect consonance lo an imperfect consenance one
may proceed in any of the three motions.
- Third Rule: From an imperfect consonance to a perfect consonance one
must proceed in contrary or oblique motion.
Fourth Rule: From one imperfect consonance to another imperfect con-
sonance one may proceed in any of the three motions.
Here it should be noted that oblique motion is permitted in all four
progressions. On the knowledge of these three types of motion and their correct

Example 211 use hangs, as the saying goes, the law and the prophets.

c. f.
. ) 111 8 T [ %) 1 2 I | s § e | ’
T 38  — I ! ] 8 ! He does not discuss here, as we see, the issue of antiparallels,
1 1 = ' i - According to Albrechisberger, the rules of voice-motion run as follows (pp. 19, 21}:
cpt. :

L If in twa chords the second pair of notes forms a perfect consonance, similar
motion must be avoided in moving from the first to the second, and conirary
or- oblique motion must be used; the first chord may then be either perfect or
imperfect. [Examples follow.]

.. One must also avoid two fifths or twe octaves even in contrary motion,
especially if the accompaniment is provided by an organ equipped with a pedal;
for organists play most bass notes with the left foot, and very often turn an
ascending fourth-leap inio a descending fifth-leap and vice versa. As a result,
parallel fifths or octaves are heard.

and then explains:

In the second example of the Mixolydian mode® we see F raised to F# in the
fourth bar from the end, while according to the siricter rule the sharp should
be used only in the cadence itself. This exception can occasionaily be permitted
in the Mixolydian mode, however, when F arrives from above and then moves .
up again, and when B is heard directly after it in another voice. In such a case
F is not only allowed but sometimes demanded even at the beginning of.lhe
setting as well [here follows the exercise whose beginning and end are <:1ltecl
above]; if we keep F in the second bar, the tritone (F - B) between the two voices
from the second bar to the third would make a very unpleasant effect, which is
called a cross-relation, a discordant relationship. In the course of the melody,
however, only F must be used, in keeping with the mode (bar 5).

Since in reference lo antiparallels, the prohibition of which he [in fact] creates,
Ibrechtsberger suddenly invokes a justification derived from free composition, we take
his opportunity to respond immediately (regardless of his later amplifications) that,

This passage clearly relates to the allegediy Mixolydian character of the exercise, side from the inadmissibility in principle of such a procedure, the issue under
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discussion also has a very different appearance’in free composition. Consider, for
example:

Example 212
a) Beethoven, Piano Sonata Op.2No. 1,1V

> 8everal perfect consonances of the same kind
.succeed each other, regardless of their particula
~.and two octaves in succession are prohibited. T
*-every kind of strict compositien, in two parts,

should never be permitted to
¥ size; consequently, two fifths
his prahibition is applicable to
as well as in more.

" There follows the explanatory “Observation”:

" [Observation:] A succession of ectaves renders harmony well nigh veid; a succes-

In the fist example a, it is by no means necessary to assume an unisono in order to

validate the paralle] octaves (even if this secondary effect has to arise there of its own
accord), since the tones G -~ G of the bass are more neatly incamations of the scale

degrees V —1 than voices in the pure contrapuntal sense.® That is, we hear the same

tone progression in the low register with a different purpose than in the high: in the
former, scale-degree progression prevails, in the laiter, nothing but melody.” If the
autographs do not deceive, more complex relationships are present inl the Bach
example. There are either true parallel fifths from the second to the tl'.urd quarter:
24, or mere antiparallels from the first to the third quarter: 8== %L in the latter

case, for the sake of clarity, the e of the bass would have to be thought of as a half-nole.”
(i, without division inte quariers). However one wants to view it, as parallels or |

antiparallels, it is in any case the scale degrees, their expectation and fulfillment, that

justify the fifths here,
[Albrechisberger continues:)

IL If in two chords the second pair of notes forms an imperfect consonance, one
may use any of the three types of mation in proceeding from the fissi to the
second; the first chord may be perfect or imperfect [examples follow]. Since in
the following four species dissonances are used as well, they are treated in this
tespect as imperfect consonances, and the follewing rule is added to the two
preceding: the first chord may be perfect, imperfeet, or dissonant.

Cherubini bravely ventures deeper into the justification of the prohibition. We
read on page 3, fourth rule:

ion of fifths forms a discordance, because the upper part progresses in one key
f ¥ .at the same time that the lower moves in another. For example, if to the scale
4 3 - of C an upper part be added which gives a perfect fifth at each bar, thus:
.\'-—u—/- . .- .
s Example 213
T S e
B A —I# 2
- - =~ L8] =
Scale of C . o -
1 s D 1% —
1

it follows that one part will be in G, the other in G. It is from this concurrence
‘of two keys that the discordance arises, and consequently, the prohibition to
ntroduce several fifths in succession, even when the movement of the parts,
.instead of being conjunct, is disjunct. The effect always remains the same,
[Cherubini’s Example 12 fallows, which presenls several fifth-successions by
“leap.]

t s easily discernible that Cherubini, in formulating the reasoning contained in
the latter comment, was governed by an all too vague notion of what a key might be,
d that in. its ramifications, the reasoning therefore suffers at least from gross
exaggeration. For if one might perhaps be pexmitted to direct it against a phenomenon
ike primitive organum (see above, §t2) with justification, how, on the other hand, can
one use it as an argument against a suceession of, for example, only two fifihs, whether
nstricl counterpoint or in free composition? Is it possible at all, then, to express by
a succession of {for example) only two fifths even one key, to say nothing of two
different keys operating in parallel?
Conltinuing the rule, Cherubini comments:

Consecutive fifths have been, and still are tolerated in contrary motion.
.. [Cherubini’s example 13 follows.]

In this example it will be seen that one is a twelfth, and the other is a fifih,
which alters the matter. Nevertheless, it is forbidden to use this liberty in
two-voice counterpoint, particularly that of note against note. The method is

. tolerated only in four-voice counterpoint, where there is difficully in making the
parts flow well.

No justification whatever of the prohibition of antiparallels is given by Cherubini,

‘The pupil may meet with consecutive fifths in works of the galant style,
operas, symphonies, ele; but these are always only licenses, which are to
in those kinds of composition,

as in
lerated

But how little faith Cherubini himself must have had in his own reasoning becomes

The First Species: Note Against Note 157
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clear when he, the ever strict and merciless teacher, nevertheless condescends, after all, B These rules, to touch upon this point as well, are the rules of voice leading, which
to “tolerate” actual fifth- and oclave-parallelisms under the rubric of “licenses™ in free ©1 unfortunately are taught already in harmonic theory,
composition! Instead of the banner of “need to tolerate”—alasl how much insecurity first lessons. But I have explained in Harmony why t
and bewilderment in the treatment of the subject matter are hidden in this word theary as the ex offo™ theory of voice leading,
“tolerate”l—it would have been far more useful at this point if Cherubini had stated once they are taught in an ill-conceived man
the reasons, whatever they might be, that would cause him to tolerate licenses in free :
composition. ‘ - ;
But the fifth rule (p. 6) is still more surprising: “Approaching a perfect consonange -
by similar motion is prohibited, except when one of the two voices moves by
semitone.” {His Example 14 follows, under the rubric “forbidden motion.”) “This case,”
he continues, “is allowed:”

Exampie 214

and, indeed, immediately in the
hey belong only in contrapuntal
and what harm they inflict on instruction
ner in harmony lessons.

Bég_irming
§21 Construction of the beginning

At the beginning, thus in the first bar,

A L, 8 or 5 must b d i ;
ver other intervals, such as 3 (10) or 6. " e in all cases

r 15 “The ranking of perfect consonances is already familiar from §4 of the
. ) resent chapter; and whether preference should be given to 1 or 8 o § can

n ap'tly be decided on the basis of the situation in the second bar—that is,
6 “3 ; v considering whether the unison, for example (cf §16 above), could find a:

table continuation or not, and related matters.

Nevertheless—and this should be scrupulously observed here—when the
d_ded counterpoint is in the lower voice, the lower fifth must not be used as
n alleged instance of the fifth required [by the preceding paragraph}; because

ith'it, the key would be ne i i i i
t gated. Thus in C major, an opening-f
uch as the following, for example: l pemgomation

And after giving the reason for the prohibition first established in the same rule—we
are already familiar with it from Part 2, Chapter 1, §ll—he adds the following
concerning exarmple 214: “The case of the tolerated movement shown in the example
is different, inasmuch as, on filling up the interval-spaces with quarter-notes, there.
result, it is true, two fifths, but one is diminished and the other peifect”” (Cherubini’s
Example 17 follows, which clarifies the text.) And finally:

These two fifths are tolerated because they are not of the same nature, and
because the discordancy of which we have spoken as arising from perfect fifths
in succession is not present. The old composers, however, always avoided this ﬁ vy
progression in two-voice counterpoint. It was only when writing for several voices L
that they availed themselves of it in the inner parts, to void committing some
other offense. i

It is perhaps unnecessary for me to state specifically that my argument in §l1 ould point not at all to C major
(n.7, pp. 352--53) applies also 1o the exception set up—incidentally, quite inconsistently— i
by Cherubini (Example 214}, and that this example, too, falls under the prohibition:
Obviously Cherubini—like Albtechtsberger, incidentally, regarding the issue of two
major thirds—has in this case allowed himself to be misled into positing those |
exceptions only by the association of Example 214 to scale-degree progression in free -
composition (VI1—1); this is the reason for his vacillation, : :

Like Fux, except with a logically sound transposition of the second and third rules,
Bellermann formulates the principles on p. 134f. as follows:

cantus firmus and the upper as counterpoint,
: The prohibition of imperfect consonances in the fist bar of the exercise
is, naturally, to be understood as only relative; that is, it derives automatically
from the axiom, always to be observed in contrapuntal study, that the solution

‘all problems that arise is to move always in the dir ’

Rule 1. From a perfect consonance to another perfect consonance, only con-
trary or oblique motion may be used. [Example follows.]

Rule Z. From an imperfect to a perfect consonance, likewise, only contrary
or oblique motion may be used. [Example follows.]

Rule 3. From a perfect to an imperfect consonance, all three types of motion
may be used. [Example follows.]

Rule 4. From an imperfect consonance to another imperfect consonance,
likewise, all three types of motion may be used. [Example follaws.]

of;the more natural, especially since the purpose o

none other than to express the tonic and its harmon
tainable at all in two-

f the beginning can be
: : ¥ (insofar as the latter is
volce counterpoint) with the maximum of repose and

_ _.In this sense of purely contrapuntal understanding of the task of simply
iving the exercise a beginning, therefore, the scale of values established above
nnot be subject to any further vicissitudes of fashion in teaching: it remains

Like Fux, incidentally, he also fails to remark on the matter of antiparaliels. _m_.utable under all citcumstances, however free composition (be it that of




160 TWO-VOICE COUNTERPOINT

the past, the present, or some future time) may proceed concerning the :
beginnings of compositions. Exercise and free composition are completely -

different things, and it is least appropriate of all to derive principles from the
latter and consider them binding on the former,

The best statement of the question at hand is by Albrechisberger, p. 21 under IIL
“The beginning and the end must have a perfect consonance, with the exception that
the upper counterpoint cannot end with the fifth, and the lower counterpoint cannot
begin with it.” (Compare also p. 66.)

Dehn, by contrast, writes as follows (p. 5£):

For these two [beginning- and ending-notes), the ancients strictly demanded a

perfect consonance in the key; we shail be satisfied if beginning and end of the -

setting clearly define its key, and we may confidently end, for example, with the
third in the upper veice, provided only that the bass note gives the root.

He then procesds, on p. 7, actually to begin an exercise with the interval of a third
All of this is nothing but infantile mania to “modernize” counterpoint—truculenc

against a rule whose meaning he has completely failed 10 understand in the first place. '

Alas, this lamentable confusion of contrapuntal theory and composition-theory!
Main Body

§22. The preference for imperfect over perfect consonances

In the main body, more imperfect consonances should be used than perfect

ones, for by dint of the harmonic characteristics of imperfect consonances
described in §4 of this chapter, they appear more suitable in every case to

foster mobility in the setting than the perfect consonances, which either limit’
the harmonic content too severely or merely repeat the tone of the cantus

firmus.

precisely in the imperfect consonances.

Here, where the concern is to learn the ways and means by which such’
a modest organism [as the exercise] is to be created, the student’s attention
must be directed to the incentive for propulsion of content that operates

The First Species: Note Against Note 161

h"Albr'echtsberg_er, p. 24 undtl:r X: “One should not, without necessity, set more than
three thirds or sixths consecutively in similar motion, because this produces the effect
of a street song or popular melody.” Compare also pp. 30, 32.

§23. [;;se of the perfect consonances, and a few exceptions encountered
- therein :

~ It goes without saying,

however, thal even perf
) pertect consonances
- should be used in the ma i

| in body of the exercise in keepi i inci
houl . ping with the principles
fvcutce le&%lggég)o long as the otherwise applicable laws of approach znd
eparture -20) as well as the law of more moderat i
rinciple) are observed. rote v (ot feastin
- The only exceptions are:

L The-u:?:son, which is prohibited here in the first species of two
ounterpoint simply for the reason th
rastically the flow of a settin
face by the limitations of two
2, The octave,

-voice
at it would inhibit far too abruptly and
g _that is so tonally impoverished in the fist
-voice counterpaint; and

.whenever its use in the main body would suddenly pro-
.ch—-if the brevity and tonal poverty of two-voice exercises

: and thus would have to weaken irreparably the final
ence’s sense of close. But the extent to which the mere succession 6— 8 is
e'understood as a cadence in the purely contrapuntal sense will be shown
later in §29. (Concerning the same question in three-voice counterpoint, see
the discussion in Part 3, Chapter 1, §26.) ’

: Cadentes in secondary ke 2 i i
e y keys (see §28 of this chapter), however, are certainly

Fux combines the question at hand of the unison with that of the “ottave battuta”

10—8) on pp. 72-73, where he expressly forbids the unison in the mai

quetation in Part 2, Chapter 2, §12). He does not treat the cade?c?nefsggit(fee[g:
deals with] avoidance of cadences only in his theory of fugue {p. 131} v

: A[‘brechtsberger treats the prohibition of the unison on p 21 undf':r V; on cadences
he writes, on p. 22 under VIIi: “Cadences, including both partial and fL;]] cadences,

re prohibited in the middle of 2 piece (Stiick); a i i i i
; 2 partial cadence is t
ast two bars at the end, for example;” * permitied in the

On the other hand, good taste precludes that more than three thirds or.
sixths be placed in succession unless there is a particular reason for doing so.
For even if it is certainly most convenient to write counterpoint against a voice -
using only thirds or sixths, in such as case the poor effect of a monotony of
-intervals cannot be avoided, and the lack of variety and contrasts in the
intervals then cannot but diminish the artistic merit of the counterpoint. (Yet
it is not, just for this reason, by any means necessary here to invoke the
assistance of the artificial hypothesis of Riemann about the degree of blending
of thirds. See above, §12 of this chapter.) :

On the question of whether sixths, when several of them occur in suc
cession, are better used descending than ascending, see Part 3, Chapter 1, §23.-

Fux criticizes ascending motion of several sixths in succession on p. 92; see the
citation in Part 3, Chapter 1, §14 concerning Fux's Table VI, Figure 11.
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Example 219

Example 217 e
“gOOd” : ! |

: 7] S=E== ] e

1 11 - —1 o7 & |I < = " 2 i i
Y v o 1 ? 8 [thus:] [thus: ]
6 8 3
7 - o e T <
From this it can be inferred that he applies the term “full cadence” to a cadence

in which the dominant tone itself participates, while “par.tia! cadence,” on th'e OT};
hand, signifies a cadence that uses only the iwo leaflmg tones. Concerg}mg .
perm,issibility of partial cadences in three-voice colunterp_cntr_lt, howe\éer,tze?) f.sm.e e
. i casuistic manrner, 3 ;

On p. 27 Albrechtsherger teaches—in a purely  sure, since
ibility in thi —the other methods to be used w :

there was no other possibility in this case e hen the?
ises: that the expected chord would always :

anger of a cadence arises: % . . not th: : |
?oi)(;gw since deceplive cadences (Inganni) are more beautiful and necessary before the;
¢ ”
arrival of the final cadence; for example:

With regard to the spacing of voices, however, Fux adheres to the principle of

ose spacing only in the exercises of the frst species; later, he violates that prin-
fe—unfortunately, to the severe detriment of his own teaching,

“Bellermann’s comments (p, 143) are excellent:

‘If a two-voice setting is to have a really good sound, the twe voices must stand
‘in a correct relationship to each other and must not be too widely separated,
“Therefore the student must, in exercises, always combine two adjacent
oices—tenor with bass, alto with tenor, or alte with soprana; but not bass with
‘alto, or (still worse) with soprano, etc. For pure intonation is difficult without

8 strumental: accompaniment in spacings larger than the octave; besides, such
Example 21 instead ‘spaci i i
Inganni o spacings sound empiy and poor unless they are filled out by inner voices. In
Cadenza g o two-voice counterpoint, therefore, the tenth is the widest spacing permitied.
X Ty ;
. —— = One should, however, avoid thinking of the sonic quality of exercises in terms of a free
¢ i fa P 6 8 6 3 omposition, as Bellermann, in the light of the foregoing, obviously does, as a
3 8 3 6 3 3 6 < onsequence of his profound misconception of [the purpose of] contrapuntal doctrine.
o 4 L Me— i rowm— L — L v— For-even in regard to sonic quality, the student must here experience for the first time

ete nly the most essential things (cf Part 1, Chapter 2, §20); the sonic quality of the
. setting should stand purely in the service of the exercise [and its purpose]: to provide

-foundation first of all for [understanding] the nature of the singing voice and of voice
eading in general.

§24. Spacing of the two voices

The need for good sonority itself dictates modl.eration in the spacing offvong}es
thus for two-voice counterpoint, registrally adjacent \:iml;:e types are preferable
tenor and bass.
ch as soprano and alto, alto and tenor,ior . _
" The sfme postulate,of good sonority also stipulates thz;\t :?ihdlsta.nc :
i i ible not exceed a tenth. & voices;
between the two voices should if possi ‘
should, on the other hand, occasionally move too c]0§e to (l)ne z:.nfothjr,t ]-?'
’ .
particularly appropriate countermeasure, among others, is the gap otha Sl:mé--
such a leap can regain the contrast provided by separation and, at the
time, yield other henefits for the voice leading,

25, The added voice abides by the rules of the cantus firmus

Il rules and prohibitions that apply to the cantus firmus itself are to be used
lso in constructing the added voice, These include the rules pertaining to
ntervals (Part 1, Chapter 2, §§5-19) and cadences {§23), those pertaining o
‘melodic fluency in general (§20), and the prohibitions against chromatic
- progression, monotony, the arpeggiation of harmonic units (cf. Part 1, Chapter
2,882, 41), and so forth. In short: the added voice, even in the exercises of
rict counterpoint, should be no less melody than the cantus firmus itself!

Fux writes (p. 76):

Second, if the two voices move so close together l:ha'e m:]e dOE}Sl noz :;r;ﬁwc:v[l:eg:
y i i t be used, such m

o take them, and if contrary motlon‘canno be ucl ‘

Lrought about by the leap of a minor sixth (which is permissible) or an octave,

as in the following examples:

.Clearly, the requirement that the added voice constantly maintain in all
espects the bearing of a melody applies to an even greater extent in free
omposition as well. For the infinitely greater freedom that the principal
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melody is entitled to require in that domain naturally extends also to the” g:si:;aﬁm:;?o :’.‘;'rcums(;atnces %1(-: demlands of mel‘?d‘c fluency (and, oc-
added voice, which accordingly may demand and expect the freest approach altogeth Y desi bf need to avold a forb1ddf{n progression) can make it appear
to its formation. : -ogether desirable to cross the voices. It is obvious, however, that such an

§26. Consequences of the dependency of the added voice: (@) The
license of tone-repetition

The very fact that the cantus firmus is the a priori given element, in conirast”
to which the added voice is merely a complement entering the scene
posteriori implies that the latter is, in turn, dependent upon the former in’
many respects. Consequently, as the “curse” of this dependency, the added:
voice 15 quite often forced to deviate from those very rules and norms upoi Example 221
which the essence of the independent cantus-firmus melody was founded.

Accordingly, the postdate of melodic fluency itself (which, as noted, is th

Albrechtsherger makes the following appropriate observation {p. 32): «
more’ than three thirds may follow upon one another in succession if o
fthgm are produced by voice-crossing;”

. . that even
ne or several

primary requirement in the added voice just as in the cantus firmus} can, —
under certain circumstances, cause the added voice to violate the prohibition” =

of tone-repetition—1hat is, simply to repeat a tone—in order to maintain th
same pitch level purely for the sake of the melodic line.

The unison of the opening bar, incidentally, can itself necessitate a fone-
repetition in the second bar, since the unison thereby is assured the eminen
advantage of a departure by oblique mation (§16); for example:

et’al the same time we see from this exam
as.no compunclion at al] about allowing voi
xereise,

Bellermann, on the other hand,
adence iself (p. 145)

ple that Albrechtsberger unfortunately
ce-crossing even toward the end of the

Example 220 rightly criticizes a similar voice-crossing at the

c f.
A
o
)

Cpt .

This must always be avoided at the cadence, however,
tself has to make a larger ascending leap im
cases are rare, however, for example:

unless the cantus firmus
medialely before the cadence, Such

[91%

Exémple 222

How many such tone-repetitions may be allowed to occur in succession, ‘cpt.
however, can be decided only by the conditions present in the given cantus, —
firmus and the line of the added voice. Perhaps not even a threefold repetition: %‘T—w_'j
could be called the absolutely ultimate permissible limit. ’c ?’

Albrechtsberger teaches (p. 24): “The added voice in two-voice setting may remain-
stationary for at most three bars {even if the meter is only two-quarters alla breve, o
three-quarters or three-halves alla breve), because of the siatic melody.” But when he:
moreover adds to this, “The tasto solo in settings of three and more voices is exempt
from this rule,” he unfortunately expresses in far too naive a manner an idea that is in
itself indisputably correct. The reason for this naiveté, however, is that he neglected
to present the necessary intermediate stages in reasoning, as they have been treated

more fuily in the text preceding, in §§25 and 26. [ am afraid that he was unaware of
them.

“and even here the added voice can easily be led in such way that the voices
need not close in inverled position:

§27. (b) The license of voice-crossing 28.° On modulation and cross-relation
As a rule, the added voice keeps to its place through the whole course of an: ugh the incorporation of the added voice in two-

b et . ice voice counterpoind, for
exercise—that is, either always above or always below the cantus firmus, Yet st ttme a harmony can be brought to life in the vertical direction (which,
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if we disregard harmony expressed in the horizontal direction, naturally could
not yet happen in the melody of the cantus firmus alone). And this in tum’
automatically enables us to incorporate modulations with relatively greater
clarity than was possible in the cantus firmus (Part 1, Chapter 2, §22).

It remains nonetheless true even in two-voice settings that a modulation’
must never be produced by means of a chromatic inflection;*® this would give
rise to either a chromatic progression on the one hand, or the effect of a.
mixture of modes or of a chromatic modulation on the other, depending on
whether the chromatic tone were used in one and the same voice [as its-
diatonic counterpart], or only in the other voice. But all of these effects mus
as established in Part 1, Chapter 2, §4, appear inadequate and overly vagu
in these exercises; they are therefore prohibited. '

If, accordingly, a modulation is indeed correct when it moves as shown
by the Albrechtsberger excerpt cited in Example 133, it is on the contrar ‘_
incorrect if it includes voice leadings such as the following: .

Example 225
tahms, Intermezzo Op. 117 No. 1

q'B]? =mincn-: Illg,g b3 Vh?’ Ii‘lg

o Bb minor: v

—— he f.irst.bar of this exa{‘npl.e exhibits a cross relation by reason of a chromatic
nicization-process which is made to turn back on itself: the ¢! of the melodic

A . o - ) n 'tse'lf (e! w-fgbf—cl), as an initially chormatically raised third of 11 in Bb
;kg——pg e i not, juxtaposed with the diatonic third b (incidentally appearing in three

ctaves) of the same scale degree. (Concerning the resulting interval of a
iinished third ! —gb! in the melody, compare Part 1, Chapter 2, §81)

As a product of the chromatic modulation that occurs in the second bar of

e example, the tones A (as third of V in Bb minor) and Ab (as seventh of V
b minor) are juxtaposed in the manner of a cross-relation.

Chapter IV (p. 7) in Albrechtsberger, entitled
m und Tonarten,” treats modulation among other things; as a result of misun-
erstanding, however, it deals only with modulation in free composition (symphony,

cerio, quartet, quintet, psalm, choral work), so the opinions set forth there can claiu;
no ‘real significance for direct application to contrapunta study. {It should not be

etlooked that Albrechsberger zegards counterpoint as part of an actual “introduction
composition”!) Compare on the other hand the statement by Albrechts

In such cases, at least a mixture must be assumed, if not an actual chromatic’
modulation.

The chromatic inflections that regularly characterize these latter situations’
are called (inharmonic) cross-relations, and therefore the limits on an
freedom of modulation can perhaps be expressed most trenchantly simply b
the prohibition of all cross-relation of this kind.

Thus the concept of cross-relation, to formulate the results definitively,
includes only the case of chromatic progression distributed between two
different voices; completely excluded from the concept is not only chromatic:

“Von den musikalischen Geschlech-

i i ingle voice, but also the juxtaposition of F and B (the ) ; 2 e berger quoted

ff;’grefs::?nyugsedb::’:)l single voice, but also Juxtapositi ( §22 ongrt_ L, which pertains directly to modulation in the exercises of counterpoint.

ritone; cf. a . . Cherubini also exceeds the limits se by the most fundamental tasks of conteapuntal
theory; he writes (p. 11):

. In no piece should one modulate to k

eys other than those contained in the scale
fof the main key]. In C major, one ca

_ ) : n modulate to no keys other than G major,
A minor, F major, and D minot, and in the fatter modulation[s], one must take

par.ticu[ar care ta touch upon the [key of] F only in passing, because the Bp
wh1c€h it contains completely obliterates the idea of the principal key (whose
leading tone is B), just as the Cf (the leading ione of D minor) directly
_contradicts the principal key. One can also modulate to E minor, but this key.
because of the F¥ and D#, must be of even shorter duration than the,
modulations mentioned above, The key of B is completely forbidden, since its
fifth must be raised, In A minor, one can modulate to C major and, in passing

uch upon the keys of F major and D minor; the key of E minor can afsf;
-appear, but B major is completely prohibited, just as in C major,

Just as free composition has urgent need of mixture and of chromatic
modulation, however, the cross-relation that derives from them becomes in
like measure not merely a “tolerated license” but a fully justified necessity.

Many examples that incidentally happen to illustrate cross-relation ap-:
peared already in Harmony; these include the following (all from Harmony):”
Example 72, fourth bar, third and fourth quarters; same example, sixth bar;:
second and third quarters; Example 79, first and second {!) bars, and later fifth
and sixth (1) bars; Example 84, third and fourth (1) bars; and so on.

Accordingly, I can limit myself here to a single example;
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They regard the Ch and C# as merely transient alterations, and as notes which,
ce the fall on the weak beat, have only little value. That, however, is again

a gross license, which, scarcely tolerable in a completely free style, must be
bsolutely excluded in the strict style,

All of these modulations are natural and analogous to the principal key.
Practice and reflection provide the means to use them appropriately and with
good effect, and to shape them so as to form a beautiful whole. ’

So far Cherubini. In a Kompositionslehre all of this would perhaps be appropriate
in contrapuntal theory, on the other hand, it is appropriate only to the extent that it
is not put forward as instruction directly applicable to the teaching of counterpoint
but is intended merely as an excursion into the realm of free composition., :

Another severe flaw in Cherubini’s treatment is that he fails to recognize al
cross-elations as what they really are—specifically, medulation by means of mixture or:
chromatic inflection. Instead, he regards cross-relation as simply a relation to b
coneeived in an absolute sense and at the same time to be condemned in an absolut
sense. We read on p. 8, under “Remarks on the Seventh Rule™;

Such an agglomeration of serious mistakes by Cherubinil Simply because the
ercises of strict- counterpoint must altogether reject mixture,
id diminished and augmented octaves—it would have been u
the very reason for these prohibitionst—rnust free composition, i
for'that reason? Why? Just for the sake of consistency? Is it n
e compositien, which is just as entitied to use dissonant
unterpoint, motivates, under the same rubric [of passing
Progressions—to which free composition has indeed inherited a
(cf. Part 1, Chapter 2, §4)7 (Compare Examples 30, 3], etc))
;And why, then—to respond to Cherubini’s Example 20
xt]—, when so many new motivations enter the picture, s
sitate to write the following:

chromatic modulation,
p to Cherubini to state
n turn, also forge them
ot still more consistent
passing tones as strict
tone), also chromatic

new, independent right
Relation signifies the immediate affinity that exists between two sounds, succes-

sive or simultaneous. This affinity is considered according to the nature of the
interval formed by the two sounds, so that the relation shall be true when the -
interval is true; it is false if the interval is diminished or augmenied. False
relations in harmony are considered to be those in which the two sounds do
not belong to one and the same key. The dimipished or augmented octave is -
a false relation in melody as in harmony, however it may be used. The o

disagreeable effect it produces may be mitigated, but not entirely eliminated. Example 229
The use of this interval is, therefore, absolutely prohibited [in melody]: '

wen, F L)y
lé:r;lgle ZZﬁI . ’ b“-n J @ m

false relation of the diminished and the augmented octave
b

_ 4
P‘ I Hx 7 Vl“ H "
= 1 = Vla. HJ ’ ......3 L ’

In harmony, such octaves are completely unusable, especially in prolifera-

Example 227 of the present
hould Wagner, for example,

o
tiors, i
Example 227
Ex, 20 s
N ould it not on the con

ol trary have to be criticized ag inconsistency if Wagner, with
!_.of the reasons he had to write as he did in this passage, nevertheless had forgone
is way of writing—that is, if he had avoided it even in free composition just for the
sake ‘of strict counterpoint, which can by no means marshal such reasons in its
exercises? (Compare also Harmony, §53ff) '
Finally, # should be remembered that

k|| 11}

X Ny it

10 i |

Y Ir 1]

¢ e - he

There are, however, more zecent composers who allow themselves the following

. __ Cherubini unfortunately includes among

usages: cross-relations the tritone, which is addressed more fully in the comments to §1§ of

¢ present chapler,
Example 228 :But let us read further:
Ex. 21 '
' - L , n _here is yet another situation in which one can arrive at a false relation in the
! i £ i armony between two different chards; for example:
- ¥ h:d :
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Example 230

Ex, 22

SAEID0

pazuswine
~Z[31 38[e)

3y jo uon

Example 231
Ex. 23

|

[Jd

JAEI00

pagsmuunp

a2 o ucn
~B[a1 5[]

ﬁ

"

The tone C in the upper voice of the first chord of the ficst example sounds

bad in relation 1o the CH# of the lower voice in the second chord; that is
indisputable for every trained ¢ar, and it is easily praven for the intellect by lf_le
fact that these two tones belong ta completely different chords, which stand in
no close relationship to each other, and that they cannot be placed in such
direct succession without striking the ear as unpleasant,

There is, however, a simple method of eliminating this difficulty—namely, by
inserting another note, so that the voice which (in the above illust.ration, 'for
example) has sung C itself introduces C# in advance, or causes the impression
of C to disappear by means of such an inserted note, for example:

Example 232
Ex, 24

The First Species: Note Against Note 171

‘and misleading in stricy counterpoint! 1t is certainly correct, as Cherubini stresses, that
Cand C# for example, “belong 1o completely different chords, which stand in no
close telationship to each other,” but it surely is no less correct that along with

odulation through re-valuation or enharmonic change, free composition is for many
reasons often forced 1o use modulation through chromaticism; the content of the latter,

however, is provided only by the cross-selating octaves and similar phenomena under
discussion here! [Fr.C, §§248-250,

~:For the above cadential formulas, which have heretofore been called “par-
tial cadence,” T prefer the term contrapuntal cadences, in view of the fact that
they have taken on this form only under the influence of contrapuntal voice
eading itself, and, indeed, that of the interval of the second, which might be
called the primary ingredient of melodic fluency.

~Another form of cadence, however, such as the following;

Through this and other palliatives, the unpleasant impression of false .

relations car be weakened and the ear made accustomed to them, because ihe
impression then is not so immediate; in the strict style, however, such cases
should always be avoided.

How little the utilitarian value of all this in free composition, and how superfluo

the other hand it betrays all tog clearly
origin, the scale-degree progression V
nirast {0 the contrapuntal cadenc
dence of Example 234 may be ca

the traces of a purely harmonic
— I Precisely for this reason, however, in
e introduced here for the first time, the
lled the karmonic cadence, a designation
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that gives far betler orientation concerning ifs essence than the formerh . T
common nomenclature “full cadence.” The harmonic cadence is therefore to - Exercises
be strictly banned from two-voice counterpoint, and should not be admitted : )

before the study of three-voice counterpoint is taken up. Even there, it should* o ‘
be used only wﬁen the two leading tones are otherwise present in the cadence: Fux IT, 3 and 11, 4 (altegedly Dorian)
and thus pay proper tribute to the spirit of voice leading: such is the:
immutable adherence of counterpoint—indeed, without exception in the realm”:

of its exercises—to the purely contrapuntal law of the leading tones, a law that. ' ] ootk Fo e = o |
counterpoint never sacrifices! . : 3 . P ! 3 : 5 - . : : : —
From the above arguments, finally, it can be inferred that a succession 3 3 6 6 8
such as the following: ' . . : 1 .
T T T ] I 1 I !

Example 235 "e’ulalni"fcf..:z::Eﬂ,.

- ‘ o 5 6 10 10 10 3 3 3 7

— |

o ] e e e e e
F— = e
can be called neither a contrapuntal nor 2 harmonic cadence: even the wx Il 11 and 11, 12 (allegedly Lydian)
involvement of the one leading tone in the upper voice is insufficient, as can’
be seen, to allow this interval succession to be subsumed under the concept Y ) r r y ) I r y T —
of cadence at all. : ! e e e e P =

- From the tendency to maintain constantly in exercises above all the vocal T s 10 0 10 5 9 8 6 8‘
foundation, it follows that the cadential form 3—1 is incontrovertibly -
preferable to the form 10— §: : © e

p

¢

3 3 6 "
Example 236 A A
better than: e —
AE _ - e e e e =:
U 111 “ ﬁ
3 1 10 8

o I T 1 I T I I T T
And it must not be overlooked that a closer relationship between the voices ! ot 'S é e E P e ! = = |
is. always more Sl.llitable to the character of a cadence as such than the more - 5 8 5 3 5 3 3 8 5 & # P :@:ﬂs
distant relationship of tenth and octave,

However, those who attend less closely to the spacing of voices may, in
any case, also employ the form 10 —8.

L

¢
¢l
1

Regarding Albrechisberger, compare the quotation in §23 of the present chapter,
In his exescises, he freely uses the formulation 10 — 8 along with the others,
Bellermann states (p. 145):

b;'échtsberger, p. 30
Soprano {c. £.)

The cadence involving a tenth and an octave is not good and should be avoided
in the exercises, since one should take care especially at the cadence that the
voices stand in a pleasing relationship to each other, and that the tenth, as the
maximum distance between two voices, be used only in passing in the main
body of an exercise.

§

9

¢

T
[ & 2 |
I
1

-
o

[+
il
i
il
il

L 1
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-
ubstituting sixths or the like in a forced manner, Bars 5 and 6, and likewise bars 8
pay no heed to “B contra F” (cf §18 of the present chapter),
Albrechtsberger, p, 32 0, 2. Beautiful, especially successfil mixture of perfect (bars 3, 8) and imperfect
. . 1sonances.
Sopranc ‘ ’ 0. 3. In bars 3-4 and 9-10, the parallelism of finterval] succession protrades
Imost with the impression of monotony in the broader sense (cf, Part 1, Chapter 2,
by use of the interval 6 in bar 3, this fault as well could perhaps have been
ided without causing still greater damage.

he progression 3 — 8§ in the same bars, however, is not a cadence {cf. Part 2, §§23

9).

No, 4. The descent below the tonic by the cantus firmus in bars 5-7 (allegedly:
lydian mode!) causes Fux to use voice-crossing for the dutation of no fewer than

bars, The exercise includes only imperfect consonances, but these neverthaless

-in appropriate alternation and in beautiful mixture,
5. Observe here the tone-repetitions over the span of three bars (bars 4-6).

Na. 6. The tenths in the fina) bars here make an unpleasant effeci,

0..7.'The construction of the counterpoint suffers under the unfavorable structure

cantus firmus itself, In the last four bars, Albrechtsberger oversteps the hasic

BIecepts of strict counterpoint by causing the leap of a sixth to be followed by that of

Example 237 continued

H. Schenker
Soprano

inished fourth (cf. Part 1 Chapter 2, §9), when he could have simply allowed
the lone B in the third bar from the end to be repeated, and thus have moved to the

g tone by the leap of a third (k. Part 1, Chapter 2, §23).

9.

10.

H. Schenker (c. f. by Fux)
Soprano
11.
12,

Comments on the Preceding Exercises

b
No. 1. Fux uses fifths in bars 4 and.?, since they came about so naturally thli‘.mg‘
contrar.y .motion in the fluent line of the melody; undef such favorable meg
citcumstances as he achieved here, he preferred not to avoid the fifths perhaps,
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§3.2: (a) The requirement of stepwise motion to the dissonance

Chapter 2

The Second Species:
Two Notes Against One

he dissonance is placed on the

upbeat arbitrarily and without any
constraint, as at a and b

' L__Z___l Lz_ | ow Y e,

can easily happen that a relationship of a harmonic nature will be heard
ween the dissonance and the two tones set at the following downbeat (those
f.the cantus firmus and the counterpoint)—a relationship (known in free
mposition as anticipation) which injects into strict counterpoint g
roughly unwelcomne entity of a melodic-harmonic natyre,

T, 25 al ¢, it is enigmatically made clear to the ear that, given the tone
the cantus firmus, the path to G in the counterpoint would have moved
more naturally through F than through F:

General Aspects

§1. Downbeat and upbeat ,
This species teaches how two notes in the counterpoint (specifically .t
half-notes) may be set against one note of the cantus ﬁrm.us.. o :
This automatically necessitates for the first time a discrimination of t
istinet beats,
dlStiF}fie first is called the downbeat, the second the upheat. This nomenclaty :
is derived from the act of begting time, in which the first beat, called strong,
is indicated by a downward motion of the hand or bator}, anfl Fhe secpnd
beat, called weak, by a rising motion. From this point of view, ’!’t is fertam i
better to translate the old term “thesis” as “downbeat” and “arsis” as “upbea
rather than vice versa.

i

his latter case, it is also the two-voice texture tha
e of an ‘exercise must fail—to explain why instead
B the:more'individual (that is, the less natural) was taken.
Fux writes {p. 74% ' - f strict counterpoint, as has repeatedly been emphasized, must avoid
us unified configurations and always prefer the natural to the artificial,
then obviously it goes against the grain of counterpoint, at least within the
re of its own interests, to permit a dissonance-tactic that leads to effects
ike'a, b, and ¢. In seeking a solution to the problem—that is, in secking devices
hat could counteract the danger of an anticipation or of a too differentiated,
us'toe individual turn of the melodic line—, strict counterpoint found the
most suitable device to be the horizontal interval of the second, which at the

ame time can represent, in the vertical-harmonic direction, dissonances other
han the second as well:

t fails—and within the
of the natural path just

Before 1 begin to explain this species of counlergoin.t, it.must.be known that.
now we are dealing with a twofold temporal organization, in which the measure
or bar consists of two equal parts; the first of these corresponds to dpwnw:ard
motion of the hand, and the other to upward motion. The downward motion
is called thesis in Greek, the upward motion arsis; we will use these two words
in this study.

Bellermann (p. 150} uses the terminology arsts and thesis in the opposite sense; for

his reasons, see Bellermann, p. 2 (footnote).

§2. The dissonance on the upbeat

From what was said in Chapter | about the requirement of consonance i'n che 1 J ‘ | ‘ w
strict counterpoint, it is obvious that the downbeat must be consonant. Th1§ :
postulate continues to be satisfied, it is true, if the upbeat too is consonant. e

But the latter can also, under certain circumstances, present a dissonance
against the cantus firmus.

[
(128

176
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—_—

The second used in this way (cf. Part 1, Chapter 2, _§16) es:tabiishe§ trql)g
complete neutrality from tone to tone, in that it contributes just as hlttle of
harmony to the tone that follows as to the one that p:egedc_s. For since .llt
relates to both just as a dissonance, it cannot possibly maintain a ha'rrnoll_?l
relationship to even one of the surrounding tones. And finally, along w1th‘tdls
the second provides an especially l;;g;)pyffulﬁ(lii?ment of the postulate of melodic
r solution could be found? .

ﬂue'lT]'(}:ltsV\i/tth:tio pass that long ago, in consideration of the: att@d_anﬁ
benefits for both harmonic neutrality and melodic ﬂue_ncy, the basic principle
was established: the dissonance on the upbeat may he introduced only by step.

To leap either into or away from the dissonance on the upbeellt ;s
therefore—to formulaté this law also in widely used schoolbook terminol-
ogy—not permitted upder any circumstances.

n this case the dissonance is called a passing second.
» - Less natural, because bound to a consequence undesirable in strict
tunterpoint and thus of second rank, is the solation that permits a return to
he same consonant tone at the downbeat of the next bar,

¢ dissonant second appearing in this case between the two identical
onsenant tones is cailed neighboring note.

By contrast, all other solutio
ance by leap (and there are infi
npletely unsuited for strict cou
nstead reserved only for free com
nterpoint), in direct proportion
“validate the psychological «
on.
must not be forgotten, however, that the neighboring note offers an
mportant advantage {o the setting, specifically that of the interval of a second,
or precisely because of this, it is often possible o use 4 second, so beneficial

lodic fluency, even in situations in which otherwise (because dissonance
t be used in the form of a true passing tone) it would perhaps be
cessary to leap. If the neighboring note shares with the passing second the
dyantage of the second, the two nevertheless differ stgnificantly in that with

foimer, one note of the melody tumns as though upon its own axis, as we

ns, which approach or leave the dis-
nitely many of these), must be considered
nterpoint—that is, for exercises, They are
position, which alone {in contrast to strict
to the compositional disposition, can elicit
easons for any more individual kind of

§4. (b) About .the direction of the stepwise motion

To judge only on the basis of the foregoing considerations, howevc?r, it would
certainly be only consistent to” approve also the following solution to our
problem:

Example 241

| -see more clearly from the following example of free composition than
2 1 | | | ! . “an exercise of strict counterpoint: :
é 2 f —ra—m—g i
=y Lit -
v e e © : .
: . sample 242
since here, just as in Example 240, the dissonance on the upbeat still appear

perin, Pizces de Clavecin: Troisidme Ordre

only in passing, But the two consonant tones surrounding the dissonances are ‘ed, by J. Brahms and F. Chrysander

identical; this unfortunately has the obvious disadvantage that all three'tfonl:,
enter into a higher-level melodic unit, in that here the onc tone C o tb_c
counterpoint appears as though melodically iljr}foided. If this et:fect [lls to be
suppressed in the interest of the balance requisite for counterpoint, then oEe
must, as follows e contrario from the preceding, simply :awolld returning to th
same’ tone, while otherwise adhering strictly to the principle of the passin
tone. Or in other words: The dissonance introduced by step on the upbea
must also continue in the direction by which it entered.

{La favorite, chaconne 3 denx

L T

g — Rt
TTT BT

W
4

| 1.

TR W

§5. (c) The phenomena of the passing second and the neighboring note .

The problem of the dissonance on the upbeat thus leads finally to th
following graduated set of solutions: . .

1. The first and most natural solution, which at the same time pre'ciude
all error, is that which demands of the passing tone a continuation in th
same direction.

n the light of the preceding, it is easy to differentiate the passing second

d the neighboring note from the so-called Wechselnote-gr accented passing
¢ {see Harmony, §167),' which has its place only in free’composition. It,
) like the first two types, represents s idiss

50 énces, except that it occurs on the"dow
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The Second Species: Two Not ;
Example 243 pecies: Two Notes Against One 181

passing second neighboring note accented passing tone - I l.n;ikes no difference whether the filling note is consonant or dissonant; it is
| * , | * o b tis flctory if the space between the two notes a third apart is filled out.
,‘} ' d' ; J j . i clear that th_ls de_ﬁmtlor] ofthe_dissgnance permitted here applies only to a passing
% 5 i == ance moving in a single direction, and consequently excludes any form of
S — = r - ghboring note. In fact, Fux avoids the neighboring note in his exercises as well, and

. . dissonances only in the strictest f i i
The scale of values of weak-beat dissonances established above is com owing vojce leaﬂil}:g, tn Tabl:?‘ﬂsl—"i:ﬂ; IOf iy ey o, Thus the

pletely independent of time and fashion; it is therefore idle and childish to ore striking: (sdmittedly an isolated case), is all the
cite—just on the pretext of trying to write a “modern” theory of count o
point—inclusion of the neighboring note as alleged evidence of an advanced
point of view. The effects depicted in the above scale remain the same through
all eternity, and are ranked only among themselves! And exactly at the cos
of sacrificing the distinclion, one can adopt sometimes a stricter standpoin
{which excludes the neighboring note), sometimes a less strict (which include;
it); but the possibility of such a choice merely emphasizes the differentiatior
inherent in the problem, never any kind of “modernization” of it. '
Unfortunately all previous treatises have neglected to provide a foundati
for the principle of the passing second. Thus {often] a perfectly correct solution
of the dissonance-problem that arises just here for the first time {admittedly
it is only one of several solutions) is worked out in a completely preempive
lone, as a panacea. It is obvious that the student is ill served by such
instruction; but the teacher is also at a disadvantage in that he himself d
not have a thorough understanding of the rule he adopts and teaches. F
when the time comes to decide whether the neighboring note or, finally
stili more remote solution like the accented passing tone should be permilt
in exercises, he simply lacks the security of any guiding principle. According
to the above account, each solution with its own particular effect is clearly
circumscribed; and as I have said before, all that semains for the teacher
to decide at the outset, in full consciousness and free of 2ny individual whim
to favor either the strictest or a less striei position. Let each teacher and each
student decide the matter as he wishes—so long as he understands just which
side he is taking,

dl

an, be seen, a seventh is taken by leap at the upbeat,
onsonance, and understands that such veice leadi
gs only in the realm of free composition,
ely harmonic concepts, then one can in
by severe difficulty in which he found hims
the'second bar had to reach D by contrary
be‘avoided; on the othier hand, the tenor
uld‘not drop below €. So what could be

! If ane respects the principle
ng [as in the above example]
which fram the outset is co-determined
no way excuse Fux just because of the
elf. There is no question that the tenor
motion if similar motion to a fifth were
voice as such {cf Part 1, Chapter 2, §2)
done? Obviously the voice leading would
earlier if such an imregularity were to be

tbrechisberger, probably only obsessed with
s permits not only the
e, and, sigrificantly,

) pursuit of a falsely understood moder-
> passing dissonance at the upheat but also the neighboring
without discriminating between upper and lower. After seiting
h_g_tule of the passing dissonance—unfortunately without providing justifica-
|—he a}dds {p. 35): “It is also permitted to enclose dissonances {including augmented
diminished ones) between two occurrences of the same tone, [bath of} which must,

ver, be consonances . . {examples follow); but he makes no references here to
fferences of effect. In fact, Albrechtsberger f

Fux disposes of the problem, without providing further justification,.as follow
(p. 74:

In this species no dissonance may occur, except by filling the space between
two notes a third apart, e.g.:

\ ugh they simply did not exist, makes

Example 244 o d ]udgmr?nt ever duller; for the ear negiects to discriminate properly among

Fux 11 21 dimtinutio ffects;_ghat are in themselves differentiated, whereby a blurring sameness in goal and
» A _ . ution necessarily arises in the exercises.

e == == Still more freely than Aibrechtsberger—and for that very reason farther removed

= = r F f _r_ F & he true goal of contrapuntal instruction—, Cherubini leaches on p. 12 in his

diminutio he strong beat must have a consonance, There are particularly diffi

' : cult cases
which a dissonance can also be placed on the strong beat, but t

hey oceur
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seldom, and then only when it is not otherwise possible o avoid faults of a
different kind, such as those that cause an excessively disjunct melody and the
like. The weak beat can bear either a consonance or a dissonance, provided that
the latter stands between two consonances and the melody that it forms is fluent,
Such a dissonance is called passing. o

In this rule, then, passing dissonance, neighboring note, and even accented passiny
tone lie side by side, and no further discrimination or justification indicates-ho
different these concepts are! But this much is clear in any case: Cherubinis tex
presentation includes the neighboring note, and he thus proceeds to use it freely
the exercises. But the most astonishing thing in his discussion is the inclusion of eve
the accented passing tone in the exercises of strict counterpoint. Compare his.
ample 48:

The composers of the sixteenth century knew this type of dissonance as well

sure, but they used it only in quicker note-values-—quarters and eighths—and
en then only rarely,

Example 246

—_—

s
[

R—

BN L1

Whoever cannot believe that this is nothing but a lamentable, serious misunde
standing on Cherubini’s part concerning the purpose of contrapuntal doctrine

only read the following remark of his, which concerns the example cited above: mirable if, along with it, he could have seen his way clear to remark that the effects

neighboring note and anticipation certainly have been sought out in compasition

very long time {for this is true, and must be mentioned even in contrapuntal
heo_ry); unfortunately we must conclude from his clesing phrase that he sees in these
ces, even if they could really be sufficiently motivated on a given occasion by
r other technical grounds, fundamentally only a license, an infraction of the
m:ll apparently all that can comfort and reassure him about this infraction is the
_Bl'_\filtlon that it occurted “only in quicker note-values . . . and even then only
arely _B.ellermann simply overlooks that even in the free compaosition of the sixteenth
Ty -n general, only little epportunity and equally little necessity for those
_nances; existed; and therefore it is completely improper in principle to approve
trmann’s thought process and doctrine, even though in other respects one must
cur with his position on the neighboring note.

I could have proceeded differently, but by placing the dissonance on the strong
beat I achieve a more graceful and pleasant melody, and that is sufficient reason
to justify nonobservance of the rule. During the course of his studies, the studen
will find many other cases in which he will want to take advantage of thi
procedure. Incidentally, one can learn from this example how the counterpoin
must be constructed in conformity with the strictest rules of art if it is to conjoir
both pleasant melody and the style uniquely appropriate to this genre of
composition,

The contrapuntal exercise, with its modest resources, is supposed to inform the ear f
the first time about the manifold phenomena of the tona! world—for example, in th
case, about passing dissonance, neighboring note, and accented passing tone, Now
we insist on immediately infusing it with what is called “style”; in other words; if wi
tepresent the exercises as actual examples of a particular compesitional gente an
citing necessities inherent in that genre, attempt 1o justify the violation of “rules”
them; in short, if we write actual compositions where we should instead learn o
differentiate effects within the realm of an exercise constructed expressly for th
purpose, then the hodgepodge of concepts and principles undoubtedly reaches its ape
And yet, I almost suspect that Cherubini’s aberration, fike that of Albrechtsberger,
again only the result of an unfortunate delusion of modemismn, which, as we ha
already seen and will see often again, prevents the theorist from grasping what alo
shouid be taught as the true task of counterpoint. - ng-to the rather stric : . . .
Bellermann (see pp. 150-151) was the first to return to the strictness of Fux in : e, and therefore c;nsif)?;iifac::sn :i‘a: ltatEmSt ﬂO;v.(li)ackf into 2 con-
enticety, in keeping with his preference for transmitting the latter’s teaching,” nsonance to the other. there is s{ill o pdan:g:rr jvh;:ef:r ‘:ﬁmt the [?ne
, at such a

requires the dissonance to progress by step in the same direction, and expliei ance mish . o
excludes the neighboring note with the following words: g might destroy the unity of the two voices. Rather, the transient

The psychalogical significance of the passing dissonance

nsonance between two voices expresses most exactly their will to belong
her, 50 to speak—the commitment to unity-—in the dissonance, conversely,
can find .lhe mark of an independence, albeit only transient, of the one
ce:in relation to the other,

It however, as in this case, the dissonance remains bound for the time
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independence increases the value and power of the unity of the two, a unity
that was -intended from the beginning and is indeed once again asserted.
Exactly in this situation we are provided a beautiful, deep insight into free
composition, which strives similarly to abstract the unity of its “scale degrees”
{see Harmony, §§8211) from the independence of many voices. The aesthetic
effect of this unity will be the more complete the more richly the indepen-
dence of the individual voices is constructed.

Here in two-voice counterpoint, however, where the dissonance is intro-
duced for the first time, one should first leamn to grasp its initial function,
and the prerequisites of that function. And one should not forget that, however
modestly the problem of dissonance here presents itself, in this beginning,
nevertheless, we greet the wellspring of countless beauties in free composition.

The basic moral of this problem, however, like that of the permissible

intervals in the first species (cf Part 2, Chapter 1, §2), accordingly runs as
follows:

In the beginning is consonance, that is, agreement!

Only after a consonance follows the antithesis, the dissonance, and ultimately
agreement has the last word!

Thus dissonance, here as well, absolutely presupposes eonsonance.

Consenance precedes, and only through ils contrast with consonance does the
dissonance set itself off clearly!

As far as free composition is concerned, it emancipates the passing
dissonance from the postulate of the second, so that it is possible, as an
extension of the concept, to regard as passing dissonance even a dissonant
note that leaps between two points of a given definite harmony.

The construction, permitted and sought in free composition, of varied
harmonic entities leaves no doubt about the character of such passing tones,
no matter what kind of leap they execute.

Compare, for example:

Example 248

J. S. Bach, Englis;h Suite J.S. Bach, Organ Prelude and Fugue in C Minor
No. 6 (BMYV 546)

Free composition solves in particular the problem of the passing dis-
sonance within the space of a fourth (in other words: not just within the space
of a third, as strict composition does)—indeed, in such a way that each of the
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two intermediate tones is e

qually entitled to function as passing tone. For
example:

Example 249

| 1 ] . 1 .
[} T T T
* *®

How special the effect, in particular,
- that contains the leading tone of the ke
- and replaced by another passing tone.*

when, within the space of a fourth
v, that very leading tone is omitted

‘Example 250
Brahms, Ein deutsches Reguiem, IV

Sopranc

Wie  lieb - lich sind dei-ne  Woh - nun - gen, Hemr

' Oc

Example 251
- Brahms, “Nachtwache,” Cp. 104 No. 2

Soprano
!
-} K — —4 E:ﬁ:
| — LI 1 ) :r |; : ‘: ] +
{ !
o —* T I —

ru - fet das Horn des Wach-ters dris-ben aus We . sgen

Or:

Example 252
Mendelssohn, Symphony No. 3, IV

See for comparison, on the other han
showing the use of the leading tone within the s
example 241, bar 5, left hand, first quarter-
cumstances in which the leading tone d!
tones b and ebl’

d, an especially interesting example
pace of a fourth in Harmony,
note; observe there the cir-
itself appears in passing between the
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In free composition, the passing tone can even move in a direction
different from that of the two harmonic tones, for example:

Example 253 .
J. 8. Bach, Twelve Little Preludes, No. 12
- * *
- - -
e R e e U=
D) 5 8 P 6 | L
6 3 3 4
T £ £ o s
e e

On this oceasion we may recali that in early music—see [.S. Bach's Suites,
Handel’s keyboard works—the passing tones {even acqe.nted.ones)lweis some-
times not written out at all but only notated with a sign like this: > (com-

are Harmony, Example 271%). . ‘
P The innocent but charming passage shown in Exam-pie 254 tllust‘ra'tes
the highly delicate and fascinating effects that can be achieved by providing

Example 254
Schubert, Deutsche Tanze, Op. 33 No. 11

1]
)
T
Hy =
113
L
1L
Hy =
il
TR

h = harmonic tone
p = passing

just the passing tone with a longer duration than the harmeonic tone to which
it resclves. In spite of many other secondary effects that catch our egr, the
ahove example really has to be understood this way:

Example 255

T

3] h p h h p h

Free composition, furthermore, makes it possible also to interrupt the
passing motion. In the following example:
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Example 256
Handel, Suite in E Major

i e.r.——q

i 1

= A

7t L—#

we find that the passing motion d#2— ¢ in the soprano is even interrupted
by another tone, so that the tone d%? almaost assumes the effect of a
. neighboring note temporarily, at least untif the appearance of e!.
Several other examples of interrupted passing motion may be cited here:

Fxample 257
R. Strauss, Till Eulenspiegels lustige Streiche

The possibility of replacing smaller intervals also with larger leaps (cf. part
1, Chapter 2, §17) leads in free compgsition to a passing motion such as that
in the next example, where a ninth is used instead of a second,

Example 258
Brahms, Piano Ttio Op. 8, I

f—\«*\ | L

g

T
1
I
1

ol

T
1 1 | |
LLI 1 1 T

[

1%

' oo e o —— T Eﬂ’:
G#minor: I

The abbreviation common in free com
processes—usually called elli
to the following phenomena:

position of two or more tonal
psis--leads, when applied to the passing motion,
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Example 259
R. Strauss, Till Eulenspiegels lustige Streiche

We perceive the g#' as coming from an implied g! that was orpit}ed by e!lips;s:
(8'—) g#' —a'7 Such occurrences may very well be called elliptical or directly
superimposed passing tones (cf. Harmony, example 264), -

I mentioned already in Harmony, §164, that free composition, furth.ermore,
has the power of suddenly changing, if necessary, the character of dissonant
passing tones that first appear as simple passing tomes. Therefore, the
portamento based on anticipation (cf. Part 1, Chapter 2, §17) in many cases
is nothing but a second which originally has the effect of a passing n(?le.
Compare with Examples 116 and 117 in the cited paragraph also the following
ilustration:

Example 260
Schubert, “Der Kreuzzug”

The first eighth-note of the uppermost voice is an appoggiatura to .

The second cighth-note is the harmonic tone, the fundamental of the
chord itself, which appears here in inversion as a §-chord. ‘

The third eighth-note brings once again the same tone f#l;_our perception
subsequently interprets the tones in retrospect in an entirely different way, as
here:

Example 261
suspension-resolution

initially: subsequently:
a} b)
1 1 }
v .
susp,  res, susp. antic. res.

and understands the second eighth-note only as portamento anticipation of
the third eighth-note, as shown at b.
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The fourth eighth-note is anather second-step; thus, the question arises
whether this step is only a passing motion or something else.

The fifth eighth-note provides an answer,

the preceding eighth-note appears to us in
tion—that is, a portamento.

The sixth and seventh eighth-notes show again the same situalion as the
second and third,

‘Observe at the eighth eighth-note the tie, the sign of the keyboard-per-
tamento (cf. §17 of Chapter 2, just cited).

The following exhibit, finally, shows the assemblage of effects so delicately
intermixed by the succession of eighth-notes:

since it is itself an appoggiatura,
eality again only as an anticipa-

Example 262

1 —

1 : : T T bt —]
* ]
o

1 susp, { Ies, l

2. antic, res, p. t.
3. [a?ic
4.

susp. I zes. ]

antic, Tes.

In this context one should also study the fluctuation of such passing tones
especially in the aria® from Beethoven’s Piano Sonata op. 110

This category encompasses also anticipations—most of them even involving
steps of a second, and thus having the initial appearance of a passing tone—as
Liszt writes them:

Example 263

Liszt, Rhapsodie hongroise No. 12
=

vz f

i— == >
f marcato

{observe especially the legato applied to the whale melodyl} and, in Liszt’s
tradition, also Richard Strauss, for example:

-

'}

Ffﬁ _iff.l. ,b" 4 Jr

(1]

Example 264
R. Strauss, Till Bulenspiegels lustige Streiche
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(observe in the first violin the original sign of a genuine violin portamento
between d? and e2).

By presenting also complete chords only in passing, incidentally, free
composition gives the concept of the passing dissonance its maximum expan-
sion. [See Part 6, first section, especially §§7, 10.]

As far as the neighboring note is concerned, even strict counterpoint, as
we shall see in Chapter 5, uses both neighboring notes, the upper and the
lower, in direct succession; this occurs at first, however, only as a means of
resolving suspensions, whereby the first neighboring note is [actually] not so
much a neighboring note as, rather, the dissonant suspension itself. Aside from
suspension-resolutions, free composition creates, from the intent and possibility of
forming larger melodic units, a great number of reasons to provide the principal
tone with both ofits neighboring notes (that is, the upper and lower seconds). The
order within these groupings can take various forms, as illustrated in the follow-
ing discussion.

We saw already in Example 77 how both neighboring notes occurred
between the principal tones in the following order

! 2 3 4
Main Tone—Upper Neighbor—Lower Neighbor—Main Tore

In the following example we see an even larger melodic unit:

Example 265
Handel, Suites de pigces, 2nd collection, No. 1, Air with Variations, Var. IV

which contains, in addition to the two neighboring notes of the principal tone
€2, also the harmenic tone al

1 2 3 4 5
Main Tone—Upper Neighbor—Lower Third—Lower Neighbor—Main Tone

And how ingenious Mozart is in constructing the neighboring notes in the
following figures:

The Second Species: Two Notes Against One
~ Example 266
- Mozart, Symplony No, 39, Andante, b. 10ff,

2
Vin, I (‘%

* .
- .

h= ham_:onic tone
P = passing

ﬁn'lc".he lfirst neig};bor dz. {at the asterisk at a) at first implies the return of the

Fhe plrii' tone eb? lbl).lt Imsteadl another harmonic tone g% oceurs (compare
ous example). In addition, the ear hears th I; ,k

independent melodic ynjts as thou, e tome g5 s oaEes a5

- indep , gh, for exampl 2

-Principal tone followed by its neighbors /2 oo, e et wee the

: : and ab?, while the latter tone ab?
ndependently of its neighboring-note character, expresses by virtue of thé

continuation a passing-tone quality even more strongly. (The effect of the

g
!l. ures ¢ ed lleIC 135 eSpeCla”y ntg ¥ P
) nt restmg, beCaUSe the a péar 1 a ]atel

: That the neighboring not
0 two or more voices is due to the fre

composition can oceur simultaneously
¢ number of voices in free composition

;v Hereis an example for neighboring notes in thigds:

- Example 267

‘Handel, Suite No. 7, Passacaille

main  upper lower main
tone  n.n, np, tone

Compare Examples 113 and

167 in H i i i
hree voioen 15 g, osvin In Harmony for neighboring notes in

as a master of this type.




192 TWO-VOICE COUNTERPOINT
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Most recently it has been Richard Strauss who could compose neighboring
notes conceived even in four voices in a most masterful way:

Example 271

Wagner, Das Rheingold, Scene 3
(Rhine-maidens)
Example 268

R. Strauss, Till Exlenspiegels lustige Streiche

. In the Schubert excerpt the sustained el
eighth-note) shows in itself that the tones F
- heard only as neighbors of G and B; there
- n the high register an E is again sustained,
has to be perceived similarly—indeed, as 4 ¢

in the inner voice (bar 1, fourth
# and A undoubtedly should be
fore, in the next measure, where
the event at the third eighth-note
onfiguration of three neighbors;

Example 272

. i b7 B
One should avoid interpreting here the fluctuation between (tl and trf
i dulation; this is an assumption contra-
Example 269) as a real mo ; -
Eisi}olzct)z-mn g; the basses alone, which, as can be gleaned from what prece .

Example 269

=g é ’ihé

t only the V of F major throughout. Instead, one may give lt]f_)t-: cu_rtll.cl(e)ﬁi

1;;6:1:: neigirlboring note its due even in such an ﬁgplz.cahon tas itS izov[:pused
1 i e
finding it an obstacle tbat the four-vcl)llce Srta:e;lgms o;:tr;gm;;d s composed
out b 'r'neansm?fli:tuzozzs;eflg?l(lig?tar)s’, 1-4—a similar, even ‘more _dar-
v weperimen which in my opinion, however, is a complete failure, since
the i\xpenmenté—D—F#—Ab (or G¥) placed between the FY harmonies tlS
e hatromoorrgnote for voice-leading reasons alone (tbe B of the bassg rr;g;rs; c))
[Fn')utco be perceived either as a modulation or as a ne!ghbon?gl-lnot_e a ass'a;és
By the same token, one should aveid hearing in the following p

In the Wagner excerpt, one need only imagine an ep?

—thal is, the fifth of
the harmony—at the first quarter-note:

In Wagner’s music one oceasionally encounters these form

ations; for example:
. [see Example 271}, in which G- B-F)

anything but neighboring-note harmonies:

Example 270 -
Schubert, Winterreise, “Frithlingstraum”

und als die Hi_ih - ne krih

is not an enhasmoric F minor triad but
ised and the ninth lowered (Hochquini-
sounds belongs to the cadence MRM;
nsitivity will hear this immediately.*

- an elliptical EbY sound with the fifih rq
+ tiefnonklang) so that the succession of
..anyone who has developed acoustical se

Here 1 can only advise Mr, Capellen that he would do better to become an

s and ears off our arl, For whoever perceives a

somewhat more individual manifestation of the neighboring note—how much

higher ].S. Bach’s daring neighboring-nole in example 8% ranks, for ex.

amplel-—as nothing more nor less than an “elliptical Hoehquinttiefnonkfang”

(sie!) is a barbarian and deserves his “exotic music™! | must repeat my remark

in'-Harmony, §63: “How easy it is to fabricate theory and history of music
hen one hears badly!”
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i i i ’s Piano
i i ing i hbaring notes in Beethoven’s
hly stimulating is the study of neig . : ‘
Son}a{tlag og. slll, Arietta, Variation No. 4 (196), particularly in the triplet figures
ight hand. '
o tl’?h::lgl;olloﬂng example shows how, finally the accented passing tone

" (Harmony, §167) is used in free composition.

Beginning
§7.  Construction of the beginning

The prescriptions for the beginning,

demanded by the first species and
certainly retained here as well, are expan

ded by the option of using, as a license,
Example 274

Chopin, Prelude Op. 28 No. 24

While we wil] learn the usage of still other rests in the Iemaining species
“-of counterpoint, here only the halfrest is under consideration—indeed, because
‘it indicates the character of the intended species (two half-notes) with the
-.same power and logic as a half-note would do.

For exercises in triple meter [notated in i1, however, it goes without saying

hat only a quarter-rest should be used instead of the halfrest.

[
|
Fﬁ
ﬁ

P minor: I

a1y g

Here the passing tone ¢2 (within the space of the fourth d —a') is frozen as™

an aceented passing tone on the strong beat.
Cr another, even more daring example:

- Albrechtsberger mentions this point explicitly on p. 71, where, at the conclusion of
; two-voice counterpoini, he writes exercises in triple meter as well for each of the
pecies.

Example 275 : Niain Body
Mozart, Symphony Ne. 40, Andante _ :
Ob. 1 F Ob, I El,

1,
DO on Eh

ﬂsfp————: ) ﬂwf f

r 3
7= ey
8 >y ) L s

We may well elevate o

(

the rank of an important issue the question of whether

he ve only consonances or perhaps only dissonances
throughout. If the latter is, of course, not always possible because of the
Sstructure of the given cantus firmus, the former—even though certainly always
possible—is nevertheless prohibite

d. As a reason for this prohibition may be
cited not only the goal of learning the application of passing dissonances but,
far more, also the aestheticaily pleasing effect that results from a felicitous
mixture of consonant and dissonant passing tones on the upbeat,

-+ The artistic principle of variety already manifests its beneficial effect in
contrapuntal exercises, and it is for this reason that the student is here alerted
to it at the proper time.

~1
e 3
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Here the accented passing tones (see the asterisked n?teﬁ) do ni)t en&;a;rfr;it:é-

i i i passing tones of the most reg ) :

as one might believe, but represen A by

hth-note of each bar beyon ;

One need only extend the fifth eig nd the cighth

ighth- bsequent bar to perceive clearly

est to the firsi eighth-note of the su .
inr?lti(:diately the underlying passing character of the accented notes even here

9 act the two voi
(Compare the same figures later, bars 88, 89, 92, and 931) Stacing of the two voices

Albrechtsberger mentions on p. 17 “cast-out” notes (ml)tae aff;iectabe)tansiciegr;es
them thus: “A cast-out note is a tone that occurs as a leap in passing, but wl

) to attend to [the
not belong to the chord; for example:”

he extent that one
Example 276
*
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It has been discussed already in Part 2, Chapter 1, §24 that larger leaps,

especially the sixth (the minor sixth in particular, cf Part 1, Chapter 2, §15)
and the octave, under observance of the principle of melodic fluency, are best
sutted to regulate the spacing of the voices and to separate them in those
instances where they have moved too close together.

In his exercises for the species under consideration, Fux unfortunately does not pay
too close attention to the spacing of the voices, so that all too often they go astray
into an instrumental idiom. I repeat that such inaccuracies, by necessity, only confuse
the study and the purposes that accompany it. See above (p. 162) for the quotation
concerning the sixth.

Albrechtsberger, too, unfortunately, pays little more attention [than Fux] to the
strictures of the vocal principle, and solves his exercises mostly in an instrumental
manner, wherein the spacing between voices is of but little relevance for him.

Cherupini treats the leap of a sixth in a bit more mannered fashion than Fux, but
without any real reason. On p. 16, rule 7, he states: “In the first species of counterpoint
the leapwise progression by the minor sixth is permitted; in this second species it should
not be used unless the voices, because of the nature and pitch level of the given
melody, have moved too close together and there is no other means to separate them,”
etc. And in an *“Observation” concerning this rule, he says: “In the first species of
counterpoint the feap of the minor sixth is in some measure prohibited, because this
interval, especially ascending, is more difficult of intonation than any other permissible
interval, This difficulty is amplified here because the notes of shorter duration allow
less time to prepare the intonation.” Cherubini’s advice, formulated somewhat less
strictly, may hold good: it is exactly the quality of the cantus firmus and the contrapun-
tal line that may make it advisable to use the leap of a sixth or octave even in instances
where one or the other would have to be completely avoided according to the rules
of Fux or Cherybini. For it is not only the purely material distance between voices
that is a decisive factor, but also the aesthetic quality of the line, and this applies even
in the strictest writing techniquel

§10. Use of the unison permitted on the upbeat

The unison, still entirely prohibited in the main body of the exercise in the
species discussed up to now {cf Part 2, Chapter 1, §23), is on the contrary
permitted here—if not on the downbeat, at least on the upbeat—provided that
it can be continued in the most propitious way {that is, by stepwise motion
in the direction opposite to that of the leap), as here:

Example 277
1 3

L=

3|

1214
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Only Beilermann writes about this at length (pp. 152-53):

It is permitted to use the unison, completely disallowed in the previous species,
on the unaccented part of the bar; progression that otherwise would be faulty
can thus be rectified Jexamples follow]. One must always take care in using the

_-principle allows the neighboring note [in

:misfotr;] and set: thaF the counterpoint is set in a melodically pleasing way: that
X € counterpoint moves by leap into a unison, it in

unte : , it sheuld not continue in

the same direction, which would lack elegance [examples follow]. A good use

Eflctll:einttmls[r:l:, on the con;rary, occurs when the counterpoint moves by step
0 [the space of] i i i
llow] p! f] the leap (be it ascending or descending) [examples

- l . I - -
§.| I. A IJ(JSS[!) e exlension resu, t”!g ji(?lii new sifuat 'Oﬂ ]
» 101ts that now ﬂ”se,

f both parallel and nonparallel similar motion

;Zr}i-,é: species, the [}rohibition of parallel and nonparallel similar motion [to
€Cl consonances| receives mew nuances of icati

addition of a note on the upbeat, wpplcation because of the

To study these nuances, we can identify within the content of two bars

_ {:twice_ two half-notes) three cases, as marked by brackets 1, 2, and 3:

bke. 3
bkt.2 T
bkt. 1  I—

w Jd|d

cf. o

oL In the first case, that is from the upbeat to the downbeat
1), the prohibition under consideration is still always
'forcg..Only this immediate succession is fully identical
fam:l.lar to us from Part 2, Chapter 1, §6, and, for th
case in which every exception [to the exclusior; of pa

___contmuels to be prohibited under all circumstances,
An interesting problem, however,

(see bracket
in full and unmitigated
to the original situation
at reason, it is the only
rallel or similar motion)

this species)—see above, §5) regards
ng exercises as containing faults in
verts Studien, pp. 51 and 52):

Beethoven’s voice leading in the followi
pged of correction (cf. Nottehohm, Beetho

Bc.f, A, ori B. A,
o
= v =
JLdd|Jd].
= T frh. -.-‘.l' b. > =
1 13 1 Ii. !:EE-!' E 'I['. [:' r',f
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Finally, I should point out that especially in this case particular caution

needs to be taken with respect to the so-called ottava battuta, of which we
i in §12. .

Wllizl.e ar"lll"h: r§elation of downbeat to downbeat (see b.ra.clket 2) should, stncti);
speaking, be completely exempted from the‘ proh:bltmn even of [;aralle
progressions, since it no longer represents an 1r_nrned1ate succession of tones,
Nevertheless, the ear demands that the prohibition—exactly this constitutes a
new extension of its range of applicationl—has to‘be respected to a certain
extent in this case as well. For it becomes evident that under certain
unfavorable circumstances [the progression from] downbeat to downbea;t,
despite the intervening note on the upbeat, nevertheless sounfis almost exarft ¥
like a direct succession of parallel octaves or fifths—so strong is the connechor;
made by the ear between both downbeats. In other wordls: the poor effect d0
parallel motion manifests itself so strongly here thallt it cannot be lma{ e
tolerable to the ear even by the intervention of a t}}ud note. In particul a:l,
[the leap of] a third at the upbeat turns out to be an interval lTI.UCh too sma !
and unassuming to be able to banish completely the bad impression o
parallel motion from downbeat to downbeat:

Example 279

poor:

g%JiéiﬂH*——ﬂ

Onty a larger leap, for example that of a fourth, is capable of removil.'lg
the impression of parallel motion by attracting the attention of the ear to its

own greater significance. For that reason it is possible to admit parallel motion -

from downbeat to downbeat, provided a leap larger than a third is used [after
the first downbeat).

Two things, however, are not to be overlocked: first, that the tone on the
upbeat, which has the function of remedying parallel actaves betweefl down-
beats, must occur only in contrary motion to the canh.ls firmus, since, for
reasons stated under 1, one may not write as in the following example:

Example 280

poor:
A = i
— ] 1l
d - e

and, second, that because of the leap, no note mallylbe used on the upbf?at
that is not consonant with the cantus firmus; thus, it is not permitted to write
as in the next example:

The Second Species: Twa Notes Against One 199

Example 281
poor:

iﬁi
I
B
il

The question to what extent, on the other hand, parallel fi

-and may occur on the upbeats in connection with procedu
- parallel octaves on downbeats—for example:

fths as welt can
1es for avoiding

. Example 282

@l w

|

—will be discussed later on under 3.

Finally, since the prohibition of parallel motion extends only under special
circumstances to the relationship between the downbeats, and such succes-
;slons are in principle allowed—that is, since the prohibition must cease to
apply to more remote relationships—it is self-evident that nonparallel similar
“motion from downbeat to downbeat is generally permitted,

© 3. In the case of upbeat to upbeat (see bracket 3), which again does not
onstitute a direct succession of tones, parallel octaves, fifths, and unisons
~strike the ear as unpleasant only if several of them occur in succession,
.Without such a provacalion of the car, however, the parallel motions in this
category—they are called afterbeat parallel cctaves, fifths, and unisons—.are

* quite tolerable; this in turn frees nonparallel similar motion of any restriction
+ whatever,

s Itis worth noting,
. of aflerbeat relationsh
that might on their
“Example 282).

If I shed some light with 2 few examples already here, in continuation of
the ideas expressed in Part 2, Chapter 1, §14, on how free composition treats
‘parallel and nonparallel similar motion, 1 do so notwithstanding that a more
detailed discussion in a special section will follow later. [FrC, §§162-164]
First, a prefatory remark:

It goes without saying that ideas in free composition are expressed mostly
in a texture of more than two voices; nevertheless, it may be noted that any
“such texture ultimately contains aspects of two-voice counterpoint as well.
‘The two-voice counterpoint between highest and lowest voice alone already
justifies the citation of examples of free composition within a section on
two-voice counterpoint. (One should not overlook, however, that composition

however, that i is more advantageous by far in the case
ips if at least the downbeats are free of parallel motions
own again have to invoke the prohibition (see above,
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for more than two voices permits licenses to a considerably greater extent than
does two-voice counterpoint!) For example, the following content:

Example 283
Brahms, Variations on a Theme by Handel Op. 24, Var, XXIIT

Ik

T

R

can be reduced to a clear two-voicé counterpoint:

Example 284

I/ . t v
i =y T 1 L'} 1
— o — ——r——
6 8 10 5
- — o am—
DEES i
= f

The real connection between strict counterpoint and free composition can in
general be discovered only in reductions similar to the one just qgotgd.

Finally, it should yet be emphasized that the special cases as l_ndu:ated by
brackets on p. 197 do not manifest themselves quite so exactly in examples
of free composition, but this should be expected in view of the nature of the
latter,

And now the examples,

Schubert writes:

Example 285
Schubert, Piano Sonata Op, 42, Andante poco moto

I

I
3>
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If one is so inclined, the octaves here, since they occur in direct succession,
could be considered octaves of the first category {bracket 1). Free compaosition
justifies the parallel octaves in this case, however, in that the bags progression
strictly coincides with the scale-degree progression; that is, the lowest tones
D—G themselves represent scale degrees to such an extent that their character
as obbligato bass movement (obligater Bassgung) recedes into the background
by comparison, Thus, it follows that a voice expressing the scale degree
progression itself can under certain circumstances also permit parallels exactly
for this reason.

The same reason is also decisive for the parallel fifths of the following
example:

Example 286
Mozart, Piano Trio K. 496, 1
Vin.
Ry £ b =
T I I “I i {
o
Wf L 4
I :1" jlu‘lﬁ*
+ T

Here, too, it is permissible to speak of a direct succession of fifths (bracket
L, as it were), because one may disregard the composing out of the harmonies

. as represented by the eighth-note motive of the violin; it is the power of the

scale degrees, however, that suggests the necessity of the parallel fifths, For

" better understanding, the sequence of scale degrees may be clarified by

assuming ellipses (cf. Harmony, Example 165) as follows:
C major: 17— (11— Ve—(1—) $1V - V§-§ etc.

But if one wanted to avoid parallels such as proved necessary in the
Schubert example, one would have to resort to anti-parallels; compare Fx-
ample 212 as well as the following examples:

- Example 287

#) Chopin, Prelude Op. 28 b) Beethoven, Piano Sonata Op. 27 No. 2,1
No. 3
e i, c - 9
= A i e

L)

. L, R

L 4} . 4

=
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If we consider the following examples, which again seem to present parallel
octaves in direct succession:

Example 288
Mendelssohn, Piano Concerto Op, 25, 1

Example 289
Mozart, Piano Concerte K. 482, 1

Db. f

these and similar octave-parallels are justified not only by the fact that the
bass also produces the scale degree itself {as in Example 288 in particular),
but also by the aspect of composing out, which carries even more weight here.
The last eighth-notes in both examples are basically elements of the com-
posing-out process and, therefore, represent only melodic detours (cf. Part 1,
Chapter 2, §18), so to speak, that can easily be omitted; after the detours are
eliminated, however, only nonparallel similar motions remain—specifically,
from the first eighth-note of the fourth quarter to the first eighth-note of the
next bar:

al —g and [ab? — Bb?
d —G f —bb

These are progressions that are clearly justified in free composition, especially
in composition for more than two voices. (Compare the Wagner excerpt,
Example 182, and also Example 285)

In the Mozart example, moreover, the principle takes effect that a voice
of free composition can always abandon its character as an obbligato voice
and strike out along the path of mere doubling; in this latter function it likes
to join with another voice—indeed, precisely in parallel octaves!

ying effect already

in strict counterpoint (see p. 198)—carries, therefore, certainly much less weight

in comparison to the principal reason.
In the following two examples of antiparallels;

Example 290
Brahms, Symphony No. 4, 1

)
i
*,g\l,,_,-f‘ £
S e e s s ==

'J_.__:—“" i .
, ] @ - |y
l- ,"_ :

s i

Beethoven, Piano Sonats Op. 27 No. 2,1

b)
;/"-——%—\I
é =
8 - 8

oge may justify the passages not only by reason of scale-degrees and of bracket
2" but also by the considerations mentioned in connection with Example
288. However, it is clear that antiparallels, as can be SEEN, C4N Occur even in
the middle of a passage, and are not always limited, as is often believed, to
cadences alone. ,

The masters avoid octave-parallels involving neighboring notes even in free

. composition. They write, for example:

Example 291

L ?.) J. 8. Bach, Two-Part Invention b} Handel, Suites de pidces, 2nd collection,

No. 1 No. 1, Prelude
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At a, there occurs on the second eighth-note in the bass the tone ¢ instead
of d!, and at b, Bb instead of eb. (Compare a_lso qumony, ExamPle 2{f}0,
where, at points marked with an asterisk, the neighboring note is avmdedk or
the same reascn as in Example 291, and the path to the tonic had to be taken
mSteCZ;S.)the other hand-—if I may discuss this point he.re—the maslers write
nonparallel similar motion to fifths without hesitation in the same situations
involving neighboring notes, for example:

Example 292 .
Handel, Suites de pizces, 2nd collection, No. 1, Prélude

Concerning nonparallel similar motions, however, t‘heir justification i.n
free composition is the more natural in that the composing out of harn&oglac
concepts and the elaboration of latent polyphony.{.compare ppi 5.9 and 63)
already lead to ther of necessity. Here are two additional examples:

Example 293

i ite No. 6, Handel, Suites de pikces, Znd collection,
%‘rgl.uﬁae‘c}l, English Suite No ’ No. 1, Air with Variations, Var, III
T * - 1 . -
1 T 1 H re |F
— (5-8)
H-8) e e .
. Hes 1 1 T S—

(I

L

Afterbeat ottaves (see above, bracket 3) enjoy complete freedom in free
composition. For if in examples such as the following:

Example 294 )
J. 8. Bach, English Suite No. 2, Prélude

. different formulation, even he arrives
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e

the unifying spirit of the scale degree is added {in this case, the harmony
A-C-E), then there is even less reason to criticize such octaves, when the
downbeats" have thirds and sixths, respectively,

Another example:
Example 295
Brahms, Piano Sonata Op. 5, 1

Andante espressivo

3E SEEESSSsSsasSaT
legato [ T
8 8 8 8 8 8 8 38

Fux teaches (pp. 75-76)

» 88 a consequence of shortness of duration and limited space, cannot
communicate the interval in such a way that the ear fa
relationship of two successive fifths and octaves. . .

It is different in the case of a lea

ils to recognize the

p that contains a larger space-—for example,
the fourth, fifth, and sixth—since there the distance from the first note to the

second has the effect that the ear has, in a manner of speaking, alteady forgolten

the first note on the downbeat by the arrival of the second note, likewise on the
downbeat. . . |

Fux even mentions that nonparallel similar motions, for example 6— 5, are
temedied by the leap of a fourth (cL Table MY, Figure 8). To state this explicitly,
however, was basically superfluous, since it was self-evidens,

Albrechtsberger discusses the problem at hand (pp. 36-38)
He concludes the discussion of so-called afterbeat octaves, fifths, or unisons with the
following comment; “However, I advise beginners not to write many afterbeal fifths or
oclaves, since they affront many an ear in two-voice counterpoint,”

Cherubini (pp. 13 and 14, rule 3) couches his thoughts in stricter terms, Despite a
only at the same result as the teachers mentioned
ned to prohibit in general ] parallel octaves and
can be seen from the following:

in the same way as Fux.

previously, but he is very much incli
fifths from downbeat to downbeat, as

I note, however, that these ways of avoiding fifths and octaves were considered
very reproachabie licenses in two-voice counterpoint by the strict masters of old.
I share the same opinion, and believe that two cetaves or fifths on the strong
beat can by no means be eliminated by intervening notes, whatever they may
be, on the weak beat, unless the tempo is so exiremely slow that all beats can

be interpreted as strong. This restriction, however, does not suffice in all cases
and, therefore, should rot be viewed as a rule,
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I conclude from this that the abave method [of avoiding octaves and fifths)
should be used only in case one writes for more than two voices or in rare
instances where-one cannot find a different solution.

I have made all these remarks and examples concerning the avoidance of
octaves and fifths for the purpose of demonstrating the insufficiency of the rule
rather than proving that they really can be avoided [by such means} The rule,
which I prefer to regard as falsely attributed to the old theorists, is nevertheless
not entirely without value and can occasionally serve a useful purpose.

The basic error, however, that leads Cherubini to such strictness is again the fateful
confusion of counterpoint and free composition. What role does tempo play in the
exercises of strict counterpoint? Isn’t the principal goal here to explore tonal effects in
relation to their causes, without concern for tempo and rhythm? And isn’t this purpose
served if the ear is made aware of the fact that, in the case of two octaves on successive
downbeats, it makes a difference whether a leap of a third or a fourth is used on the
intervening upbeat? Even Cherubini couldn’t ask more of the theory of counterpoint,
Anaother error of Cherubini’s is that he obviously considers it implicit in the rule itself
that the prohibition of parallel octaves and fifths extend also to downbeats under all
circumstances. Bet this is not the case. The extension of the prohibition to tones that
do not oceur in direel succession is, on the contrary, an exceptional sifuation caused
only by the special ciccumstance of the third-leap; in case the latter does not occur,
the prohibition, too, is canceled and again the norm prevails that the prohibition
cannot apply to tones that do not eccur in direct successior. This result, however, is
just the opposite of that given by Cherubini in the above remarks.

§12. The so-called ottava battuta

While motion to an octave is usually not only permitted but also required to
occur by contrary motion, there is an exception 1o this rule, in which the
octave, though amived at through contrary motion, nevertheless makes a bad
impression; this has led to the prohibition of such an octave. Specifically, when
the lower voice progresses simply by step from upbeat to downbeat and the
upper voice at the same time moves by a larger leap such that the two voices
suddenly meet in an octave on the downbeat, then the bad effect of 2 so-called
ottava battuia is produced.

Consider, for example, the following octaves, all of which are arrived at
through contrary motion:

Example 296
a) b

)
p 1d o Jd o 14 o dJ

A difference in the effect of these examples will easily be discovered.

While perhaps only an “empty” impression on the downbeat can be
observed at a and b (a result, especially in two-voice counterpoint, simply of
the octave itsell), we feel the emptiness of the octave at ¢ and d, on the other

(
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hand, to a much stronger degree, for reasons that have o do less with the
octave itself than with voice leading, The poor effect is essentially softened at
¢ in that here the upper voices as well at least progresses by step from the
upbeat to the downbeat, but at d it protrudes more strongly because the upper
voice moves by a larger leap.

This poor effect at d can be defined in the following way: our ear perceives
the melody as too peculiar and individual, because the leap A to D occurs
in the soprano.

First, every modestly musical ear senses that, instead of the actually chosen

patE, a simpler and more natural way would have led here to the same goal,
such as: :

Example 297

i
il

Two-voice counterpoint, however—and this must be stressed—is unable to make
us understand why, instead of the simpler and more natural course given in
Example 297, the singular path, as at d in Example 296, was chosen.

Second, the decidely melodic nature of the leap attracts our attention
especially because it is at the same time highlighted as a sharp contrast by
the more tranquil step of a second in the lower voice, Our instinct, however,

‘seemns to require—not withaut justification, to be sure—that the more extensive

leap, on the contrary, should instead occur in the lower voice, while the upper

. voice, which attracts our ear first of all, ought to maintain the natural quality

‘of the melody and, therefore, move only in smaller, more fluent and singable
" intervals.

_ Third, the brevity of the upbeat emphasizes the unpleasant effect of the
situation even more drastically; in particular, it appears as though the exag-

- gerated tension in the melody were almost entirely disproportionate to the
_brevity of time during which it occurred.

Fourth, finally, one cannot disregard the effect of anticiﬁation (A to D),

'which doubtless adds to the poor effect.

In view of so many disturbances of the natural effect, it becomes clear
that a voice-leading such as that at d has to be prohibited entirely.

I mentioned already that at c all bad effects, in so far as they can be
attsibuted to the leap alone, are absent; besides the empty effect of the octave,

- there is only the disturbance that the lower voice lacks the larger interval,

which, by its nature, would have established a counterweight to the emptiness

* of the next octave. The question, therefore, is whether this deficiency alone is
enough to prohibit such a voice-leading. I myself would prefer to let only the

given situation decide this question: in two-voice counterpoint, at least, an
octave of the kind at ¢ will sound too empty under certain circumstances; on
other occasions, especially in composition for many voices and in a more
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favorable milieu, however, the effect can he good. Thus, within the prohibition
of the ottava battuta, one would have to differentiate more closely between
cases ¢ and d, and limit the prohibition to the latter in particular—that is, to
cases in which the upper voice progresses by a larger leap.

Furthermore, since the ottava battuta involves motion from upbeat to
downbeat—a progression that by its very nature highlights the bad effect—, it
is clear that the prohibition could not be taught already in the context of the
first species, where the distinction between downbest and upbeat is still
lacking, but had to await the second species {as here), which manifests those
categories (analogous to the accented and unaccented patts of a bar in free
composition) for the first time. The only alternative is to remove the problem
of the ottava battuta from strict counterpoint altogether and treat it instead
only in the context of free composition. _

For the same reasons as in the ottava battuta, | consider it a fault when,
instead of an octave, a unison or a fifth is approached in such a way that
the lower voice moves only by step while the upper voice progresses by a
larger leap. In the following example:

Example 298
a) Albrechtsherger, p. 90 b) FuxIX,1

o=
v 8 1) —
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§5§§E§§EEEF5 =7 £ J = fz
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the effect of such voice leading may be experienced; note especially how in
the example at b the size of the leap in the soprano contrasts with the
unassuming second of the lowest voice in an all too individual manner,

As examples of ottava battuta in free composition may be cited:

Example 299

a) Mendelssohn, Piano Concerto b} J. 8. Bach, 8t. Matthew Passion, Asia “Blute
Op. 25,1 nut”
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Example 299 continued
¢} Mozart, Piano Trio K. 496, T

b FEFEE foon b
— "-‘
D) . Ny
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The following example shows a quinta battuta:

Example 300
Brahms, Piano Quartet Op. 25,1

I

0y, F rl F
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And when Brahms writes in the song Auf dem Kirchhofe op. 105 no. 4,
bars 9-10, as follows:

Example 301
Brahms, “Auf dem Kirchhofe”

in view of the fact that the bass also could have been written, this way:

 Example 302

——

| 1205

[
<l

we may recognize a quinta battuta avoided in a most interesting way. "
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Fux’s discussion of the otfava battuta (pp. 72-73) has certainly become the This also holds true especially of the unison:
definitive one. I therefore quote it in full: ]
Example 307

[Afoys:] Then, from the tenth bar to the efeventh [of the exercise under Fux 11, 15

discussion], you have progressed from a tenth to an octave in such a way that
the lower part moves up a step while the upper part descends a step; such an é— — I ﬁr
octave is called thesis by the Greeks and battuta by the ltalians, because it

111 — I
R
appears at the beginning of the bar. This octave is prohibited. I have often ¢ hd had e
pondered this matter, but I can find neither the reason for the prohibition nor ) _ In composition for eight voices, such leaps in the bass and in voices that
the difference that makes this octave permissible:® represent the bass can scarcely be avoided, as will be mentioned at the proper
time,
Example 303 ' Fux presents these thoughts in the context of the first species. This in itself already
FuxIT, 18 signifies a misunderstanding of the ottava battuta, because here the element is still
/] = lacking which so clearly exposes the emptiness of the octave in the first place-—namely,
% = v the differentiation of downbeat and upbeat. The ottave battuta in general cannot
bl really produce its full effect until free compasition, where the accented and unaccented
while the next is disallowed: '~ pats of the bar play such a prominent role; see Examples 299 and 300 above.

However, we do not learn from Fux what effect it has when the upper voice
Example 304 progresses by leap instead of the lower one, and why in this case the ottava battuia
Fux 11, 19 ~is to be prohibited; it is simply his “opinion” that such a voice leading should not
A be tolerated, even in counterpoint for more than two voices,
— Albrechisberger deals with the ottava battuta as follows {pp. 28-29):

()] - It remains to be noted that the old teachers prohibited the ottava battuta in
. o . : composition for two as well as more than two voices. | prefer to use it neither in
wh.ere both octaves are prod.uced by contrary motion. It is different with the - strict not in free writing for two voices; it may be acceptable in three-voice
unison that arises by progressing from the third to the prime—for example: writing, even mare 30 in four-voice, especially if double counterpoint at the
octave is involved. The ottava battula (in German: Streichoktave) is that octave
Example 305 which eccurs on the stroke or beat, that is, the accented part of the bar. [Here
Fux 11, 20 follows an explanation of what constitutes an accented part of the bar through
! o all meters.] When a perfect octave is approached in the upper voice by leaping
%;‘—8 i through a fourth, fifth, or sixth from an unaccented to an accented part of the
had bar and the lower voice ascends only by a half- or whole-step in contrary motion,
. . o . the ottava battuta cesults; it can ocour in the following ways:
in which case the unison, wherein the proportion is that of one to ane, is heard
only very slightly, and appears as though engulfed and lost; for that reason, the Example 308
unison is never Lo be used in this species of counterpoint, except at the beginning - In strict setting of the first species In free settings
and end. But to return to the octave called battuts mentioned above, I leave it A
up to your free choice whether you use it or aveid it; for it is not a matter of —a — - i
great importance. But when the octave is so constituted that the lower voice o — o F e X
rises a step while the upper leaps downward several steps, in my opinion that 5 3 8 6 8 7
is not to be tolerated even in composition for more than two voices:
%) i TY S in.:'u ::#!T -
Example 306 Example 309
Fux II, i4 : In strict setting of the second species In free settings

= s —— :%5:..:2!'.:_:5.:

’4{ e,
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{Examples follow of both third-species counterpoint and free composition.] The
reason i is prohibited may be thal it becomes too faint and almost resembles

the unison; for example:
Example 310

I] . s
@ I = likewise in
e —o —* i all modes
- e - -0 =3 OF

As is evident, Albrechtsherger is no more able than Fux to specify the true reasons
for the prohibition; in attributing the poor effect solely ta the emptiness of the octave,
Albrechtsberger, too, distegards the extent to which it is caused by the larger leap itself
as well as the downbeat, True, he formulates the prohibition somewhat more precisely,
in that he stipulates the leap of at least a fourth in the upper voice as a condition for
its application; for that reason, c in our Example 296 would not be an ottava battuta
for him. This alane already marks an essential step forward, as compared to Fux, in
understanding the problem of ottava batfuia.

Cherubini seems in general o ignore the prohibition of oftava battuta; he does not
mention the term anywhere, nor does he concern himself in practice with the
traditional prohibition. On the contrary, he writes in Example 40 on p. 14:

Example 311
h
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and since he considers the octave-parallels of the downbeats to be avoided more
convineingly by the leap of a sixth than, for example, a fifth or a fourth, he is not
even deterced by the unpleasant effect of the offeva baftuta that is undoubtedly
produced in this caset

Bellermann follows entirely on the track of the venerable master Fux, whom he cites,

incidentally, en pp. 136-137. Nevertheless, we find in his work (p- 205) the following
voice leading:

. Exampie 312

)
T
o ™ = -
= ==

which, according to Fux’s views and, thus, also those of Bellermann, would better have
been avoided. On his own, Bellermann adds the following thoughts in a footnote
(p. 137
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I find this rule too somewhal strict; nevertheless, one must admit that it
originated in a very correct abservation. In connecting the following two triads,
for example, in four-voice writing:

Exzmple 313
a) b)

ﬁs ﬁ. 3 © © 3
D) © 8 k) <

it will be noticed that the second iriad ai a sounds far less voluminous—one
could almost say emply—in comparison with the fisst one, In free composition,
where one is not limited by & cantus firmus, this usage at the accented part of
the bar is not recommended; the same triads, however, sounded in reverse order
as at b, have an exceptionaily beautiful effect,

Unfortunately, everything in this remark is misguided. Whether the approach to
the octave from the tenth, as at a in Example 313, is not, on the conirary, strong and
convincing and, thus, the opposite of an empty effect, can obviously be decided only
by the special circumstances of a given piece. 1 note also that neither Fux nor
Albrechtsherger viewed a motion to an octave like that shown at a as a prohibited
oftava battuta. Bellermann, therefore, should have demonstrated with different and
more convineing examples as well as with more persuasive arguments that the problem
of the battuta, nevertheless, exists also in free composition. That the example at b has
nothing whatever to do with the problem is obvious.

The more recent theorists have litile concern for the effect of the ottava battuta;
nevertheless, it eannot be disavowed and, therefore, also cannot be ignored in theory.

§13. The possibility of a change of chord at the upbeat

The second beat, that is, the upbeat, can oceasionally even present a change
of chord.'

This type of occasion is, to be sure, limited to a single situation—specificaily,
when a sixth follows a fifth, or vice versa:

Example 314

This is a direct consequence of the following consideration: on the one
hand, passing dissonances must be excluded from the present issue because,
precisely as a resuft of their dissonant nature, they can establish no new
harmony (consonarnce) at all [Part 3, Chapter 2, §2]; on the other hand,
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however, any other consonance [than a fifth or sixth] would quite simply only
completé or continue the harmony of the downbeat:

Example 315

s 1 .
e s e :
[ | i— | B ) .~ &
el | 1 S | 118
¢ o - - - = -

etc.

In free composition, unlimited freedom of harmonic change awaits the
composer: it may be executed within gz bar, within a single beat, and
moreover, also with devices other than merely the successions 5—6 and 6— 5.
By contrast, the change of harmony mentioned above is the only one admitted
by strict counterpoint. Just in its preliminary uniqueness, however, it forms the
entrance, the portal, of the problem of change of harmony altogether.

But from the necessity of clearly expressing the key at the very beginning
of an exercise there follows the obligation at least not to use such a change
of harmony immediately—that is, not in the first or second bar—because
otherwise it would lead too quickly away from the key.

"

To make this point, clearer still, T quote here the followirg (analogous) correction

by Albrechtsherger, which applies to an exercise by Beethoven in triple meter {see
Nottebohm, p. 49, No. 4):

Example 316
B

The unfolding of the intended key, according to Albrechtsberger, has to be
rigorously observed even this far into the exercise. Decisians about this matter, however,
can be made only on the basis of the given cantus firmus,

Cherubini writes in rule 4 on p. 15

Counterpoint of this type [second species] provides the license of having either
one or two chords per bar; thus, if one decides to use only one chord, each half
note must be a different consonance, bui both must also belong to the same

cherd.
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Example 317

Ex. 41-
2 | | L | ’
) Y e =

5 6 — 3- 6 —

If two chords are desired, the chord on the accented part of the bar must
be consonant; the chord on the unaccented part must also be consonant, but
should difier from the first,

Example 318

Ex. 42
6 5 56 5 6 5 6
) R L | [
i e
L i oy 11 Y —ll
s - -

However adroit these observations may be, they contain an erroneous and regret-
table contradiction that cannot be reconciled with the spirit of counterpoint. Why
introduce here the concept of harmony (see Example 41) in the sense of harmonic
theory? How is it possible in counlerpoint to conceive of a sixth-chord and cause the
voice leading to be influenced by this preconceived notion? Isn’t it necessary, on the
contrary, to generate voice leading in contrapuntal exercises only in accord with its
own laws—that is, the requirements of the line, of melodic fluency, and the like?
Furthermaore, despite the second part of the rule, and despite Example 42, Cherubini
seems not to have been aware that in strict counterpoint only the intervals 5 and 6
can signify a change of harmony.

§14.  The prohibition of tone-repetition is now reinstated

Repetition of tones is prokibited in the second species. Thus we return here
to the original prohibition, as it applies to the cantus firmus, and we justify
this return {a contrast to the first species, which permitted the repetition of
tones—compare Part 2, Chapter 1, §26) by observing that the enriched pos-
sibilities provided in the second species by the two halfonotes make it possible
now to achieve a beautiful melodic line even without any licenses; thus it is

necessary to permit an exception to the otherwise universal prohibition of
tone-repetition.

Obviously viewing the renewed prohibition of tone-repetition as self-evident, Fux
and Albrechisherger remain silent on this point. In Cherubini’s text, on the other hand,
the prohibition is already implied in his formulation of rule 4 cited in §13 above,
especially by his words “a different consonance” Bellermann explicitly discusses the

" prohibition on p. 150.
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§15.  Certain faults that can result from the proliferation of tones

The proliferation of tones in this species could, more easily than in the cantus

firmus and in the first species, lead to certain violations of contrapuntal voice -

leading and the postulate of melodic fluency. For this reason, one must beware
of outlining a triad, a major or minor seventh-chord, or (still worse} a
ninth-chord with three or four tones. It is equally important to remember to
change direction after a larger leap.

Compare the comment by Albrechisberger quoted in Parl 1, Chapter 2, §§19 and
20. Here I want to emphasize again the results of that discussion; in strict counterpoint,
only the construction of the cantus firmus and the course of the contrapuntal voice
can decide whether or not several tones necessazily group into a unit, If they do, it is
unimportant whether the unit itself is a triad [or not], since any unit-formation is

strictly forbidden in the exercise. Therefore, Albrechtsberger is correct in writing on
p. 42:

Example 319
2 f.

and in commenting on the voice leading as follows: “Secondly, it is of significance
that especially this C fthat is, the concluding C] permits and justifies the major-seventh
chord produced by leaping through four notes: C, E, G, and B, because as octave of
the preceding € it makes the sensitive note B move upward, whereby the last three
bars of the counterpoint establish a good melody” And similatly, he allows the

following voice leading of a Beethoven exercise (compare Notiebohm, Beethovens
Studien, p. 49):

LAY
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Example 320
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and remarks: “It is an error if the two notes that form a seventh fall on downbeats,”
for example: ;

Example 321
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It may, however, be risky to prejudice such cases of actual writing procedure, which
under more favorable circumstances could scoff even at this rule. Really, enough has
been said if the student is instructed to avoid unit-formations, no matier how they
originate.

From our strict viewpoint it is obvious, however, that Albrechtsberger oversteps the
limits of strict counterpoini by writing, on p. 99 in a three-voice exercise of the third
species, as follows:

Example 322
o f.

—J

L ERE
glisflp
[ 130 %
L 1A

In counterpoint of quarter notes, he outlines the diminished triad and, furthermore
even uses the interval of a diminished fifth!

2

§16. The prohibition of “monotony™

The proliferation of tones, however, could evoke, even more than in the first
species, the danger of a unified motivic, melodic-thematic formation; for that
reason, | again emphatically caution against such shapes.

Compare above, p. 101, the quotation from Albrechtsberger. Fux, however,
writes without scruple as follows {Table IX, Figure 2):

Example 323
Fux IX, 2

£ l ,! T ! ‘:! 1 ﬁl: ”
ﬁ =1 =
Cadence

§17. Cadential formulas

The stipulation requiring both leading tones in the cadences of strict coun-
terpoint can be satisfied in exercises of the present species only by using 5 —6
| 8 in the upper counterpoint and 5 —3 | 1 in the lower (compare also Part
1, Chapter 2, §23).

Example 324
a) 5 6 8 b
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In this context it is ta be expressly emphasized that the leading tone must
actually be the penultimate tone of the counterpoint, never the antepenul-
timate; thus it is never permitted to reverse the order of tones as follows
(compare Pari 2, Chapler 1, §29, Exarnples 234 and 235):

Example 325

Only in exceplional cases, when the above formulas would be entirely
impossible for one reason or another (for example, because of the peculiar
construction of the cantus firmus), is it permitted to fall back on the closing
formulas of first species—that is, to use a whale note in the penultimate bar.

Fux remarks already in the context of first species (p. 66, but compare also pp. 67,
69, 74, 76, etc.) that “if the cantus firmus is in the lower voice, a major sixth must be
used with the penultimate note; if it is in the upper voice, the minor third is required,”
Thus Fux at the same time opts for the requirement of raising the leading tone in
the Dorian, Mixolydian, and Aeolian modes: ¢ to cf ftof8 and g to gt

It deserves to be mentioned in this connection that Beethoven, too, has dealt in
his own way with the problem of the raised leading-tone in the Dorian mode {compare
Harmony, p. T7f) In one of Beethoven’s sketchbooks kept in the archive of the
Gesellschaft der Musikfreunde in Vienna there is a curious and ingenious idea, hastily
written in the margin in Beethoven’s hand and, so far as I am aware, unnoticed until
now; it is an attempt to avoid the C# in the cadence of the Dorian mode, as follows:

Example 326

- oy
E I I i}
6 5 8

Instead of 5 — 6 — 8 {compare Example 324 above) he uses 6 — 5 — 8—in other words,
a kind of plagal effect, as though Il — I, Beethaven failed to see, however, that the ca-
dence in the Dorian mede too requires both leading tones always in direct succession [to

the tonicl g:g, and that there was only one remedy for the defect that bothered him:

to give up the Dorian mode altogether!

Albrechtsberger indulges on p. 36 in various cadential formulas which, however, in
many cases really belong to the domain of free composition. That he at least retained
the requirement of always having the leading tone directly precede the final tone,
however, can be proven by pointing not only io the cadential formulas to be cited

later {p. 93£) but also to the following correction of an error by Beethoven {Nottebohm,
p. 52)
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Example 327
B. A,
pof
== =——p= =
o = =

be = 2

Iif
il

Bellermann, too, speaks on p. 153 of the whele-note in the penultimate bar as an
exception. o

Regarding Cherubinds absurd lapse in this matter (p. 31, rule 7), see the citation
in Part 3, Chapter 2, §7.

Exercises

Example 328
Fux II1, 3 and ILI, 12
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Example 328 continued
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exercise~~incidentally, with little success—in the cantus firmus as well as in the coun-
terpoint (bars 7 and 8) as follows:

Example 329
t.
n °

Q!
(1A 8

LRI

No. 4. A more instrumental approach. {Compare above, §9.) Bellermann uses this
exercise as well, but streamlines the leaps in bars 7 and 8 by changing the counterpaint
as follows: '

Example 330

FE=——F

=

No. 5. A counterpoint with a most beautiful line, Observe the fortunate location
of the apex-tone ¢2.

No. 6. In bars 8 and 9, an effect similarly unpleasant to that in the second exercise
at bars 2 and 3.

No. 7. Bars 5 and 6 as well as 7 and 8 show an inappropriate repetition. {Compare
above, §16.) ’

No. 8. In bars 6 and 7, a modulation to F major. Coneeming the last three bars,
see the quotation above in §15.

No. 9. In the penultimate bar the sixth as well as the seventh tone of F minor is
raised (compare Part 1, Chapter 2, §23, Example 140).

No. [0. Written entircly in an instrumental fashion. The intervals are no longer
notated in actual size, but are mostly measured from the upper octave of the
counterpoint. Unity of space (compare §9) has been completely abandoned here.

No. 12. Instrumental, so far as the distance between voices is concerned. Neighbor-
ing note in bar 3! See the quotation above in §5 concerning bars 9 and 10.

No. 14. A flowing, beautiful melody. But observe that Beliermann, even though he
believes in the Dorian mode, uses the tone Bb i bars 4 and 5.

Chapter 3

‘The Third Species:

Four Notes Against One

General Aspects

§1. The principle of the passing dissonance in its application to the
thythm of four quarter-notes

* The use of four quarter-notes in the added counterpoint against each whole
_ note of the cantus firmus makes it possible for passing dissonances to occur

at any of three points in the bar: on the second, third, or fourth quarter.
As before, however, dissonances, wherever they may be introduced, must

" always occur as stepwise passing tones between two consonances, except in

the following instance, which is perhaps the only other conceivable possibility:

. Example 331

- Here, for inevitable reasons that reside both in the fourth D—G of the added

voice and also in the tone B of the cantus firmus itself, the diminished fifth
actually takes on the role of a consonance, so that the dissonant fourth appears

‘in passing between it and the third.

Particular attention, however, should be paid to the effect of a dissonance

"4_that is to be used on the third quarter. To be specific: initially, the third
“Quarter is heard simply as a weak beat; but the ear, by virtue of the further
-subdivision present of half-notes into quarters, is made conscious that the third

Quarter contrasts with both the preceding second quarter and the ensuing

;fourth quarter as a relatively stronger event, as a kind of strong beat. As a
result, a typical secondary effect intrudes into the principal effect: it is as
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though the dissonance were actually placed again on a strong beat, as though
a “first” beat:

Example 332

In this secondary effect, then, is in fact to be sought the origin of the
accented passing tone (Wechselnote) of free composition, which, accordingly
{cf. Harmony, §167, and here Part 2, Chapter 2, §5), should be understood as
a dissonance thal is indeed conceived once again as a passing event, but at
the same time gains a position on a strong beat.

Further, it is the artistic principle of variety, already articulated in Part 2,
Chapter 2, §8, that demands constant pursuit of diversity—just for the sake of
acsthetic contrastl—in the use of dissonant passing tones. The student should
therefore strive, 1o the extent that the voice leading permits it at all, to
introduce passing tones in colorful succession, so to speak—that is, alongside
those on the second and fourth quarters, to use them without hesitation on
the third quarter as well.

At the same time, however, it may further be infesred from the continuing
validity of the law of the passing second that even here, as before, it remains
incorrect to teap away from a fourth, for example:

Example 333
poor
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This holds true regardless of the extent to which the clarity of the harmonic
conception (here the chord F-—A - C) expressed by the counterpoint is inten-
sified by the multiplicity of four tones, and regardless of how closely that
harmonic clarity approaches our perception with something approximating

the expression of a harmony composed out in the manner of free composition
(see below, §8).

The exception described above of a fourth which, although it follows a diminished
fifth, nevertheless retains the effect of a dissonance passing between iwo consonances,
is taken from an exercise by Albrechtsherger (p. 52). I should like to point out only that
Albrechisberger himself obviously remained unaware of any peculiasity of this case.
He considers it completely self-explanatory, even though on p. 43 he requires that
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every dissonance in this species “occur between two consonances” On p. 53 he
intentionally construets the following error:

" Example 334

A 4
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This provides an occasion for the following remark:
The . . . error is the B in the bar under consideration, because it does not

proceed upward to the adjacent C; for if in two-voice counterpoint a perfect
fourth on the third quarter is not led upward or downward by step, and is instead
enclosed between two occurrences of the same tone, the impression made on
the listener is that of a dissonant chord; this is just as faulty as if the fourth

were to be approached by leap with two half-rotes in the second species, for
example:

Example 335
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But from this it is perfectly clear that Albrechtsberger understond very well the peril
of the present species—that of attempting, with the given means of four quarter-noies
and even in violation of rules, to project a harmony, as though the environment were
that of free composition, where such a thing could indeed cecur without restriction.
Albrechisberger therefore marks as incorreet the following voice leading by Beethoven
in the exercise cited by Nottebohm on p. 53 under No. 15;

Example 336
B.
c. f,

*
4

~ He corrects, with good reasan, as follows:

Example 337
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But the following precept in Bellermann (p, 158) may be considered an exaggera-
tion:

- . thus here ane must take care first of all that the first and third quarters in
the bar are consonant with the cantus firmus, while on the second and fourth
quatters a passing dissonance may be used [examples follow]. After preliminary
exercises in which Lhis stricter rule is diligently and repeatedly observed, ane
may later, in consideration of melodic fluency in the counterpoint, now and
then take the liberty of placing a passing dissonance on the third quarter as
well; but in that case the second and fourth quarters must always be consonant
fexamples follow].

But Bellermann appears not to be at all aware that even in contrapuntal exercises the
principle of variety exerts influence in this matter.

§2.  Use of the neighboring note

The remarks made in the preceding species concerning the neighboring note
(cf Part 2, Chapter 2, §5) should also be taken into account in connection
with the third species. At the same time, however, one should remember a
possibility easily overlooked, namely that the neighboring note (like any other
dissonance, and also like the cambiata) can be used to very good advantage
across the bar line—that is, from the fourth quarter of one bar io the first
quarter of the next.

In a certain sense, because of the increased number of notes in the
counterpoint, the need for the neighbaring note is even more urgent here than
in the preceding species. Nevertheless, for the sake of practice, it is desirable
at first to adhere in the exercises to only the strictest formulation, in order to
learn to solve the problem of melodic fluency and beauty also, insofar as
possible, without using the neighboring note—and thus under more difficult
conditions.

Accordingly, Fux, too, in keeping with his view cited in Part 2, Chapter 2, §5,
appears to prefer complete avoidance of the neighboring note. He deigns to use it
now and again only in the most pressing circumstances, such as in an exercise of the
fifth species:

Example 338
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or the following:
Example 339
Fux X, 3 Fux XVIII, 1
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A voice leading such as the following, however:

Example 340

. Fux XVIIL, 2
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which uses even the anticipation (Beliermann’s alleged neighboring note), occurs in
Fux’s work only this one time, :

Like Fux, Bellermann too makes a commitment to the stricter formulation {p. 158):
“Although the neighhoring note is occasionally found in counterpoint of this species
by sixteenth-century composers, its use in exercises is not permitted, because if it is
used, quarter-note motion can be achieved without effort” The only misteading part
of this is his reference io sixteenth-century compositions, which certainly have at least
no direct relevance to the topic.

Beginning
§3. The quarter-rest as a license
If a rest is to be used at the beginning, as in the preceding species, it must

always be a quarter-rest, for that alone is able to give prior notice to the
coming quarier notes.

In exercises in triple meter (8), for similar reasons, only an eighth-rest is
to be used.

Main Body

§4. Increased use of the unison

In the third species, the unison finds a more favorable environment than in
the second. For in addition to the possibility of contrery motion—which
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remains available here in the third species when the unison occurs on the
fourth quarter—, if the unison is placed on the second or third quarter, it enjoys
also the advantages of oblique motion, which were unknown in the second
species;

Example 341
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§5.  The prohibition of parallel and nonparallel similar motion
may have still wider application

Concerning ranges of application of the prohibition of parallel and nonparal-
le similar motion, the four quarter-notes of the present species allow for the

discrimination of four relationships, illustrated here as in the preceding species

by means of brackets:

bkt. 4 L |

bkt.3 T

bkt. 3 [

bkt. 1 {
lcpt.JJJJIJJJJ

c.f. o o

L In bracket 1, concerning the actually direct succession of two tones,
the prohibition applies in ils strictest form and entirely without exception {cf.
Part 2, Chapter 1, §6 and Part 2, Chapter 2, §11—bracket l—and the pertinent
remarks).

2. The relation of upbeat to downbeat (bracket 2) takes a form analogous
to that of the second bracket in the second species (see Part 2, Chapter 2,
§11), though certainly with the distinction that the second bracket there (in
the second species) depicts the relationship of downbeat to downbeat, Accord-
ingly, here as in the earlier case, the rule can be applied directly—that is,
parallel motion is in principle better forbidden than altowed (atthough here
again, as in the second species, the possibility exists of redemption by means
of a leap larger than a third); nonparallel similar motion, however, is
completely exempt from the prohibition,

3. Butin the relationship of downbeat to downbeat in this species-—which
provides at least the further advantage that three tones of the counterpoint
intervene and lay claim to our attention—paralle! motion can be at least in
principle all the more easily tolerated. Yet it should be scrupulously observed
that if the counterpoint is not skillfully constructed, even in the relationship
depicted by this bracket—thus in the most remate relationship—the ear
nevertheless recognizes paratlel motion and actually perceives it as a fault. So
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the prohibition, since it is able to assert itself even in this relationship, can
boast of another advance over what had already been achieved in the second
species: Just see how it has managed to extend itself from it initial area of
application—the direct succession of two tones (see Part 2, Chapter 1, §6)—to
the extent that it is here able to regulate the succession of tones so far removed
from cne another!

That parallel motions can still be painfully obvious to the ear in spite of
the three intervening quariers of the counterpoint, however, is doubtless
connected o the fact that it is precisely the downbeats that are strongly
impressed on our hearing by the very rhythm of the cantus firmus itself. Or
in other words: if the cantus firmus had a still further subdivision, perhaps
into half-notes or the like, the impression of the downbeats at such a distance
from one another would undoubtedly be very much weakened.

In view of this perception [of the prominence of downbeats), however, the
best recommendation is rather to avoid parallel motions in the main body of
the exercise, so that they can be used with so much better conscience only
in cadential formulas or with the nota cambiata (to be discussed shortly),
beeause of one or another attendant difficulty.

Finally, it goes without saying that nonparallel similar motions may be
-used without restriction, as was the case already in bracket 2.

4. In bracket 4, from upbeat to upbeat, the formation known as “after-
beat” octaves or fifths may be completely exempted from the prohibition,

It may be reported here that in regard to “afterbeat” octaves or fifths, neither Fux
nor Albrechisberger displays any kind of reticence; they use them freely in their
exercises as well. Compare Fux, Table V1, Figure 6; Table VI, Figure 9; Table XI1,
Figure 5; also Albrechtsberger, p. 112 {bars 11-12).

Cherubini has the foliowing to say on this matter (p- 20, rule 3): “In two-voice
counterpoint, neither one, two, nor even three quarter-notes can avoid a prohibited
octave- or fifih-succession, or cancel its effect, even if in certain cases contrary motion
is used, or leaps greater than a third”

Example 342
one quarter-note:

|
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Example 342 continued
three quarter-notes:

B B I's 5!
4] N _ . 1 | | 1 [l | ]

dil
¢l

Obviously, this is the same exaggerated, in a way already fossilized and unprin-
cipled strictness that we observed in connection with his treatment of the same
problem earlier, in the second species. {Compare the remarks in Part Z, Chapter 2,
§11.) And when he goes so far as to create a new field of application for the
prohibition—indeed, in the relationship of second quarter to subsequent downbeat—, we
can endorse such aural sensitivity only lo a very limited extent: under certain
circumstances a parallel motion even in this relationship could strike the ear in an all
too unpleasant way; it remains, nevertheless, an exaggeration to formulate the prohibi-
tion so strictly, even if only for the exercises of strict counlerpointl*

§6. A faulty third-leap

Among the contrapuntal thecrists, Albrechtsberger is the only one who calls
attention (on p. 44} to the following “offense against good melody,” which
oceurs “when after four, or even only three, stepwise ascending notes an
upward third-leap is made into the next bay; and also conversely, when a
downward third-leap is made into a bar after three or four notes descending
by step”—for example:

Example 343 b

1 '
1 1 I I n = I [ %] 1]

“ NB: good only at the cadence”

[

i |
1 13 T ] 11}
v — o 1 E i

He continues: “Larger leaps after the same type of motion also are seldom
good”—for example:
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Example 344
“POOI,} ’ “poorYS
A | | | 1 ¥/ . ;
atc I etc.
o 1 -a it % 1

====
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“good, because the chords are almost the same”

Albrechtsberger is certainly correct with this stricture. As the reason for
this poor effect—unfortunately Albrechtsberger neglected to give one him-
self—the following should be cited: after the strong and extended succession of
seconds, even the smallest leap will have to be noticed as melodically
altogether too particular and individual. And sometimes, when the interval of
the leap is added harmonically to the preceding tones, an unwelcorne
diminished chord or a seventh- or ninth-chord suddenly results. If one
observes further that the feap is forbidden not in the middle of the bar but
only when it leads “into a new bar” then it is in the last analysis also the
measure-boundary that exposes the poor effect of the leap, reproachable
already from the melodic standpoint, also in the thythmic domain—hence all
the more glaringly.

But certainly, it depends completely on the particular situation in such a
case whether contrary motion is to be recommended as the best solution; if
neutrality and complete equitibrium of all tones of the counterpoint are kept
in view as the unalterable final goal, then other methods will also be found
to avoid such “offenses against good melody.”

Consider the following example from free composition:

_ Example 345
J. 8. Bach, Prelude and Fugue BWV 894 (Arpeggio-passage)

This example shows the danger of the error discussed in this paragraph. One
need only insert at the bracketed place the tone b (as in the first figure}
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after c#!, thereby creating a third-leap b—g#, 10 be convinced of the poor
effect of the latter! (This is above and beyond the additional necessity in this
case of expressing the §-chord [a-d-f].

§7. The nota cambiaia (changing-tone figure)

Traditionally and generally, the formation called nota cambiata is taught in
the third species.

The phenomenon represents an organic unit consisting of five tones whose
course is immutably fixed; for example:

Example 346

*=]

P I 1}

The infraction in this example of the rule of passing dissonance can be
noticed immediately: the dissonance of the seventh at the second quarter,
which is first introduced in compliance with the rule (that is, by step), is
unfortunately left in a manner contrary to the rule (by leap) as the counter-
point moves ahead to the third quarter.

In essence, however, the offense is only apparent; for the second quarter
{d? in our example) is very well connected—connected indeed, above and
beyond the interpolated third quarter, to the fourth quarter {e?). By virtue of
this connection, the mandate of the passing second nevertheless finds its
complete and just fulfillment, if only through the path of a detour.

The detour, to be sure, has its own further consequences; for the offending
third quarter, as though under penalty for having delayed the immediate
consummation of the seventh that entered as a passing tone, must seek its
own support in the form of an absolutely consonant relationship to the cantus
firmus; that is, it must at least be underwritten and supported by the latter
through the quality of consonance if it is successfully to play the role of a
delaying interloper. Moreover, the alien third quarter establishes a new base
for a second, normal passing tone; for the situation it has brought about is
such that the fourth quarter (¢2)—although, according to the foregoing,
psychologically representing the destination, so to speak, of the first passing
motion (the first, second, and fourth quarters)—itself functions simultaneously
as a passing tone between the third quarter of the first bar and the downbeat
of the next (ie, between the third and fifth notes of the complete figure in
our example).

Or, to put it differently: the nota cambiata represents two passing-fone
motions, which, although interlocking, are nevertheless genuine and compiete;
see the bracketed tone-successions a and b in the following illustration:
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Example 347

Each individual passing tone otherwise exhibits completely normal construc-
tion in that the dissonance is actually presented in stepwise motion. It is just
that the middle tone of the second passing motion must at the same time be
understood as the final tone of the first; and it is exactly this feature that
produces the interlocking character and the apparent irregularity of the
phenomenon.

The following, then, can be viewed as prerequisites for the nota cambiata:

(a) the first quarter of the group must be consonant;

(b) the second quarter introduces the dissonance, which begins according
to rule with a stepwise approach;

(c) the third quarter contains the apparently faulty third-leap, but must
itself in all cases be consonant with the cantus firmus;

(d) the fourth quarter continues the stepwise descent by which the second
quarter arrived, and is therefore to be heard as both endpoint of the
fiest passing-tone motion and middle tone of the second;

(e) the fifth quarter, the last tone of the group, is again consonant with
the cantus firmus.

Accordingly, the following possibilities exist:
. A genuine nota cambiata may also span its five-tons group from
upbeat to upbeat, for example:

Example 348

b

n

[ T
o
J:

7 3 2

2. "A nota cambiata may be consiructed equally we!l in the ascending
direction as in the descending, for example:

Example 349

>
E
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Under no circumstances, however, may phenomena such as the following
count as a nota cambiata:

Example 350
a)
fe] !

*

(L9 1ARS
| 118
 dRE

[-]L 158%

¢ o

where the second quarter is in any case a genuine consonance, which may
be left by leap at will; or this:

Example 351
b) *
4] | | 1 | |

where the third quarter is not consonant with the eantus firmus; or:

Example 352
c) [ * ]

N>

where most of the characteristic requirements of the nota cambiata are
satisfied, but the group begins with the second quarter, thus producing the
overall impression of a certain lack of precision and transparency in com-
parison to the genuine nota cambiata; o

Example 353

d) *
I} ) | i | |
D] o :
7

which deviates from the genuine nota cambiata in that the dissonance on the
second quarter, instead of being introduced by step, is approached by leap—we
shall see below, in the commentary on the literature, what this actually
represents—; or: :

The Third Species: Four Notes Against One 239

Example 354

£
*®

il
i

-JiL JRER

which falls two tones short of being a nota cambiata; the configuration instead
represents a harmonic anticipation {see Harmony, §167)2 such as is often used
in recitatives, especially at the conclusion.

From the aggregate of prerequisites listed above, however, it can ultimately
be inferred that the nota cambiata, as a unit so extensive as to embrace five
tones, fundamentally stands in contradiction to strict counterpoint itself,
which, as we know, invariably postulates a state of complete balance. In the
strictest sense, then, it can hardly be counted as a phenomenon of strict
counterpoint,

That the earlier theorists nevertheless carried over this genuine element of
free composition into the domain of strict counterpoint proves only with how

little care and clarity they conceived the boundary between free and strict
settings.

Since the structure of the beginning of the nota cambiata—specifically from
the first to the third tone—manifests the space of a fourth, it is not only

- necessary but instructive to learn to distinguish between the nota cambiata
- and the passing tone in the space of a fourth, as I have presented it above,

b 184f

First, let us consider passing tones. As Example 249 shows, two [different]
passing tones in the space of a fourth are possible from the outset; and it is
the order of the intervals by which the passing tone is approached and left
that distinguishes the two forms from one another. In one case, the smaller

" interval of the second is executed first, and only after it the larger leap of the
* third, while the other case uses the reverse succession in that the third precedes

the second. It is precisely the latter form, however, that preduces the more
natural effect. The definitive psychological reason for this is that the more
distant, so to speak more strenuous, leap of a third clarifies the direction with

.. greater accuracy, and actually brings us closer to the goal than the step of
- the second; the latter, indeed, leaves open the possibility that the very next

tone a second removed may be the goal of the passing motion rather than
the tone of the fourth, which still lies at the distance of a third. For the same
reasons, then, of the two possible descending passing tones in the space of a
fourth: :

Example 355

Y b)

L)
[ THER
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again the form at a has the advantages of naturalness in comparison to that
at b. Obviously, under certain circumstances, only the less natural form can
bring forth a correspondingly marvelous effect. This is corroborated, in respect
to the fourth in the ascending direction, by the previously cited Examples
250-252; for the descending direction, on the other hand, the following
example may serve, whose profoundly poetic effect is based on nothing other
than form b of Example 255:

Chopin, Prelude Op. 28 No. 6

The simple fact, however, that in the case of passing tones in the space
of a fourth, regardless of direction, the postulate of naturalness is satisfied by
having the leap of a third precede the step of a second, implies the intrinsic
differences between such a passing tone and the nota cambiata, which in all
cases demands the reverse order. Just this observation permits a clearer and
deeper insight into the nature of the nota cambiata: it invariably adheres to
the order of second followed by third, because only in this way can it express
the fact that the step of a second initiates the intended normal passing-tone
metion, which is comnpleted, with the aid of a second passing-tone motion,
only at the fourth quarter. The nota cambiata thus represents, to be sure, a
form of passing motion, but one of such unusual and intricate construction
as is not yet exhibited by the passing tone in the space of a fourth.

The heightened awareness that has here been achieved of the existence of
so many and varied effects of the different forms of passing events—as such
we have thus far encountered the neighboring note, the accented passing tone,
the passing tone in the space of the fourth, and now also the nota cam.
biata—gives me an opportunity, finally, to explain further the diversified
phenomena of those disjunct passing tones of which several instances (Ex-
amples 248, 253, 257, etc.) have already been cited.

Strict counterpoint totally lacks the power to make us sense in advance
the coming harmony at any given point, since the force of its voice leading,
in spite of all the necessity intrinsic to it, is by no means adequate for this
purpose. Free composition, on the other hand, makes available such signposts
to the future in the form of scale degrees and other auxiliary forces of
harmonic logic. By thus sensing in advance—[eaving aside possible
surprises—along with the composer the coming harmony (much as we read or
hear ahead when we read written matter or listen to speech), we also
immediately grasp in free composition the function of those tones that bind
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themselves in advance to the coming harmony as neighboring notes or
accented passing tones. Beyond that, incidentally, free composition is able to
bring to life in our imagination not only the immediately present concrete
tonal edifice, but, far more, the total complement of constituents of the
harmony in ali their possible registers and octaves. Thus if we find, for
example, in a passage that we recognize in advance as cadential, the following;

Example 357
Handel, Chaconne in G major, Var. 1

we understand the second eighth-note ¢ of the bass as first of all in the service
of the expected V, as the neighboring note of the coming fundamental Ds but
besides this, our imagination independently supplies, before ¢, components
(either B or d) of the major triad on G that is being left;

Example 358

Consequenily, however—and precisely this is the result inaccessible to super-
ficial perception—even the second eighth note, the passing tone approached
by leap, embodies nothing but the original form of the passing tone itself
One sees, then, how one and the same basic phenomenon manifests itself in
so many forms, yet without completely losing its identity in any of them!
However much a given variant may conceal the basic formy, it is still the latter
alone that occasions and fructifies the new manifestation. But to reveal the
basic form together with its variants, and [thereby] to uncover only prolonga-
tions of a fundamental law even where apparent contradictions hold sway—this

- alone is the task of counterpoint!

After the foregoing, it is obvious in an example like the following;

Example 359
J. 8. Bach, WIC I, Prelude in C§ Minor
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that a passing tone in the space of a fourth is undoubtedly present in the
bracketed succession; that this passing tone, however, differs completely from
a nota cambiata; and further that it deviates from ordinary passing tones in
the space of a fourth in that it places in the foreground nothing less than the
effect of an anticipation.

The passage from Handel’s Messiah chosus “And with His stripes we are
healed,” quoted by Bellermann on p. 162, represents a genuine nota cambiata:

Handel, Messiah

Alto
H . + 1  —
@ ¥ .j ! - — £ g
D) T '
Tenor
<> * e

%*

Bass
Fux teaches (p. 78f):

Further, a deviation from the common rule occurs when the note is changed,
a case called cambiata by the Ttalians. It arises when the second, dissonant note
leaps to a consonance, as can be seen in the following examples:

Example 361
Fux IV, 10

This third-leap from the second note to the third should actually take place
from the first note to the second, since then the second note would form the
sixth, a consonance, in the following way:

Example 362

Fux IV, 11
Y S - . : )
u I.6 III

If it were then desired to fill out this third-leap, the result would be as follows:
Example 363
Fux IV, 12
3 [

| — X T T 1]

T
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But since the beamed notes are not available in this species of counterpoint,
good authority has approved the first example, where the second note is a
seventh, perhaps because the melady is more agreeable.

Such commendable effert toward investigation of the problem, and yet—alagt—in
these last words, how timid the alternpt at a solution! If I nevertheless reject the
solution, it is for reasons of my own that have been presented in the foregoing, and
because Fux’s utterances appear to me nat to be in accord with the intuitive feeling
that he himself must have experienced on executing a nota cambiata in compaosition.
Besides, my treatment of the problem provides a still broader overview encompassing

- several other phenomena similar to the nota cambiata, and offers the means to

distinguish and differentiate among them,
Albrechtsherger first cites Fux, with examples expanded as foilows {p. 48f);

Example 364

itre ete. _ete. Cadence
A Ll Pl Loy
g e
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a quattro etc.
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etc. or better:
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4 etc. 4 etc,

_He then adds the following comments of his own:

These two changing tones (Wechselnoten), the seventh above and the fousth

- below [the cantus firmus], are quite often found in inversion among the works
of ather good masters, even though in settings of three or more voices, hidden
fifths are involved; for example:
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Example 365

A critique of this changing-tone figure newly added by Albrechtsberger can pose
4 due 7

no difficulty. One need only consider that, as he himself admits, it is derived from the

A T | o . works of “good masters.” Does this not itself signify that they were found only in free

I 14 18] 1 N | i . . . v
WH m— o compasitions, and that, strictly speaking, they also belong only in thai domain? What
L T r *FH:'?H they have in commen with our nota cambiata is in any case only the number of tones
(five); for the rest, because the third-leap precedes the step of a second, they are all

NB. 4 the more closely related to the passing tone in the space of a fourth. As a genuine
“hidden fifths” + trait of free composition, however, they are most appropriately recognizable simply as
“good & tre” ‘ 7 . composed-out seventh-chords (Vierkldnge), to which only free composition, bui not
A Y : ; ! strict counterpoint, has a just claim; and this is the basis of the merely apparent §-chord
%— ] 5 d—_“:“i — s' . in four-voice counterpoint presented by Albrechisberger in Example 366 as a “license™
—_-"_F r 1 ’ i .- in fact, it signifies a g-chord instead! Albrechtsberger nevertheless uses such “changing
v tones” of free composition in his exercises of strict counierpoint as well. See

£ == # e ’ = Albrechtsberger, pp. 68, 69, 95, 96, 97, 119, 133.
! ' Cherubini (p. 19} at first bows respectfully to the usage of the “classical com-
4 posers”—as though they really had everything in common with strict counterpoint, even
NB. -+ i its most primitive formulation!—but ultimately opposes the cule of the nota cambiata

3 quattro NB. and announces:

In any case, T would not know how to justify such an exlreme viclation of the

| 1 _} rule; and tradition also has offered us ne grounds on which this fauity practice
w L o - of our forebears could have rested. 1 cannot understand why, instead of wriling
[ : ) as follows:
™ r Frid
rr—m— etc. :
5 - - e ;. Example 367
: Ex. 52
' . . . ., 1 I | ' |
Or in the following way, where they moresver use the §-chord without prepara- - ﬁ_ —J }  — ﬂ
tion: k 5 o ] 1)

Example 366

A L S | ) - they did not instead prefer this:

== ===a= . =

1)) - 3 7 — : + LExample 368

] s f |

——o PPt e [ S A R - ;

F———1 F=—— _ % = = f
. o ad

. 3) ()

o

Likewise in the following case:
} f —=— % <y :

.Example 369
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where they could also have written:

Example 370
Ex, 55 4
h . I

==

In the last example there are two dissonances that occur in succession and
violate the rule this is sometimes allowed, if the dissonances move by step:
sometimes one is forced by circumstances 10 write in such a way. But how the
classical composers could justify writing dissenances by leap I do not com-
prehend—unless they did so for the sake of greater variety and in consideration
of the short duration of the quatter notes, or finally, because the third is onty
a very small leap and therefore always rather easy to sing in tune.

o~

8

)i

With his wondrous thought process, Cherubini placates us really only with the
confession that he has not understoad the basis of the nota cambiata; that surely
disarms any criticism! But it would have been better if Cherubini had rejected the
nota cambiata by reason of good understanding rather than failure to understand; for
in that case he would undoubtedly also have sensed the obligation of consistency, and

would have spared himself the unquestionably more serious error of possibly allowing

the voice leading of Example 370. In the latter, there are altogether too many licenses
at one time; and if a similar idiom may elicit the most frequent application in free
cornposition, it is nevertheless a self-deception and an obfuscation not to perceive that
this idiom must then remain all the more alien to strici counterpoint. In the first place,
Cherubini's example presents a combination of species, which can best be accom-
plished only along the path to free compasition (see Part 6); further, the most primary
law of the neighboring note according to strict counterpaint is violated, in that the third
quarter is not once again a consonance; and finally, the dissonance of the third quarter
by no means occurs between iwo consonances, which also must absolutely be counted
as an error. Cherubini's explanation of his own example, incidentally, is inadequate: if
the only requirement were that “dissonances move by step,” what manner of bad voice
leading would then have to be permitted under all circumstances even in exercises! The
true reason Example 370 nevertheless has merit—but orly for free composition, to be
sure—lies rather in the following fact: the figure represents an abbreviation of two
normal acts, which have been compressed into a single one; the graphic form of the first
act appears as follows:

Example 371
4] ; i

[

and is to be understood as meaning that against one tone of the cantus firmus, four
quarter-notes form a counterpoint with a neighboring note introduced in a perfectly
regular way on the second quarier. The second act consists in the circumstance—to
be seen later in the combined species--that the lower voice does not await the
completion of all four notes, but moves ahead in advance to the next passing tone: in
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* doing so, it counts on the fact that our instinet, in spite of everything, is privy to the
true situation. The case is similar, for example, to that of resolution of a SUSpEnsion:

- Example 372
and b}

wherein our instinet is so familiar with the suspension’s innate necessity of resolution
that the ear can even be further burdened by [simultaneocus] advancement of the lower
- voice, without risk that it will become confused and fail to perceive that the origin of
-the phenomencn at b is to be derived from that at a, as the first act of the process,
M is clear, then, that Chercbini’s dispute with the “classical composers” is therefore
_completely insupportable in the present instance; and for the rest, it is nothing but a
Hight of mad fancy to believe counterpoint and compositional theory to be completely
dentical concepts!

. Bellermann writes at length (p. 159) in explanation of the nota cambiata; only
~excerpts from his remarks will be quoted here:

.. The following practice was favored by the older composers. They considered a
¢ leap in smaller note values {quarter-notes) to be easier from a weak beat to a

- strong beat than vice versa. . . . They much preferred to make this leap from
the second to the third quarier rather than from the first to the second, even
when the second quarter thereby entered into a dissonant relationship to the
other voices and, strictly by the rule, would have 1o proceed by step.?

nd similarly again on p. 160,

This explanation is deficient, however, just because it is able at best to explain
nly the first three tones of the nota cambiata, but not the total phenomenon
omprising five tones| Admittedly, Bellecmann enlists the further aid of the following
aively confused explanation (p. 160): “One finds almost withoui exception that the
hree notes following the leap again rise by step, so that use of the changing tone
Imost always leads to this patlern™

ut how could he defend himself against the still more damaging objection that he
as, with his explanation, proclaimed as allegediy general a principle which finds no
pplication outside the nota cambiata itself? Because if attention is supposed to be
aid in counterpoint to “accented and less accented” notes (p. 160}, as Bellermann’s
osition requires, then it is impossible to avoid the question of why, as in the nota
ambiata, a leap from the strong to the weak beat would not have to be prohibited
-all cases, Further, I call attention again to that third-leap across the bar line which
as forbidden eatlier—see §61 And so, in Bellermann’s case, we witness the following
utious scene: although he comes rather close to an intuitive grasp of the phenomenon,
‘is not able to explain and defend it adequately, and thus, for lack of thoroughgoing
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comprehension, permits himself to be carried way by completely false ideas. He allows,
for example, that “the changing tone can occur just as well on the fourth quarter of
the bar as on the second” [p. 160], but on the other hand feels abliged to “excuse”
the changing tone that moves upward with the following words [p. 161n]: “In the
fifieenth and sixteenth centuries the changing tone is found only in the descending
direclion; in modern compositions however, it can be well used even in ascending™

Example 374

He has still more to say about the changing tone: “The changing tone was treated
exactly as a consonance, and even in polyphonic compositions in which ene or several
voices had 1o sing passing tones, no heed was paid to its dissonant relationship” (a
quotation from a motet by Palestsina follows); then o p. 450, in paragraph 4 “The
changing tone should be used only in melismas; the latter must never be broken up
by [changing] syllables”—a thought which reveals clearly that Bellermann perceived
the nota cambiata as a self-contained entity only in the form of a unit of five tones.
Nevertheless, he rebuts Cherubini, in an {indeed extremely) ill-conceived polemic, with
the following words {p. 161): “And doesn’t more mademn music exhibit very similar
idiams, which, if adjusted to fit the rule as Cherubini would have it, would sound very
awkward? [ think for example of the idiom noi uncommon in our recitatives™

Example 375
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In this cemark he himself again takes into account only the fisst three tones of the

figure, as though these alone formed a complele nota cambiata, or, rather, as though

the recitative-idiom quoied represenied use of a genuine nota cambiata (see the
explanation given above of a similar phenomencn as anticipation).

§8.  Recollection of several earlier principles

3o far as the arpeggiation of harmonies is concerned, the prohibition with
which we are already acquainted {cf. Part 1, Chapter 1, §3; Part 1, Chapter 2,
§19; Part 2, Chapter 2, §15) remains in effect; it is all the more necessary
because the presence here of several tones within the bar makes such an
arpeggialion more tempting and at the same time easter.

Special care must be taken here to ensure that dissonances are never left
by leap. (Precisely in this connection, the fourth, as I have said already in §l,
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plays a dangerous role!) In case of necessity, then, when there is no other
solution, one can therefore write as follows:

Example 376
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But never this:

Example 377
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- Here—on the pretext of composing out, which is always insupportable in strict

counterpoint—on the third quarter a fourth occurs, which, instead of function-

"ing as a passing tone, is both approached and left by leap.

As for monofony, its avoidance is now all the more irnperative, since the
danger of consolidation into units is still more present by virtue of the four
quarters than' in the preceding species.

The effect of a change of chord (cf. Part 2, Chapter 2, §13) can be

.manifested still more acutely by the third species, with its medium of four
- quarter-notes, than by the second. Since the harmonies in the third species

can be given a more distinct shape, their succession s also more clearly

‘perceptible; and it makes a significant difference whether a change of chord
' takes place from bar to bar or only within a single bar. Instruction in

counterpoint therefore has the task first of calling attention to the difference
of effect in the two cases; if it nevertheless goes still further and proclaims

-that the delineation of only one chord in each bar is initially better and more

natural, that advice is founded on the fact that before the tone of the cantus

firmus is harmonically divided, so 1o speak—that is, before it is assigned two

different harmonies—it would have to be more appropriate to present the single
tone first of all in a single harmonic environment, (Often enough, it is

- precisely the neighboring note that most easily aids in this task, and facilitates,

better tha 1 some other note, the retention of the same harmony threughout

‘the entire bar.) Yet one is, certainly, allowed to carry out a change of chord
_by means of the succession of 5 and 6 only the first bar, whose unified
~harmonic profile (as said already in the second species) is simply a prerequisite
“for comprehension of the key, must be kept free of such a procedure.

The tendency and necessity of free composition to compose out har-
-monies, however, and thereby to generate content, at the same time provides
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a reason for the fact that within its domain, all manner of triads and
seventh-chords may be arpeggiated. But in the same measure, then, in
connection with composing out and the support of harmonic fundamentals,
‘even the leap away from such a (merely apparent!) fourth? is desirable and
permitted without restriction; for example:

Example 37§
fo) | [

D)

D=

(Root: )

Albrechtsberger is explicit on p. 53:

The best counterpoints of two, three, or more voices in this species are those in
which each bar has only a single chord type, because those counterpoints are
mare straightforward and more solemn (as befits the liturgical style), and can
be used also in quicker tempos when necessary. Yet it is not prohibited o cause
a change of chord at each beat, with the following provision: the first chord,
like the last, must be perfect’ And the perfect chord is by preference retained
throughout the first bar, because listeners want 1o be instructed, so to speak,
cancerning the main key, and want to be made ready for it. . . .

Here t00, it would have sufficed if Albrechisberger, instead of creating a misunderstand-
ing by citing the “liturgical style” as a real argument, had simply endeavored to
describe the effect, which is indeed different depending on whether a harmony lasts
the whole bar or changes within the bar. And finally, it is unforiunate that
Albrechisberger himself deviates in one case from the principle, otherwise so strictly
observed, of presenting the keys securely at the beginning: in an exercise on p. 106,
he modulales to G major already in the second and third bars, where the cantus firmus
is instead in C major.

It should be noted already- in the present context that Albrechtsherger, in conclud-
ing his treatment of three-voice counterpaint {cf. pp. 113 and 114), abruptly announces:

The “NB” here [see Example 379] at the D in the bass signifies that it is not at

Example 379
A

a¢

-y

NB,
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all faulty as a weak beat, even though a §-chord is implied with it I this bar
had to be set in four voices, or to be accompanied by the organ, the octave of
the first note G would be added; the second note, D, would then have the
* passing-or better, arpeggiating—$§-chord, as at No. 1 below [see example 380].

- Example 380

. No. 1 No. 2
“All good™
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Here, when the bar has four quarters, as in the third species,® the §-chord may be
used on the third or fourth of them, when the bass arpeggiates an entire perfect

. chord or sixth-chord. It remains forbidden (without the use of a ligature) only
or the first {quarter] note,

The author’s confusion, which led him to such an inordinate admixture
of strict counterpoint and free composition, is obvious for all to see. Yet I do
not want to neglect, given such a fitting opportunity, to mention that the
above invoked octave that the accompanying organist would be entitled and
“perhaps even obliged to add in the low register is nothing other than the
scale degree or fundamental, as it-is known only to free compasition, and
which there, with its own necessity, account for and justifies the content
generated from within it!

§9 Construction of the cadence

Sihce the other leading tone” must under all circumstances occur only on the
fourth quarter [of the penultimate bar], the following, among others, are
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available as possible cadential formulas: ' Example 383 continued

Example 381

n, c.

Albrechtsberger marks as “poor” (p. 51f) the following formulas:

Example 382
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As can be seen, this is because of the parallel unisons or octaves from upbeat
to downbeat.

Exercises

Example 383
Fux IV, 15 and IV, 16
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383 continued

Example

Example 383 continued
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Albrechtsberger, p. 52

i Ex. 61
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Comments on the Preceding Exercises

Chapter 4

No. L. Observe in bars 4 and 5 the added original flat sign, in spite of the Dorian
mode. In bars 7 and 8, on the contrary, evidently because of the approach of the
cadence, Fux avoids a similar use of a flat sign; as a result, however, he commits the
ersor of two [successive] major thirds in bars 8 - G—about which more detail has been
given in Part 2, Chapter 1, §18. It is not without irony that Bellermann, who cites this
Fux exercise on p, 165, uses the Bb instead of the Dorian BY in bars 7 and 8 as
well—what becomes then of the Dorian system, in which Bellermann certainly believes
{cf Bellermann, p. 49)?

No. 3. The Bb in bar 3 is original, in spiie of the Lydian mode; Bellermann,
however, who also reproduces this exercise, removes the flat sign; thus be here does
the opposile to what he did in the first exercise. In bar 9, Fux’s counterpoint can
hardly be called fluent and good; Bellermann is justified in changing it as follows: : " General Aspects

Example 384
1. The concept of syncopation

fin strict counterpoint based on a binary division of the bar (compare the
ccond species) a consonant note on an upbeat is extended into the following
ownbeat, which is indicated specifically through conneetion by means of a
ie, the resulting phenomenon is called syncopation; for example;

No. 5. In bar 6 the arpeggiation of the C triad makes a thoroughly poor effect, Bar
8 exhibits the figure discussed in more detail in §7. The parallel fifths on the strong
beats in bars 8 - ¢ are, under the circumstances, not to be condemned.

No. 6. Bars 1 -2 yield a deadly, inexcusable monotony in their relationship to bars
3-4. In bar 5, the tone F is no neighboring note, although the D in bar 6 is, and
likewise the G of bar 9. Bar 12 shows an arpeggiation of a triad (cf Exercise 5).

No. 7. This exercise shows modulations in bars 6 and 9, and a neighboring note
in bar 3.

Strict counterpoint emphasizes, however, that the note on the upbeat must
lways consonate with the cantus firmus. Thus, for reasons that will be
evealed later, it excludes from its domain at the oulset any case in which
the note of the upbeat forms a dissonance that, although obviously first
onceived as a passing tone, is nevertheless turned into a syncope by means
ftying; for example:




258 TWO-VOICE COUNTERPOINT The Fourth Species: Syncopation 259

Example 387

2. Classification of syncopes
Beethoven, Piano Sonata Op. 110, Fuga § ﬁ f yneop

P'*t' Pt If the principle of syncopation—that is, the continuation of the consonant note
po, | | | ... of the upbeat into the following downbeat—remains always the same, the
Ly = % material content of the syncope, on the contrary, can be further differentiated.
% T — T : * Specifically, in spite of [the immutable requirement of] tying and consonance
S z * on the upbeat, the interval that arrives at the downbeat may be consonant or
o 1 7 r J\, & — even dissonant, and for this reason we speak of consonant and dissonant
- } s syncopes (ligatura consonans, dissonans):
" .
ab major: 11 - v - 1IE - V!h3

Example 390
We shall see later, to be sure, the circumstances under which even strict ‘ A l |
counterpoint itself, daring a first step toward free composition, nevertheless
permits a dissonance at the upbeat: § | 3

Fux (p. 80) defines syncope as “two half-beats (kalbe Schldge) against a whole beat
such that the two half-beats remain in place and have a tie over them; the first must
be on the arsis, the second on the thesis.”

Albrechtsherger’s correction of an error by Beethoven (Nottebohm, p. 50):

Example 388

Strict counterpoint unquestionably allows both types.

Still, if the consenant syncope, in spite of its different external appearance,
obviously belongs to the same family as the other consonant phenomena
observed in strict counterpoint up to now, the dissonant syncope on the

A B. A, contrary offers a completely new technical and psychological principle: in it,
i m— T | m— T 3 by contrast with the single dissonance passing through on the upbeat and,
%}‘ — t i 1 L indeed, between two consonances (the only one permitted so far), we at last

encounter—for the very first time in strict counterpointt—a dissonance on the

strong beat. The new prerequisites and effects presented by the latter will be
treated in detail shartly.

-
i
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confirms striet counterpoint’s immutable requirement of consenance at the upbeat.

Cherubini writes {p, 22} “Syncope is the name given a whole-note whose first half
lies on the weak beat, and whose second half lies on the strong beat of the following
bar”; thus:

§3. The consonant syncope

Once the mechanism of a consonant syncope {consonance on both upbeat
and downbeat) appears immutably fixed, all that remains is to form a clear

Example 389 notion of its continuation. And this is very easy to describe in strict counter-

Ex. 62 or also: | I | point. For if, according to the principle of the present species, a consonance

] T & — ! t must always be placed on the upbeat, then motion away from the consonant

%JE e T f = F —— 4 syncope must always lead to another consonance, whether by step or by leap.
= .

Apart from the fact that the new consonance on the upbeat becomes itself
he basis for the next syncope, it now enters either (a) as a third party along
-with the cantus firmus and the note of the preceding strong beat to express
the same harmony, or {b) as a second party with the cantus firmus alone to
produce, necessarily, a change of harmony {cf. Part 2, Chapter 2, §13 and Part

2, Chapter 3, §8). The latter, as we know, is possible only with the successions
TS—6or TE—5:

Bellermann erroneously takes up the further development of the syncopation ‘
concept somewhat prematurely in that, even as he iniroduces the discussion, he speaks
of the dissonant syncope in particular, and then forms the general concept, Only later,
on p. 174, does he correct the error-—only by accident, as it were: “The note that is
tied 1o this on the arsis [= downbeatl] is either a consonance or a dissonance. . . ”
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Example 391

Moreover, especially in extended use of consonant syncopations, wherever
possible the old rule should be applied, according to which an imperfect
consonance is more desirable on the strong beat than a perfect {cf Part 2,
Chapter 1, §22).

Finally it should be noted that the unison, too, can appear in a series of
consonant syncopations. More about this later,

Although Fux does not speak explicitly about them, Albrechisberger (pp. 57-58)
says: “The consonance-ligatures may moave at their resolution [sic!] either by leap or
by step to another consonance; bui the latter mode of progression can apply only to
the perfect fifth and the two permitted sixths™

Example 392

a} b)
6 56 56 56 5 65 65 65

| T ]
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(Examples follow also of continuation by leap.)

It should not be overlooked, however, that in the example just cited he initially
pays no further attention to fifth-successions, since he has set on the downbeat at a
and on the upbeat zt b as many as three fifths in succession.

§4. The nature of the dissonant syncope

If we compare the dissonant syncope with the phenomenon, familiar from the
second species, of the passing dissonance, we are surprised to find that they
have a commen characteristic, namely, that in both, the dissonant element is
situated only between two consonances!

The phenomena of strict counterpoint under comparison here are in fact
made more similar to each other by this characteristic than they are differen-
tiated from each other by the circumstance that in the syncope the iwo
consonances enclosing the dissonance in the middle position are placed on
upbeats, while in the passing dissonance they are placed on downbeats:
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Example 393
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And their similarity is in no way canceled by the fact that in the syncope,
the dissonant note of the downbeat is identical to the so-called consonant

- preparation on the upbeat, while in the passing dissonance, upbeat and
- downbeat must exhibit different tones.

In both phenomena the essential course of events—cf. Part 2, Chapter 1,

. 82, and Part 2, Chapter 2, §6!—is the same:

Consonance—Dissonance~—Consonance!

In this light even the dissonant syncope is fundamentally nothing but a
type of passing dissonance, a part of the general problem of dissonance
altogether, which in the realm of strict counterpoint therefore includes, along
with the passing dissonance on the weak beats (second and third species), also
the passing dissonance on the strong beat, specifically the dissonant syncope

- (fourth species).

Fux is the only theorist who, although chiefly concerned with another problem, at
least made an effort at the same time to exptain the inner nature of the dissonant
syncope {p. 80):

Since dissonances come about here not accidentally o as a result of filling out

[a larger interval] (per diminutionem) as in earlier species but, rather, essentially

and on the downbeat, and since they have no attraction in and of themselves

(as they strike the ear rather in an annoying way} but derive their beauty

[Wohiklang] from the immediately following cansonance to which they are

resolved, the subject of resolution of dissonances must now be treated.

{Compare the citation in §15 below.) Thus we find here already an inkling that even

the dissonance of the syncope, just like that of the simple passing tone on the weak

beat, is 1o be grasped only from the standpoint of consonance!

§5.  The law of downward resolution of the dissonant syncope in strict

counterpoint and the limitations it imposes on the types of syncopes

~The dissonant syncope in strict counterpoint must always be led downward
y step to the nearest consonance.
The following table presents first of all every possibie dissonant syncope:
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Example 394

A) in the upper counterpoint

a) with descending stepwise resolution
1, — 2. 3. NB. 4. 5. NB.

Hi =
- -
9 10 4 5 7 8
B} in the lower counterpoint
a) with descending stepwise resolution
1. 2. NBE. 3. 4. NB.
h 1L 11 k14 LI 11
— V‘.':' :F—_H_F“"c = =22 iz f= i
7 8 4 5 4 5 2 3 9 10
b} with ascending stepwise resolution )
1. ) 2. 3. 4,
h I T Ir - | |
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9 8 2 1 4 3 7 6

All syncopes under A, b and B, b, however, are excluded at the outset
from use in strict counterpoint,

“NB” above A, 2 3 and B, a 2 is to indicate that the augmented fourth
in both upper and lower counterpoints, so long as the paths of the syncopes
in a strictly maintained diatony are not blocked off, must be allowed to appear
without restriction even in strict counterpoint. In this maiter—as remarked
already in Part 2, Chapter 1, §3—one must consciously, if also reluctantly, take
into account the antificial organization of diatony.

“NB” above A, a 5 refers to the fact that in itself, even the diminished
fifth could be regarded as a dissonant syncope, if the requirement of
downward resolution did not call attention to the insurmountable obstacle of
the dissonant fourth, as an insupportable resolution.
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Now to the most difficult aspect of the subject, namely the reason for the

rule according to which only a downward resolution is admitted in strict
counterpoint,

If we consider an example of free composition, like the following:

" Example 395
" Beethoven, Piano Sonata Op. 13,1

.we find that a number of factors cause us fully to expeet in advance—just
according to the logic of the harmonies—the C triad (in § position) that arrives
‘at the third quarter of bar 2. Contributing to this expectation is the presence
of scale degrees (see Harmony, §84) together with the composed-out entities
‘that result from them, as well as the development of richer devices of
palyphony. Consequently, given the clarity of the total situation, we then must
sense perfectly correctly the function of all of the tones conceived as suspen-
sion formations, such as b—¢!, d'~e ! and a b' —g these tones represent either
(from the standpoint of the scale degree C itself) the suspensions ™7 —§,
2—3, and T6~5 respectively, or (from the standpoint of the tone Eb, as
bass note of the sixth-chord) the suspensions T5—6, 77—8, and —4—3
respectively.

i Because of its lack of scale degrees and its very considerable reduction of
“other resources, two-voice texture in strict counterpoint is unable to offer any
possibility of attaining an equally desirable clarity concerning the function of
the syncopes that arise in its milieu. But precisely the fact that downward
resolution of dissonant syncopes was used in practice and justified in theory
at a very early time—in fact, long before composers had learned to fructify the
horizontal dimension through harmonies, to elevate the harmonies to the rank
of scale degrees, and finally to bind the latter together as diatony and as
system-—makes it our obligation today to seek the reason for this rule (cf. Part
2, Chapter I, §121) only in the causes and effects of strict counterpoint iiselft

* Compare with Example 395 the following;
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Example 396
a) b)
J. 8. Bach, French Suite No. 1, Sarabande  J. S. Bach, English Suite No, 3,

Sarabande
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Here too, in both cases, it is the tonic that we fully expect in bar 2 under
both a and b—indeed, after the preceding V in the first bar of both examples;
and therefore the contributions of the harmonic components of the I are
welcome and comprehensible, regardless of how they are brought in, even if it
be by means of ascending or descending suspensions:

And similariy?

Example 397
Mozart, Pianc Sonata K, 333, [
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On the other hand, if we consider any arbitrarily selected tone within the
course of a two-voice exercise, for example the tone ¢!, strict counterpoint
cannot explain what this tone ¢! might be—whether a scale degree itself, or a
harmonic component of one, or perhaps just a passing tone within some scale
degree, or something else. Therefore, dissonant phenomena such as the
following:

Example 398

5
118 1T 118 L 1}
o i i  etc.
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whose ancestry and significance in a given place could be explained to the
last detail by free composition, must remain unsolvable riddles in strict
counterpoint, and no device (cf. Part 2, Chapter 1, §2) would be able here to
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help us crack these riddies. Strict counterpoint, then, in order to lend at least
some kind of interpretation to the tone, invokes the only means available to
it, namely consonance. Since it can by no means certify the dissonance as
independent, under such duress it provides the tone in each case with the
consonance that is only fitting,

I call attention once again in this context to the idea expressed on p. 153,
and I repeat here: consonance signifies the a priori principle in the tonal

" universe. After all, strictly speaking, consonance adds to a tone only that which

the tone carries within its own bosom by nature in the form of the overtone

series, regardless of whether the particular interval is an octave, fifth, third, or
only the artificial inversions of those {unison, fourth, sixth)! '

Thus the tone ¢l, to return to our example, must first, under all cir-
cumstances, acquire its consonance, before dissonances such as 7, 9, 4, 2, etc.
(see Example 398) can pass above or below it. In the most fundamental sense
‘of strict counterpoint, then, there can be only the following passing tones:

Example 399

A) in the upper counterpoint
1. the 7th:

7
s |
e
4
|
U - 9 1 11 =y 9 1 1]
the 2nd;
b)
—— d{- # dle - — 1
. 2
B) in the lower counterpoint
5. the 2nd:
¥ )
1L — 1
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Example 399 continued
6. the 4th:

23

—
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With this let it be once again most emphatically established that in strict
counterpoint there logically can be no fundamental and endemic way to
introduce a dissonance on the downbeat—that is, just on the head of the
cantus-firmus [tone].

Yet strict counterpoint does undertake, given a preceding definite con-
sonance, to place a dissonance on the strong beat, as an act of force, so to
speak. This act of force consists in a conflating of two situations which were
originally separate.

Specifically, in the first stage of this process (consider the following ex-
ample):

-
~ ¥l

—il¢
~ R

-

Example 400

7

e,
afl
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the consonant beginning (¢!} of the passing motion is deleted {see the
parentheses), whereby an appeal is justifiably made to our instinct, which here
is able to supply on its own the necessary consonance on the downbeat}
Therefore the passing dissonance can be moved forward, onto the unoccupied
downbeat, so that the passing tone as such apparently ceases to exist.

In the second stage, the sacrificed consonance of the downbeat finds a
substitute at least in the consonance of the upbeat of the preceding measure.
The mark of this substitution is the tie, which, to be sure, presupposes idenfity
of the preceding consonances with the dissonant tone. By this means, finally,
the so-called syncope of a seventh is produced:

Example 401
£ — ]
& I e (d:)t:
dJ v =
7
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. among others. This phenomenon shows a stricter form than the accented
passing tone and the free suspension, which will be discussed later,
. If the phenomenan of the syncope is thus to be understood only as a
product of abbreviation—the first elliptical process in strict counterpoint
itselfl—then it is also possible to answer the question of why the dissonant
© syncape in strict counterpoint must always be resolved downward. For if the
tied dissonance is from the outset only a passing dissonance, then the basic
rule of the dissonant passing tone remains fully as applicable here as before,
specifically, that the direction of motion by which it arrived (cf Part 2,

Chapter 2, §4) be maintained. In the light of this, then, the answer to the
" question just posed depends upon which direction of passing miotion (see
Example 399) should be assumed in the case of 3 seventh, fourth, ninth, and
s0 forth. This means that if we argue, in the case of the seventh, for example,
for the passing motion as seen in Example 399 at la, then the seventh, as a
passing tone coming from above, must continue downward; but if we gave
preference to the other passing tone, as seen at lb, the seventh would then
have to continue its upward path; and so on, mutafis mutandis, for all the
temaining dissonant syncopes.

_ Nothing is simpler, however, than to answer this latter basic and
preliminary question, if we begin with the only logical point of view. It is,
specifically, that in the absence of any more exact orientation concerning the
meaning of the cantus-firmus tone, the latter must be supplied with the fullest
possible, or most definitive, measure of consonance, so as to shape at least the
brief moment of consonance-effect for the tone in the most satisfactory way.

So far as suspensions in the upper counterpoint are concerned, in deciding
our preliminary question about the point of departure for the passing sev-
enth—see Example 399, la and b—our instinet prefers the octave to the sixth,
simply for the reason that the former interval (cf Part 1, Chapter 2, §11) is
more natural than the latter, which is only a product of inversion, and, ulti-
mately, even points to a different fundamental:

Example 402
)

- = b 8
« For the passing fourth—see Example 399, 2a and b—the fifth is more
suitable than the third as point of departure of the passing tone, because the
former draws the boundary of consonance of the fundamental better than the
latter.
Since in the case of the ninth-—see 3a and b—we must choose between third
and octave, we decide in favor of the third, which provides more harmony to
the lower tone than the octave. For the same reason, in the case of the
econd—see 4a and b—we prefer the third to the unison,

2In the lower counterpoint the question of the beginning of the passing
one for the second—see 5a and b—is decided in favor of the unison, for the
¢ason that it at least fits into the characteristic harmony of the tone ¢ iself,
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while the lower third a deprives the ¢ of its roothood-tendency by reducing
it to the status of a third.

The lower fifth expresses still more drastically than the lower third the
complete loss of roothood-tendency of the given tone ¢!, and therefore in the
case of the passing fourth in the lower counterpoint—see 6a and b—we decide
for the third in preference to the fifth.

The passing seventh—see 7a and b-—, from the standpoint of quarntity of
harmony, is better imagined as beginning with the lower sixth than with the
octave: the latter interval, at least, is the inversion of the upper third! (For the
seventh in the upper counterpoint, however, the upper sixth was rejected,
precisely because it is the inversion of the lower third.)

As the point of departure of the passing tones has finally been decided for
the absolute reasons cited—specifically, 8 before 7, 5 before 4, 10 before 9, and
3 before 2 in the upper counterpoint; 1 before 2, 3 before 4, and 6 before 7
in the lower—, at the same time the direction of the passing tone is established,
as we see, it is a descending passing tone.

Selection of the other departure-points would, on the contrary, necessarily
have suggested an ascending direction for the passing tone; aithough the other
departure-points are certainly possible per se, just here, in strict counierpoint,
they had to be rejected. In any case, this much is clear: dissonant syncopes
with ascending resolutions are peripheral to the problem under consideration;
therefore strict counterpeint can refer to them only as, in a sense, more distant
refatives, which have their place only in free composition. There, under the
aegis of scale degrees (which clarify all relationships from the start), they can
manifest their characteristic passing effect and expressive value all the more
effectively and securely.

Let us finally solve this problem definitively on the basis of strict coun-
terpoint: if the postulate of descending resolution of dissonant syncopes
establishes at once the path of three tones, from precisely that fact we can
see the reason that, as mentioned in §1 above, [in the fourth species) only a
consonant character must always be demanded of the note on the upbeat.
For suppose it were permitted in strict counterpoint to place a dissonance in
passing also on the upbeat. In such a case one would have to arrive at a
unified formation comprising two full bars (see Example 386a), because,
regardless of the dissonant passing tone, the dissonance of the syncope now
demands for its own part a fixed continuation. But wouldn’t such an extensive
and, by its lack of motivation, moreover incomprehensible formation stand in
contradiction to the uppermost postulate of strict counterpoint—that of maxi-
mum neutrality of the tones? If one tried to avoid such a danger perhaps by
suddenly turning the syncope into a consonance (as in Example 386b),
wouldn't one be guilty in that case of a transgression against another crucial

prescription by abruptly and arbitrarily depriving the dissonance, conceived
as passing tone, of its natural and proper downward motion?

Among all of the teachers, Fux is the only one who at least acknowledges for the

studeni the problem of the prohibition of upward resolution as such, On p. 80 we read:

Before I begin to explain how dissonances are to be resolved, it must be said
that a tied note is nothing but a delaying of the following note, which then, as
though liberated from its servitude, again finds itself in a free condition. For
this reason, dissonances are always to be resolved downward by step to the
hearest consonance, as is seen clearly in the following example:

Example 403
Fux ¥, 6

A

When the delaying process is removed, this figure appears as follows:

. Example 404
CPux Vv, 7

b

&=

- This reveals that it can easily be understood which consonance any dissonance
. s to be resolved to: namely, that which is found at the downbest of the following

bar once the delaying process is eliminated. Thus it happens that when the
-~ cantus firmus lies below, the second will have to be resolved to the unison, the
fourth to the third, the seventh to the sixth, and the ninth to the octave.

Qi

- And moreover, on p. §1:

_ Josepl: . . . With your permission, I should like to ask whether the delaying
or tying of dissonances accurs alse with the ascending motion? For the following
examples appear to be essentially the same:
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o o b

Aloys: You raise a question that is harder to untangle than the Gordian
knot—one which you, as a beginner in this discipline, cannot understand, and
which, therefore, will be taken up in another context. Regarding whether the

 thirds indeed remain the same both rising and falling after the delaying is
eliminated, as said, it will be explained at the proper time that some difference
is present. In the meantime, you must believe me, as your teacher, that all
dissonances must be resolved by descending 1o the nearest consonance.

. Albrechisherger does not attempt to justify the prescription of downward {or
rohibition of upward) resolution under discussion; he rather simply decrees the rule
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as self-explanatory (p. 57) and adds only this: “It is cerfainly well known that lh.e
diminished fifth in all settings tends to resolve downward to the third; but here this
cannot occur immediately, at least not in the upper voice. When it [the diminished
fifth} is tied there, the minor third or minor sixth must be struck at the upbeat, before
[it resolves]”; for example:

Example 406

NB.
t || J;““r B S —
e ——r = B ete
') L — | S— ] 1

a due “poor without downward resclution”

Compare the voice leading in Albrechtsberger, p. 103, in an exercise of three-voice
counterpoint:

Example 407
“ficense™
o f L il

And finally an excerpt from a Beethoven exercise (see Nottebohm, p. 52), approved by
Albrechtsherger expressly as a “license™ :

Example 408
c.f.

A e

r 2

L % =%

e

Here the diminished fifth even appears (0 be resolved in a different voice,

As can be inferred from this, Albrechtsberger admits as a dissonant syncope the
diminished fifth as well, even though its resolution necessarily comprises twe full bz.us.
Just this fact, however, provides us with sufficient reason 1o exclude this syncope, which
leads to such a broad unified formation, from the domain of strict counterpoint and
consign it instead to free composition.

On pp. 75-78 and 100f, he shows—in a disorganized manner, to be sure,‘iiecause
only among other things—also the upward resolution of dissonant syncopes _2 -3,
7--8 [in the upper counterpoint], ~7—6, —9 —8 [in the !cw?rer] for use in free
composition.

Cencerning the augmented fourth, see the citations below in §9.

Bellermann’s citation concerning the augmented fourth is in §§9 and 10.
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§6. Certain syncopes which, even though they resolve downward,
are either entirely prohibited or only tolerated

Even syncopes that are given downward resolutions—see above, A, a and B,
a—are subjected to a further reduction for the purpose of strict counterpoint;
despite their downward resolution, one among them is altogether prohibited,
and several others are only tolerated. To be specific, 77 —8 in the lower
counterpoint is prohibited, while others are more or less tolerated: —2 — 1 and
"% —8in the upper counterpoint and  4—5 in the lower counterpoint. The
reasons for this restriction are now to be discussed in detail,

§7. The total prohibition of the 7 —8 syncope in the lower
counterpoint

The prohibition of the ™7 —8 syncope in the lower counterpoint is based on

 the fact that the passing motion whose middle tone (see above, §5) is the
- seventh begins with the sixth below [the cantus firmus],

Among all the consonances which can initiate a passing mation—octave,

- fifth and third (or tenth) before the seventh, fourth and second (or ninth) in

the upper counterpoint, and unison, lower third and lower sixth before the
second, lower fourth and lower seventh in the lower counterpoint—the lower
sixth, as is evident, represents without doubt the least appropriate initial
interval. Consider that we arrive at the lower sixth only by way of the inversion

“of the upper third (which by itself shows the questionable derivative quality

of the former interval with sufficient clarity); and consider, further, that in

strict counterpoint the syncope of the lower seventh is in danger of being
‘mistaken for the syncope of the upper seventh (especially as in the latter case

we can easily posit the very propitious interval of an octave as point of

" departure for the passing motion): these two reasons explain our instinctual

resistance to following the path of inversion or to giving preference to the
lower sixth over the octave. In other words: it is difficult, even impossible, for
us to posit directly the lower sixth; this, however, is absolutely necessary in
the case of syncopation (according to §5) if we want to determine the direction
of the passing motion. Strict counterpoint, therefore, lacks all means to cormnpel

us to accept the lower sixth, and this eliminates the ™7 —8§ syncope in the
lower counterpoint,

The conditions for this syncope are completely different, however, and far
more favorable, in free composition. There, we intuitively follow the logic of

- the seale-degree progression; just for that reason, since we are entitled to expect

one or another harmony, we are also able under certain circurmstances to

- interpret at once the downward-resolving suspended seventh of the lower voice
.48 a suspension of the octave of the expected harmony. Moreover, in free
. composition such a syncope can, without being misinterpreted, even occur

between an inner voice and an upper voice:
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Example 409
Schubert, Piano Sonata Op. 42,11

h ! b, {

regardless of the fact thal, measured from the fundamental, the intervals would
be different, Thus in the above Schubert example, the syncopes would
represent either ~3=4, il the tone C itself {scale degree I} were to be con-
sidered the fundamental, or={=§, if the §-position of the harmony were to be
taken into account.

Fux devotes the following passage to this difficuli question (p- 81£):

Aloys: [ must confess that I deliberately omitted the seventh, Hardly any rea-
san can be cited here except the authority of great masters, to which we must
always pay attention in practical matters. Almost none can be found who used
the seventh resolving 1o the octave in this way:

Example 410
Fux V, 13

H o .
;A 1 1]
1 1

! T H
7 8

One might say that the seventh so resolved cannot be tolerated because the
octave to which it moves is a perfect consonance, from which it can derive little
harmony, if it were not for the fact that these same masters often resolve the
second (which is the seventh in inversion) to the unison, from which a
dissonance can derive even less harmony, since it is the most perfect consonance.
I maintain that one must follow the usage of renowned masters in this matter.
Here is an example of the inverted seventh, or second:

Example 411

Fux Vv, 14
b | | )
ﬁ 7 e— T ;
."; - = L %1} 4
2 1
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It is always a serious mistake, as 1 have stated repeatedly, to call upon the practice
of the mastets in free composition to decide problems in steict counterpoint. Even
more surprising, however, is that Fux nevertheless uses this very ~7 — 8 syncope in the
lower counterpoini in an exercise (Table VI, Figure 1; see below, Exercise 4),
appatently only o aveid doing violence to the melodic line,

Albrechtsberger, if only subconsciously, cames closer to the truth than Fux when
he writes, “[Fux] forbids the resolution of the lower seventh to the octave, which in
two-vaice counterpoint is a very appropriate prohibition; but it is well-known that other
famous composers have often used it as a suspension to a complete chord in
muiti-voiced compositions; for example”™;

Example 412

No. 1 No. 2
" L%} % ] 21
7 7 — S
‘21-___T %__I_ or  —
g,‘ 3 i 1 [ & ]
a i E l 1 ==

Albrechtsberger expresses kere his intuitive notion that it is only two-voice counter-
paint itseif that causes the restriction; admittedly, he is not able to express this idea
with greater precision.

While Fux and Albrechtsberger approve of the syncope 7 —8 in the ilower
counterpoint at least in free compesition {even though they are not yet able to gain
clarity about why it is permitted there bul prohibited in strict counterpoint), Beller-

* mdnn commits the gravest error that can be committed by a theotist, in that he extends

the prohibition also to free composition {p. 216):

The inversion of the ninth—that is, a seventh prepared in the lower voice which
would resolve to the oclave—is, because of its rough sound, prohibited not only
in a capella composition but generally in any kind of polyphonic music that
conforms to rules,

‘Example 413
A poor poor
o e P _
=

7

(=]

By the same token, the situation just described also must not occur between
- two inner voices, even though similar things can occasionally be found in
* smaller note values in the works of the best masters, Compare the four-part
motet “Dies sanctificatus” (No. | of the first book of four-part motets) by
Palestrina, bar 16. Such occasional exceptions, however, are not to be imitated,

- and have no influence whatever on the stricter rule.
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Such a wretched abuse of theory! I is all the more reprehensible as the author’s percep-
tion did not even suffice to recognize the effect of the prohibited syncope as beautiful and
good in free compostitions; it thus remains in arrears vis 3 vis indisputable facts of the tonal
wotld, which find their justification in the beautiful effect so attained! I almost fear that
Bellermann invented the “rough sound” in order io find some way to motivate the
restriction.

§8. The necessity of restricting the use of: {a) The "2—1 and ~9—8
syncopes in the upper counterpoini

Use of the syncopes 72 —1 and 79 -—8 is best restricted in counterpoint, for
the following reasons:

First, the resolution leads to perfect consonances, in particular the unison
and the octave, that are less appropriate in counterpoint.

Second, because of those consonances, greater caution must be used with
regard to voice leading (cf. later, §15); this leads necessarily to a certain
inconvenience in the practical execution of the exercises.

It should be stated now, however, that an important law originates from
these syncopes that are to be used only in moderation; it is the law of the
identity of the tone of resolution. Since unison and octave are identical with
the tone of the cantus firmus, the above-mentioned syncopes really lead back,
even though by way of a dissonance, to the tone of the cantus firmus. What
damage this fact must cause in other difficult circumstances will be
demonstrated later in parts 3 and 4.

Leaving aside the restriction [of these syncopes] in counterpoint, we are
obliged nevertheless to distinguish clearly the two syncopes mentioned here
as two completely different phenomena, Thus it is not permissible in strict
counterpaint to consider ™2 —1 merely a —9—8 syncope transposed down an
octave. Decisive for the distinction is only the voice-leading in the exercises

thernselves; here the intervals ~2—1 or = 9.~8 simply have to be taken

literally, precisely in the way they occur in the voice leading!

We will see later that most theorists tend to understand —2—1 as
contained in 9 --8—that is, io deny the independent quality of a —2—1
syncope. The reason for the difference of opinion appears to me to lie in the
following. Theorists premise in their intreductions to base the exercises of
counterpoint on a purely vocal foundation, and accordingly teach [the neces-
sity of] a proper distance between the voices; later on, however, they uncon-
sciously abandon their original {and correctly conceived) intention in order
to be able to equate (that is, confuse) counterpoint with free composition:
under the influence of the latter, they already use in exercises voice-spacings
that can ne longer be understood as vocal but only as instrumental. But if
theorists decided to explain intervals beyond the tenth, for example, such as
11, 12, 13, 14, by suggesting to themselves as well as to their students that
these intervals are not what they appear io be but rather 4, 5, 6, 7 merely
transposed up an octave; ar, put differently, if the distance between two voices
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is taken only figuratively and not in its literal reality, then, of course, a
 theoretical vacillation must arise concerning the syncopes ~ 2 — 1 and —9-.§,
~'Then one must ask: Is ~9—8 really ~9—8 or perhaps only —2 —1; and,
vice versa, is ~ 2 —1 also something different from ~ 2 — 17 That teachers in
this predicament decided in favor of assuming one single syncope ~9—3§ and
“abandoning the =2 —1 can be explained on two grounds. First, they viewed
___the interval of the octave in counterpoint as a more suitable consonance than
the unison (especially in three- and four-voice counterpoint where the octave
can have a better harmonic effect than the unison). This point of view, which
belongs to the realm of strict counterpoint itself, certainly cannot be disputed;
“the second point, however, which is invalidly derived from free composition,
must be rejected all the more emphatically. The aural image of triads, which,
‘in the name of scale degrees of free composition, always lives within us, leads
‘quite naturally to the acceptance of the octave rather than the unison as an
‘Anterval of further reinforcement; in other words, in free composition we
expect the harmony C-E-G, for example, to appear in the form at a rather
than at b in Example 414,

Example 414
better than: (b}

‘In this case, too, we are inclined to view as more compelling the octave, whaose
.better quality has already been certified by the overtone series. Nevertheless,
‘it is unjustified to transfer this inclination to counterpoint, where the decisive
factor is voice leading alone, not scale degrees and other elements of rein-
forcement. Therefore, in the given situation-—that is, when it is required by
voice-leading— 2 —1 had to be used without hesitation; and if; according to
‘principles of counterpoint alone, it is justified to consider the unison inferior
to, the octave, and thus to regard the syncope that resolves to the unison as
likewise inferior, then we may draw as a consequence [of this] only the
distinction between “superior” and “inferior” in a purely contrapuntal sense;
¢ may not for this reason alone deny the contrapunially independent quality
of the “inferior” syncope. In other words: anyone who insists most strictly on
the vocal foundation in the execution of exercises, and, thus, is accustomed
lo-regard the distance between voices as an irrefutable reality, must also view
9—8 as something materially completely different from ~2 — 1, regardless
of the fact that, for the reasons presented here, he will prefer the former
syncope to the latter, and, for the rest, will find it best to limit the use of both
syncopes only to cases of greatest necessity.

:'D‘espite scale degrees, free composition does nol abandon the principles
oice-leading altogether; therefore it remains true even here that ™ 2 — |
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—9— tainly represent different phenomena, depending on whether 2
and =9 .8 cer an"lly presen P ~d, <eb & ¢ Example 417 continued
they function—again only in terms of voice leading—as suspensions 10 the - 2 due
fundamental or to the octave, as for example here: i
e e e
Example 415 ’? T :
J. 8. Bach, French Suite No. 2, Sarabande : % 3 2z 1
‘—\ il " ot g o Tfte o b - — e —
e — incorrectly figured acceptable
o ]-"\.l | | :
2 e S = : o . .
ey . ! y—— f I have touched upon this point already in my discussion of fourth-species
\r ’ ® [ ! two-veice counterpoint in the context of dissonant ligatures in the upper voice;
toBbmajor: 11 v ; -1 repeat it here once mare so that aspiring composers are not misled by many

n erroneous figure. They should keep in mind that the second-ligature can
~never be figured [as such] in settings of three ot more voices if the ligature or
elay is contained in the upper voice, but only if it is in the lower voice, which,
-being a half- or whole-step below [the upper voice), is delayed by means of a
igature and resolves downward to the minor or major third. The ninth is indeed

iterally identical to the second above, but not in accompaniment and resolution.
“[Compare also p. 104,

We read something similar in Bellermann {p. 173), who in this case abandons the
xian trail: “The ninth is therefore a second which, depending on the distance
between its eiements, resolves to the octave or the unison . . . eic” {Compare also
later on p. 215}). Saon thereafier he remarks: “The ninth has not been used 50
frequently as the other dissonant intervals. In two-voice counierpoint it really should
be  avoided completely.” Such a statement about [musical] practice can hardly be
nsidered a satisfactory rationale for his assumption that ™2 —1 and —9—8 are
identical.

The phenomenon of ~2 — 1 at the asterisk is not canceled by the fact that-
the lower voice moves away during the resolution of the syncope (cf. Part 6).

From the passage (already quoted in §7) that Fux devotes to the —7 & syncope
[in the lower counterpoint], ene can at least infer that he appears 1o recognize the’
independent quality of the 2 —1 syncope and does not want it confused with
98

Albrechtsberger, on the other hand, expressly denies the independence in the uppe
counterpoint of the 72 —1 syncope, which he regards as assimitated by the ~9— :
syncope. Thus he writes on p. 57: “Seconds always resolve in the contrapuntal lower-
voice down a half- or whole-step to thirds.” This means that he does not recognize .
the syncope of a second in the upper voice. Moreover, on p. 58 we find the following -
figured-bass notation:

Examnple 416

N L . .
A . | B 9. (b) The ~4—5 syncope in the lower counterpoinf
o
P = e ey lhe =4 —5 syncope in the lower counterpoint has a value similarly inferior
L4 8 or 9 8

 the syncopes just discussed; when we consider that this syncope is based
n the passing motion 3 —4 — 5 (whereby, unfortunately, the third is only the
ower third), we immediately understand that our instinct prefers under all
circurnstances the syncope of a fourth in the upper counterpoint, which
originates from a much more favorable passing motion, namely 5-—4—3,
Moreover, since in the "4 —35 syncope the interval of resolution is a fifth, it
clear that this syncope, because of the inconveniences of voice leading
onnected with that interval, is of inferior value in that it poses a greater
echnical danger; therefore it is advisable at least to limil the use of this
ncope.

thal is, the same figure for ~9—8& and ~2—1 together with an NB remark which-
becomes completely clear only when we read Albrechisherger's explanation on p. 161

The second is resolved in the lower voice to the third, and in the upper voice
to the unison. It is always erroneous to figure the latter in compositions for three
or more parts—for example;

Example 417

fH

! Concerning the augmented fourth, see above, §5.
s e e 2
hd . ©° i i Fur uses 4 —5 quite frequently, from which it may be inferred that he h
MICOITeC| FUHX uses -_ uite equentey, from which 1t ma 1< ITHETTE a e has no
3 the same: 2 g figured: 4 g % " q q ¥ ¥

uple concerning this kind of syncope,
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Albrechtsberger, on the other hand, articulates the following thoughts on p. 59
without further elaboration: “These tied fourths in the lower counterpoint are not
authentic fourth-ligatures, but only an accompaniment 1o the second-ligature, which
must go along with [the fourth-ligature] in settings for three or more voices” Through
this remark alone he indicates that he certainly does not have a very high opinion of
this syncope.

Apropos of an augmented fourth he uses in an exercise (see Exercise 6, bar 10,
p- 000) he remarks as follows on p. 63: “The second NB at the interval f—b excuses
the otherwise faulty mi contra fa, because the next measure does not lead to C major
but to A minor. Besides, the strictness and constraint of this species excuse much”
{Compare also the illustration on p. 105, with the text on p. 106, quoted in Part 3,
Chapter 1, §10.)

Bellermann {p. 172£) also opines that ™4 —3 [in the upper counterpoint] is more
frequently used than ™4 —5 in the lower counterpoint; and if the fourth should be
augmented, it is said to be prohibited in iwo-voice counterpoint in the form of a
syncope in the lower voice. See §10 for a quotation [from Bellermann] concerning the
augmented fourth in the upper counterpoint,

~categories, a more detailed explanation and treatment can be offered only in
*the later sections.

L. First let us cite the upward resolution of dissonant syncopes, which
incidentally has already been mentioned frequently in §5 (cf Examples
395-397 and p. 268). Specifically it is the scale degree in free composition
which permits—indeed compels—us to assume ascending passing motions as
well as descending ones. In this sense, free composition {in contrast to strict
counterpoint) includes the syncopes 7, 4, 2, and 9 in the upper counterpoint,
and 2, 4, and 7 in the lower; these syncopes resolve upward. But the relation
of all of these to the basic form of the dissonant syncope of strict counterpoini
is not at all that of “exceptions,” as is unfortunately taught in textbooks and
schools both in print and orally: they represent on the contrary new solutions
to new problems—problems completely foreign to strict counterpoint. On the
other hand, it would be equally incorrect to place them alongside the
descending resolution as though they were of equal rank from the outset, as,
for-example, Riemann does. [Voice-leading] situations differ among themselves
in rank, and nobody can deny that the situations constructed intentionally
§10. Final codification for teaching purposes in a syncopation-exercise of strict counterpoint are more
primitive than those of free composition. Thus the downward resolution of
In the light of the foregoing, we can state definitively that in the upper
counterpoint —7—6 and 43 would be preferable, but in the lower
counterpoirit only —~2 —3.

The completely unguestionable character of these latter syncopes, inciden-
tally, can be explained most simply just through the fact that their intervals -
of resolution are precisely 3 and 6, which are so desirable for counterpoint and
which raise no further problems of voice leading. :

Regarding the syncope —2 —3 we may add that it is the inversion of
77— 6, which (because it stems from the passing motion 8 — 7 -6} is to be
regarded as original. Thus —~2-—3 shares the particular high value of ~7—&.
And this, finally, is also the reason ~2—3 in the lower counterpoint appears
so much more plausible to our sense than ~2— 1| in the upper.

of “rule” and “exception,” then, or at least get accustomed to recognizing
these phenomena as two branches-—one of them younger than the other—that
sprout from the same trunk (the passing tonel).

© 2. Since in free composition the harmony of the triad or seventh-chord
is conceived also in its respective inversions, as &, § or §, 4, and 2 (see Harmony,
§98, 106), it is clear that there the material content of a dissonant syncope
is vaccordingly better undersiood —specifically, as a suspension  resolving
precisely to a §- §., &, 1., or $-chord* Add to this the possibility of upward
resolution and of chromatic motion, and new intervals become available to
setve a5 preparation—intervals that strict counterpoint could not yet allow, such
as 4 before 5, 6 before 7, etc.’ More on this in the later sections.

. But to gain a better overview of the varieties of dissonant syncopes, it is

o

I have already said that it contradicts the essence as well as the history of :
the rule under consideration if its justifications are sought only in the realm -
of free composition. (This unfortunately is what is done by, for example,
Riemann, whose theories, so fatally divergent from art, will be refuted at every
suitable opportunity.)

Free composition, incidentally, shows mostly prolongations of the basic
forn; how can they even be understood in their true significance, not to
mention be systematized, before the basic form has been grasped in and for
itself—which can happen only in swict counterpoint? With the following
discussion 1 offer an attempt, within the bounds of a modest outline, to
familiarize the apprentice of art with the panoply of syncopation-forms, whose
common point of emanation is just that basic form I have set forth in the
preceding series of paragraphs. It is obvious, however, that with respect to most

; the same tone immediately introduces the second, in that it is
ontinued (tied over) to the downbeat; the third element finally is the
esolution to the upbeat. The spirit of variety penetrates into these elements
here, so as to transform them individually or collectively in one respect or
inother.

I begin with time as a basis of variety. Since free composition eschews
thmic rigidity of the cantus firmus, it proceeds on its own to use a

1 d. More detail will be provided in the next chapter.) But however these
alues may be organized, they can be perceived in an artistically correct way,
nd—which is still more important in free composition—at the same time
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performed correctly, if their deviation from the b:asic norm (that of equal
halves) in each case is assimilated into artistic consciousness. .

4. Another basis of variety, which, like time, can reshape the_ syncope, is
harmonic character within the individual elementg. In applying this new basis
of variety to those elements, we achieve the follown.'tg resukts: e

(a) The preparation itself may take on a d:ssonant' character in rTe
composition, in contrast to strict counterpoint, where it may helwe only
consonant character. Such a dissonance stems usually from a pgs:strllgltone,
which derives its necessity and justification from the scale 'degree, if it is not
otherwise based on an elision (see below under 5). To this category belong
those cases of which CP.E. Bach (Versuch, Part 2, Kap. XXVI) speaks as.
“displaced notes™ (riickende Noten), and about which he states .the follow
ing: “Through displacements (Riickungen) the usulal harmony 15 either antic-
ipated or delayed.”” From his examples, the following may be cited:

Example 418

T 1l
1 I 4

7T T rr o r T

4b 6 4

(b) The tone at the downbeat can, in free compaosition, be consonant i
a sense completely different from that which applies to a consonant syncop

of strict counterpoint. Since free composition, in contrast to sirict counterpoint,

includes clearly defined suspensions to seventh-chords (see above under 2), it
accordingly presents under certain circumstances even, for example, an octav

as suspension to a seventh-—aor, under the assumption of upward resolution, ,a' ‘
sixth suspended to a seventh and the like. Another examplf: from CPE Bach 5.
Versuch, cited earlier under a, may be quoted here as an illustration (see Kap

XXV, §8):

Example 419

- fifth of a triad, for ex
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To the same category belongs also the suspension of a sixth before the

ample in the double suspension §=5 of free composition.
-But in such a case, it is not permissible to speak of a sixth that has tumned
into a dissonance {see above p. 126) or of a “make-believe consonance”
(Scheinkonsonanz) as Riemann does. Because in actuality it is only our
“consciousness and prescience of the scale degree itself (or of the harmony to
come, whatever its rank) that sets off so much more emphatically the
suspensioncharacter under consideration. Bul even though we sense the
consonant sixth-suspension in §=§.—under the guidance of the predicted har-
mony!—just as clearly as the dissonant fourth-suspension, and sense both
suspensions again more clearly than would be possible in strict counterpoint,
we must never draw the monstrous theoretical conclusion that culminates in
the proposition that just on account of increased clarity (intrinsic to free
composition) a sixth should be counted as a dissonancel Wouldn’t it then be
‘mecessary to treat all other consonances similarly, and to regard them as

dissonances the moment they occur with the function of suspensions? For
‘example, in a case like the following;

Example 420
Haydn, Piano Sonata Hob, 46,1
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I maintain, then, that in the case of the sixth-suspension we must always be
content with just the feeling of suspension, at the same time allowing the
ixth to retain fully its consonant character. Otherwise  we gel onto the

correct idea,® he arrives at complete misconstrual and falsificati
values that are forever regarded by the artist himself as consona
roclaims them to be dissonant. For example, p. 139:

ont of chordal
nt, and simply
“A chord represents
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consonance or dissonance only when understood in its relationships to
others—that is, in its logical context. We will discover, therefore, that it can
be possible, or rather, necessary, to understand a major or minor triad as a
dissonance.” Or the following, p. 140:

.- Example 422
Brahms, Symphony Ne. 1, Intreduction

If a harmony acquites its full aesthetic value only through its relation to a
tonic—that is, if the discrimination of simple- and contra-fourth sonorities.is to
vield not just empty names but concise formulas for definite functions of
harmonies in the musical fabric—, then any chord that is not itself a tonic will
actually be heard not as itself, but rather in relation to that chord which is tonic.
In other words, only the tonic chord itself is truly an absclute consonance.

But where does it lead, I ask, to call every “relationship”—just because itisa -
relationship—an adequate ground for conversion to dissonance? Wouldn't one .
then necessarily have to consider even the fifth of a fundamental—ijust by *
virtue of its undeniable “relationship” to the latter, certified as “adequate” by
the overtone series—a dissonance? And finally, isn’t the thing we call a

“elationship” in truth merely a mode of our way of conceptualizing (like
“time” and “space”), and in no way an objective reality? But why should a :

“mode of thought” have such power over the natural phenomenon of con
sonance as to alter its innermost nature? Therefore I caution most emphati

cally against yielding to the obsession with “relationship,” as Riemann does,
and hearing dissonant chords where only consonant ones rule—admittedly

maintaining their “relationship” all the while, like everything in the world

(c) Finally, at the upbeat, which is supposed to present the consonant:-
resolution of the dissonant syncope, a dissonance can also appear. It will be

shown below under 5 how this is usually combined with an elision.

1f we add to the varieties just shown under a, b, and ¢ the liberty of upward -
resolution, of chromatic progressions, of modulations and so forth, the number |

of hybrids among all of these varieties soars to infinity. An example ma
illustrate. Instead of the following:

Example 421
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Brahms writes in a syncopated form:

From this we discover the following:
itself, 2, functions as a suspension to c#2
bar) as fundamental of scale degree §1, s
the e#2 then serves as a suspension to the following fundamental of scale
degree ."’ d?’—to be exact, as a consonant suspension "~ 5—6. The next
suspension s found at the first quarter of bar 3, and has the form 3 T4—.5;
next follows 5T6b— 68, 617 —. 8 ete, thus syncopes with ascending resolutions,
and chromatic progression (see above under 2),
' 5 Morcover, the syncope is subject to modification brought about by
elision;
~(a) Thus the preparation itself can be elided and the dissonance placed
on the strong beat in its absence. Dissonant chords thereby arise, for which
In certain circumstances a purely implicit preparation (see Harmoniv Example
~281) through the preceding harmony can be assumed, otherwis; the ap-
parently free dissonance must be understood as the clearly established internal
“:element of a latent passing motion {sce above, Example 399). In the latter
case, the elided consonance that would initiate the passing motion is to be
_--'mferr'ed from and supplied by the harmony belonging to the dissonance itself.
In 'thIS way we arrive at the so-called free suspensions, and it may be that the-
ultimate origin of seventh-chords (see Harmony, §99} is best explained with
efegence to the elision of a preparation or of the consonant beginning of a
passing-tone motion.

-When, for example, Brahms, in the last movement of h
hony, writes:

The fundamental of scale degree I
{at the last eighth-note of the first
o that the step is a chromatic one;

is Fourth Sym-

Example 423
Brahms, Symphony No. 4, IV
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we find here that a seventh-chord is applied to each bass note (E, ¥, G, A);
in each case we can assume an imptlicit preparation, or, in the last analysis,
also a passing motion whose consonant initial interval has been elided. (The
resolutions, granted, are perfectly regular.) .

(b) Further, in free composition a second act of lndependlent character can

be mixed with the resolution in such a way that the latter is prevented from
taking place, at least in such a pure form as in strict counterpoint.
" And yet even when another voice moves simultaneousty, the consonant
character of the resolution can still be preserved (cf. Example 415), al?out
which, incidentally, more detail will be given in the section on the combined
species. .

Or, the resolution can be apparently fully divested of its consonant
character if it moves directly to a second dissonance. In the latter case one
often speaks of a so-called preparation of dissonance by dissonance, while in

fact the act of consonant resolution of the first dissonance implicitly accom-

panies the second one—even granting that the rhythm of the basic form is
obscured and, simultaneously (for purposes of explanation), a texture of several
voices is reduced to an underlying three-voice model. Thus, for example,
behind the chain of seventh-chords in Example 230 (bars 2 and 3) in
Harmony there stands the following basic voice leading, in which I have
placed the elided resolutions in parentheses:

Example 424

2 ] % } 1
e
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And still further: scale-degree progression, to which free composition has

access, makes the consonant resclution clear even in cases where such

preparation [as that in Example 424] is completely lacking. For example, when

Beethoven writes in his String Quartet op. 59 no. 1 {first movement):

Example 425

Vin. I 1%
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% Vin. 11 h;f
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scale degree 11 is to be implicitly supplied after VI7 (cf. Harmony, §127); the
II—observe the chromaticization of the third! (Harmony, §139)—is to be viewed
as bearer of both the consonant resolution (g after ) and at the same time as
preparation of the next seventh (V7). (Compare examples 35-38 above and
the explanation, particularly on p. 510
6. The possibility of eliding the preparation of dissenant syncopes or
resolving them on the strong beat, as well as the possibility of modifying the
* harmonic character of all elements of the syncope, leads quite logically to
ultimate reduction of the basic form to a mere concatenation of weak and
strong beats, thus to a purely rhythmic form, which then fully resembles the
form of the consonant syncope of strict counterpoint {see above, Example 391).
This reduction to a purely thythmic nucleus may now—insofar as any system

at all can be introduced into such a plethora—be considered the final
" transformation of the basic form,

I'would include here the following, for example;

Ezample 426
Beethoven, Piano Sonata Op. 27 No. 2, Allegretto

S
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Without doubt the purely rhythmic effect of the syncopation-form stands in
the foreground here, and, if you like, along with it the effect of anticipation
(see the third quarter of the first bar: GbY, which, however, in the last analysis
{see p. |88) certainly stems from a passing motion (F — G b)—the “displacement”
of CP.E. Bach (see p. 280} So far as the scale degrees are concerned, their
progression can be identified as I —V —1, unless one prefers first to ignore the

tone Ab (the fifth of scale degree I, in the left hand of bar 1) and thus to
arrive at the following:

I—-TT—V 1
bar: 1, 2, 3, 4

he Ab could then be considered simuply an ergan point,

. Still more instructive is example 427 on page 286. Genuine syncopes, prepared
‘and resolved downwards, are found here in bar 6 {~7 — 6 in relation to the bass
Ab,or ™4 —3 in relation to the scale degree Db itself) and in bar 8 (T4 —3in
‘relation to the bass Gb). The remaining syncopes, an the contrary, show a devia-
tien from the hasic form, which can be understood only if the scale-degree pro-
ression is laken into consideration. Because if at bottom it is the third quarter in
“each case (here, admittedly, along with the downbeat) that is to be related to the
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Example 427

Exampl 1
Beethoven, Piano Sonata Op. 27 No. 2, Allegretto x Pl T ontined

] I ¥
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Dbmajor: VIhg - Ilhg - V!ﬂ — 1 3
(Bb - Eb - ab - Db

Now observe how, once the notation is completed by the use of longer values,

true thythmic placement of the tones reveals i
: cals itself completely diff !
The following example, incidentally: pletely ciferentlyt

b -
harmony (see the dotted lines), then at least in this sense the basic form is ap-
parently still preserved, in which, likewise, it is not until the tone of resolution at
the upbeat that the true harmony (belonging to the cantus firmus) is completed. It
is still more justifiable, however, to compare the syncopes under discussion with
those that rest purely on rhythmic bases when one considers that here it is anly the
roots of the seventh-chords (that is, the tones Bb, Eb, Ab, Db, and Gb) which
receive the syncopated form, not the actual dissonances (in the left hand the
sevenths: ab, db, gb, eb), which alone, instead of the fundamentals, should accord
ing to the rule have been treated in syncopated form. {Regarding the mode of pro
gression of the dissonances, see above, Example 424.) ‘

Incidentally, in those places where the syncope emphasizes its purely
thythmic nucleus it is not always absolutely necessary that the connection
from a weak to strong beat be literally expressed graphically by means of a
tie. The latter can rather be tacitly supplied according o the meaning of the
passage. Haydn writes, for example:
Example 428
Haydn, Variations in F Minor

i_mmple 430
ecthoven, Piano Sonata Op. 110, Arioso dolente

“that even rests, far from inten

@w e : firs

ding to be actual rests, can ¢ i
_ i arry with
nd express the effect of ties! Measured in relation to the scale degrees

t sixteenth-note chord of each 3/16 group in the bass introduces a
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syncope, resolving sometimes upward, sometimes downw_ard; morec»\;]er, I[}]] eatc_ﬁ Example 432 continued
case the preceding tone of the melody is.to bel cor‘mldered as t c)ggrl St}lle
sounding, or—which comes to the same th'mg~—.t1ed in syncopation, hm }(; o
rest. This effect is completely clear especially in those cases in \llv “1;' nd?
melody even repeats the preceding tone ‘aftfzr the res{—.for example, toathe
eb?. The performer must 1herfefﬁre ’[aket .spemﬁtlhcarsets lto give expression

copes in spite of the notation with re .
Con;:r?sacl?jrsgsn rhl;thm afone is under consideration, it must be no;ed thar:i:;
duple or quadruple meter, forms like rr"ﬁ'r.or PEFLPES areto tff r:g;f Led
as syncopes; but that on the conirary, in triple meter the connectio of the
second and third quarters: | £ does not yet count as a sync}c])pe, Sl[il( .
comparison to the first quarter, the last two together represent the weak pa

P L —

e )
e [T O

=ded 1) 1) J) [J)d ]

i

[1h—

Fthe b which likewise has conjunctions of second and third quarters (d), the longer
of the bar. lues d t yet represent opes. Compare in particular the rhyth
_ . le: values do not yet repre Syncopes. Lompare in particular the rhythm,
Thus the following examp maintained with inimitable virtuosity, in Schubert’s “Des Fischers Liebesgliick”;
Example 431

J J\J[ J*J J\J, which by no means represents syncopes. Concerning

“hemiola” (for example, in jho r’Tf 0} see the lexicon of Koch-Dommer, or
“ Riemann.

Haydn, String Quartet Op. 64 I_\'Io. 51

Sl Ll ey Al e

h 49 ' ] t

To draw the final conclusion from all these considerations, the dissonant
- syncope of striet counterpoint represents the basic form of all possible forms

of dissonance in free composition which occur on the strong beat, as well as
many other derivative phenomena. And if the basic form, in keeping with the
environment of the cantus firmus, appears at first to be bound only to the

'JVln‘:_IJIr

Vla.—\é 3

1| Py
w.
Hih— TN
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ceented passing tone is placed on the strong beat, its similarity to the

- e a1 lrictest specifications, free composition in no way contradicts this if, for its
he= —= s } % t own stronger reasons, it relaxes the specification, and perhaps retains only the
Vie. | J J J J_ ore of the phenomenon under discussion !

—_ J_ HJ/_‘\-I 61 - e - + How the accented passing tone differs from the dissonant syncope can be
ﬁq - > £ : ! I eamned easily from Example 243 or 332 in that the disscnance of the
o 1 i i | I J J

- ﬁé J_/’""-\J 1 — = = Pt

n the accented passing tone both of the consonances that surround it are
different tones, and since morcover the tie is tacking, its genus approaches
“more closely that of the simple passing dissonance.

offers genuine syncopes, but in the next example:

Example 432 .
Haydn, String Quartet Op. 20 No, 4, Menuetto {alla Zingarese}

Cherubini goes 100 far when he proclaims, without any defense (p- 24, rule 4), that
in two-voice counterpoint of the present species it is necessary to abstain as much as
.possible from employing the dissonances of the fourth and the ninth. That of the

ven/th'is preferable when the counterpoint lies in the upper voice, and that of the
oftd when it lies in the lower voice’

" That is admittedly corract, but on purely
Vin T | f‘ﬂ | J Jx artistic grounds one could imagine a more thoughtfu! approach to a probiem that
| T—a b — Ccertainly remaing one of the most difficult and important in our art. -
%‘:& T ]F i' r i' |’-‘ ‘= 'Abso a propos here is Bellermann's cormment regarding ~4—3 in the upper
v in. 11 |

_ ‘counterpoint (p, 130}
Via. A 4 “The tritone and jts inversion, the diminished fifth, were used as actual dis-
Ve, b :somances on the strong beat only in rare cases by the old composers. According

“to the rules set forth later (two-veice counterpoint, fourth species), their yse
would be (a) in two voices, as here:

Th—
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Example 433 The student is thus given_an. opportunity to become acquainted with 2
A | | A . - o - new source of effects that are significant for the voice-leading.
i There is no doubt that the necessity of tying causes difficulties for the
X o © voice leading; but it is all the more important in this context to be mindful
of melodic fluency in the counterpoint.
¢ To understand more fully the spirit latent in the historic development of
and (b) pelyphonically, that is with accompanying voices, as here: _ -our art, it is prudent to find precisely in the dissonant Syncope a means of

¢
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Example 434 “scarcely be equal_led for settings of the vocal epoch. In the instinctive search
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artistic instinct discovered in the compulsion 1o prepare and resolve a dis-
5 = 7 . sonance a most welcome means of feigning a kind of musical causality and
k)

developing length should be kept always in mind in tnvestigating the nature
nd history of our artt), it is clear that the compelling force of the dissonant
yncope must be viewed as incomparably stronger and more urgent.

The effect of musical causality just described remained an inherent quality
f the dissonant syncope even in instrumental music. There, even in the most

In the strict liturgical masterworks of the sixieenth century, however, this type
is seldom encountered.

Compare the dissenting view on p. 262.

Beginning

. btrusively a tone of one harmony hooks into the flesh of the following one.
§11. Construction of the beginning e higher degree of structural necessity as well as length is then further
rovided by scale-degrees {including all that derives from them, such as
onality, chromaticism, modulation, etc.) and form! Considering that the artist
as able to receive only the major triad from Nature’s domain (cf. Harmony,
§8fL), we must marvel at the creative power of the human kind to erect, on
undaticn so modest, such a proud edifice of musical art and to imbug it
ith such strong and compelling necessities! Through these very necessities
of a completely individual nature, music acquires “logic” no less than
language or the other arts| Thus, it is obvious that there is ample reason to
Pace music, which provides such a proud testament to the autonomy of
uman creativity, highest among all the arts.

It is permitted in exercises of fourth-species counterpoint, as in those of:

i -rest i first bar. :
second-species, to use a halfrest in the
Itis aplready evident from the use of the syncope, however, that the upbeat

must be consonant.

How flexible even this principle is in practice will be shown !ay two i)f Ft;:t"
exercises when the same problem is treated in the context of three-voice counterpoint..

[See Part 3, Chapier 4, §7.]

Main Body . Concerning this issue, we may very well quote Fux’s remarks on p- 83: “Howeves,
since music derives no small amouni of appeal from the ligaiures, I advise you not
only to set the remaining three cantus firmi in the same manner, but also to practice
very: thoroughly with other, similar cantus firmi as well; for one can never be too
diligent in such studies” Compare, in addition, also the statement on p. 136
oreover, take care to apply ligatures sometimes in one voice, sometimes in another;
it is astonishing how much grace the melody receives, even originates, by making
each note with a particular motion ciearly perceptible to the ear. This applies not only
this kind of compasition but 1o all others as well”

‘n the context of three-voice counterpoint in the same species, we read the
allowing in Albrechisberger (p. 103). “The remaining bars may have on the downbeat

§12,  Preference for dissonant over consonant syncopes

dissonant syncopes are preferable to consonant ones.
. gg::l;:i]\,re lfor this greference is not so mucfh the speclﬁ(;1 app_eallo;fdﬁ
dissonant suspension atone, but, rather, its tec_hmpal value for é e vo:ctt;1 :ess i
" of the counterpoint itself, which can only gain in ﬂuency :lm thsrm:oo pres |
its frequent and skillful application. (The situation is exac& y the ssarzlf i
regarding the use of the passing dissonance in the second speeies, cf.

Chapter 2, §8.)
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a consonant or dissonant ligature, the laiter of which is preferable if ligatures are used
frequently,” Moreover, he does not neglect to make the following requirement on p.
62: “Melodic fluency must be observed here as well.”

Cherubini brings a different perspective {p. 23, Example 72): “If dissonances are
not used, there is a danger of wriling paratlel octaves and fifths” We will soon see
what this rule is all about (cf §15% in any case, it contributes at least a technical
reason for ranking the dissonant syncope in counterpoint higher than the comsonant
one.

§13.  The preference for imperfect consonances

As everywhere else in the exercises of counterpoint, the imperfect consonances
have a better effect than the perfect ones here as well.

As T have said before, this is the reason the syncopes ~2—1, 79 —8, and
~4--5 are considered less desirable than 77 —6, T4—3, and T2 —3 (cf

§10).
§14.  Use of the unison also on the downbeat

Because of the good occasion provided by oblique motion (made possible by
the ligature for the first time in counterpoint in relation to the downbeat),
the unison is permissible here also on the downbeat—a situation that, as we
know, was not allowed to occur in the second or third species.

That the unison is, however, permitted on the upbeat is—again for the
same reason—self-evident.

Compare Albrechtsberger, p. 58.

Bellermann states further (p. 175} “To place [the unison] several times in succession
(efther on the upbeat or on the downbeat) is, of course, prohibited according to the
tules set down above about the use of perfect consonances” As we will see presently,
the unison—precisely because it is a perfect consonance—is subject to the same caution
as the other perfeci consonances.

§15. Parallel and nonparallel similar motion in the present species

Among the three relationships that we had to distinguish in treating this
problem in the second species {cf. Part 2, Chapter 2, §11), only two remain
in the present species; the first and strongest of the former relationships—the
direct succession of upbeat and downbeat—has, of course, been absorbed here

by the ligature, Here is a diagram of the two possible relationships:
bkt 2

bkt. t | —|
. J»H J
cf o )

1. Because of the special circumstances of the present siiuation, the

afterbeat successions (see bracket 1) here take first consideration.

" Example 435
.

-’ motions:
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It makes an essential difference, however, whether the syncopes in these
situations are (a) dissonant or (b} consonant, and also whether only the strictest
or a less strict standpoint is applied in both cases.

Ad a: The dissonant syncopes {the only ones under consideration here),
specifically 879 — 8 and IT2—1in the upper counterpoint and 5 T4 —35 in

~ the lower counterpoing, viewed for the time being from the strictest standpoint,

admit of neither parallel nor nonparallel similar motion in the situation

; _ifnﬂicated by bracket 1. It is therefore not permitted to write, for example, as
“follows:

6 9 8 5

This prohibition results, first of all, fom the nature of the dissonant
yncopes, as well as from the requirement that they resolve downward. Because
t is completely bound to the latter requirement, the dissonant syncope
ppears as nothing but a delay of the tane of resolution; thus, the above-cited
xamples are scarcely anything but delayed parallel or nonparallel similar

H_ XX 1T = X%
R T e e e e
ot et et e o)

his, however, exposes all too clearly to our perception the poor result of
imilar motion,

Second, in addition to what was said about these progressions already in

.-the ficst species (to the extent that they were faulty—cf, Part 2, Chapter 1,

§8-11), the problem is compounded by a circumstance that presents severe

difficulty from the psychological standpoint: the obligation and necessity of
.the downward resolution ‘announce in advance the imminent danger of a
prohibited similar motion; therefore, those aspects of obligation and necessity
‘must be considered the actual, treacherous source of the mistake. For if one

ows that the dissonant syncope will have to move in a downward direction,
hy seek out at all (consciously, that is) the error that lurks in it? The ear

always s_hows us the truth of this matter, beyond any shadow of doubt. {From
th_ls, incidentally, we can now finally understand even better why earlier—cf
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§88 and 9—we had to recommend limitation of the use of "9--8 and ~4—5
syncopes.)

The necessity of syncopes, as it is posed precisely by the exercise as such,
leads, on other hand, also to a certain lenieney regarding the absolute strictness
of the prohibition of parallel motion involving dissonant syncopes; otherwise,
all voice leading in exercises would soon be rendered impossible. In this
exigency we are aided by the more discriminating valuation of perfect
consonances from Part 2, Chapter 1, §4; and since, for reasons discussed there,
the fifth is preferable to the octave for contrapuntal purposes, we permit the
syncope 5 T4 —5 in the fower counterpoint under certain circumstances, but
we never grant an exception to 8§79 —8,

Ad b: The consonant syncope, even though it may be considered (in a
more remote sense, to be sure) a delay of the tone following the upbeat, is,
on the other hand, free of any requirement of a downward resolution.

Therefore, from the outset, even from the strictest standpoint, this syncope -

may demand, if not complete access to prohibited progressions, at least a
certain [iberty with regard to parallel motion, to say nothing of nonparaliel
similar motion—for example:

Example 437

ete.

—especially in view of the fact that no better possibility may be available [in
a given casel. This liberty is required even more urgently as the successions
involved are by nature only afterbeat successions.

The following, however, should be kept in mind: the more attention is
paid in such a situation to placing imperfect consonances at least on the
downbeat, the better even parallel progressions can be tolerated. Thus, 6—8T
68 is better than 5— 815 —8 (cf Part 2, Chapter 2, §11, under 3, and the
remarks under Z in the present section).

The same principle would apply, strictly speaking, also to the succession
of consonant syncopes in the upper counterpoint, that is, 6 — 576 —5, which
signifies a change of harmony (see above, Part 2, Chapter 2, §13 and Chapter
3, §8)—for example:

Exampie 438

a | | | !

[ 5 6 5

)
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But the descending second-step contained in the falling succession —6—5
creates for our ear at least the illusion of a required downward resolution to
such an extent that, psychologically, our syncope comes close to the realm of
actually dissonant syncopes. Our ear automatically reacts with greater sen-
sitivity toward that succession—obviously, indeed, only because of the falling
second-step, as though it were a true parallel succession involving dissonant
syncopes—; therefore, it may be advisable to exempt the falling succession 6—5

+ 65 from the liberties granted above to the consonant syncope, and to

include it in the prohibition mentioned under a. In other words: the descend-
ing consonant syncope 6 —5T6—5 occupies an intermedidfe position, and,
therefore, it is best to extend the prohibition of parallels involving dissonant
syncopes (see under a) fo this syncope as well, even though it lacks by nature
the requirement of a downward resolution. On the other hand, this kind of
illusion is not present in the succession §— 5§ T6—>5 in the ascending direction;

“therefore, its use is again characterized by relative freedom.

Nevertheless, what was said above (under a) should not be forgotien: in

‘case of a more lenient treatment, it is again the fifth that requires the strictness

of the prohibition to a lesser extent than the oetave,

As a final result of the considerations sel forth under a and b, it should
be kept in mind that there can never be an exception in the case of a
dissonant {syncope that yields] similar motion to an octave, bul that, because
of the lesser perfection of the fifth, dispensation may be-granted under certain
circumslances for a parallel succession of fifths {whether ascending or descend-
ing, dissonant or consonant, or in the upper or lower counterpoint) provided
only that such a succession not be misused by excessively crass and unneces-

-+ sarily repetitious application.

2. A still greater degree of libesty, however, is called for from the outset

-in the relationship of downbeat to downbeat (see bracket 2) than could be

granted in the case of the consonant syncopes discussed earlier, Nevertheless,
since the repeated use of perfect consonances on the downbeat would have
to result in an overly empty setting, il is clear that the liberty must be applied
sparingly in the present situation as well.

Free composition from the outset knows nothing like this. A requirement

" of uninterrupted syncopes, which is necessary in strict counterpoint for

didactic purposes, is from the cutset alien to free composition. While this

. alone reduces the dangers inherent in syncopes with regard to prohibited
" progressions, an additional factor is the interpretative force of the scale-degree,

which can bind together a longer chain of syncopes into one single unit—a

‘phenomenon that counterpoint is unable either to originate or to demonstrate.
" In this context, compare Harmony, Example 195, where scale degree V1 in B

major by itself generates a chain of seven syncopes; 6—516—5T6—

ST6~5T6—51T6—5 {moving in a thythm of sixteenth-notes over seven

eighth-notes). It goes without saying that the repetition of the fifth as a sixth,
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as seen there, is equivalent to the ligature of counterpoint, even though the
articulation with legato slurs appears to indicate something different,

In this context may be cited the remark by IJ. Quantz in his Versuch
einer Anweisung die Flite traversiere zu spielen,” Chapter XV, §24, on the
execution of cadenzas in two parts (cf. also §20ff in the same work):
In a passage in sixths where you do not wish to fouch any dissonances, one of

the twe parts must anticipate a note, whether ascending or descending, so that
the other may adjust accerdingly:

Example 439
~ J oo

[ tr o\

Here the lower part has the mavement, and indicates that in the first bar the
upper part should ascend, and later that it should descend again

How subtly the effect of the anticipation—indeed, in the form of the syncope
6 —516—35, etc.—is here placed in the service of improvising two-part cadenzas,
and how delightful the words with which Quantz describes all this! How far
the overall level of our musical culture has declined since then—in spite of all
the spirjtual heroes who have come and gone in the meantime! In general,
today’s musicians are no longer able to improvise preludes or modulations;
they are no longer able even to execute cadenzas and fermatas in their leisure
time! And which of today’s teachers, incidentally, would be in a position to
provide such a clear rationale for a technique like the one just discussed for
the execution of cadenzas, and thereby convince the student of its necessity!

In the context of two-voice counterpoint, Fux discusses all these problems as
though only in passing. He merely presents the basic principle by taking his theory
(discussed earlier in §4) as a point of departure (p. 81}

Therefore, it is impossible to progress from a unison io 4 second or from an
ociave 1o a ninth by way of a ligature, as the following examples show [examples
of Table V, Figure § follow}. If the retardation were to be eliminated, there
would be twa unisons in succession in the first example and two octaves in the
second [examples of Table V, Figure 9 follow]. However, it is gaod if the motion
from the second to the unison or from the ninth to the octave occurs as follows:

Example 440
FuxV, 10
1)
= } = T e
! ] i 1 i
v o bl bl = o
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These progressions are permissible, because no mistake is contained in them
after the retardations are eliminated (Table V, Figure 11}

That is all he considered it appropriate to say about the subject in two-voice
counterpoint, .

He makes up for his omissions all the more thoroughly, however, in his discussion
of the fourth species in three-voice counterpoint. Observe the surprisingly subtle and
discriminating train of thought on p. 101

To treat the subject more thoroughly, however, I must repeai what has been .
said elsewhere about the [varigus degrees of] perfection of the consonances: the
fiftih is a perfect consonance, the octave even more perfect, and the unisen the
most perfec; the mote perfect these intervals ate, the less harmony they contain.
Furthermore, experience has taught that dissonances by themselves have neither
grace nor harmonic beauty, but whatever is perceived as euphonious and
charming [about them] is generated solely by the consonances to which the
dissonances resolve, Thus, we can see that a dissonance that resolves to a fifth
is more {olerable than one tesolving to an octave. Therefore, it is not surprising
that the following example is discarded by good masters as faulty:

Example 441
Fux XI, 5

the next one, however, is considered suitable to counterpoint:

" Example 442
Fux X1, 6
8 ! 1 R
D -

Finally, a resolution is the more easily tolerated and excuséd the more the
perfect consonance to which the dissonanee 1esolves approximates the nature of
an imperfect consonance,

 Thus, it becomes more clear that from the outset Fux distinguishes between 8 79— §
and 516 — 5 in order to disallow parallel 819 — 8§ successions under all circumstances
(note well that ne mention is made here of the consonant syncope 8110 — 8), but

to present 5 T 6—5 (see above, p. 294) as tolerable. The question remains open

-whether, in view of [allowed] fifth-successions in the upper counterpoint, the syncope

51 4—5 in the lower counterpoint is also tolerated. Fux defends his principle of

granting syncopes from the outset a greater degree of freedom in fifth-successions than
='in octave-successions with the following argument [p. 101];

. In order te respond to your not inconsiderable reservation, | poini out that much
--that is disallowed in the upper register is tolerated in the lower, because higher
* tones are perceived with greaier accuracy by the ear, while lower tones become
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somewhat dark because of their lower pitch, and do not impress the ear so
forcefully. For higher elevations clarify, while lower elevations obscure.

Even though, as can be sensed from the context, this remark does not relate to tl:lc
syncope 5T 4—35, we may nevertheless conclude that, precisely because it oceurs in
the lower register, this syncope appears to him less reproachable than BTQ —8 in the
upper counterpoint—leaving aside the intrinsically more desirable quality of the fifth,
which, of course, remains the essence of Fux’s argument (compare the above quotation
from Fux, p. 101). . .

And, as if all these elaborations were not enough, he adds, using the examples in
Table X1, Figures 3 and 4:

Example 443
Fux X1, 3

&

&
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Example 444
Fux XI, 4

b

O " 5 5

-]

the following consideration (p. 100), so very characteristic for recognizing the essential
quality of tying (cf. §12)

Beyond the fact that one must attend to the authority of great masters, who
approve the first example but disapprove the second, you should know that my
. temark, “ligatures change nothing,” applies only to the nature of consonances,
which is the same in both examples, For the rest, who can deny lthat llgatures
have a great effect, and have the power to avoid errors and to modify settings?

How beautifully Fux formulates here the double effect of the syncope: on the one
hand, it means only a delay of the resolution-tone, so that the s!Jspend'ed tone cou.ld
simply be distegarded and omitted; on the other hand., however, it manifests a certain
transforming power by virtue of which we must attnbutfe to the syncope a 1:_11._1a'posef
and beauly in its own right. (Compare to this thc: following treasurable. deﬁmtl?n o
the appoggiatura in C.P.E. Bach’s Versuch ither die wahre Art, das Clavier zu spielen,
Part I, Section 2, Chapter 2, §1:

Appoggiaturas are among the most essential embellisli]ments. They enhance
harmony as well as melody. They heighten the aitractweness.of lht? latter by
joining notes smoothly together and, in the case of notes whlch rr_nght prove
disagreeable because of their length, by shortening them while filling the ear

The Fourth Species: Syncopation 299
with sound. . . . Appoggiaturas modify chords which would be too simple
without them. All syncopations and dissonances can be traced back to them,
What would harmony be without these elements?

(Compare also my “Contribution to the Study of Omamentation” [see Appendix), §1.)
In his own exercises, Fux strictly observes the above theories, He by no means
_ avoids parallel successions with consonant syncopes—for example, 8110 — 8 (¢f. Table
V, Figure 18, or Table V, Figure 20), or the succession 544—5 {cf Table V, Figure
19, or Table VI, Figure I; etc.), which, on the coritrary, is frequently used by him with
little scruple; that he then uses a nonparallel succession—for example 614 — 5—with
~ still less seruple can easily be undersicod. The relationship of dewnbeat to downbeat
"is not discussed at all by Fux; without hesitation he writes, for example, as follows
(Table XI1, Figure 5, Bars 5 -7

. Example 445
- Fux XII, 5, bs, 5-7

Albrechisberger’s theories are different in many respects; to provide a better aver-
view, | have reordered them:
L. In the refationship of upbeat to upbeal, according to him the following rules
apply:
" {a) 8498 “Here the tied ninth is
occurrence of this is prohibited, because it
‘(Example no, 4, p. 6l).
- (b) Octave-successions with consonant syncopes, however, he describes on pp- 59-60
as “good, especially in three and four-voice settings, even though they seem to sound
- ‘octave-and-fifthish’ (oktaven- und quintenmdssig)” (Fxamples follow, showing 87
10—8 in the upper counterpoint and 8 T3—8 816—8 in the lower; in this
-eonnection, see also Albrechtsberger, p. 103.) From the qualification added to the above
planation, however, we may surmise that two-voice counterpoint requires some
‘caution.
{c) Regarding 574 —5 in the lower counterpoint, he teaches on p. 60f; “The
following three ligatures lone of these is 5% 4—5, the others are described below
‘under dg and 2a), if used more than onee in direct suceession, are prohibited in
seltings of iwo or more voices, in both strict and free styles, because they sound too
fifthish’” In other words, while he prohibits 819 — 8 without exception, he allows 51
4—5, but only under the condition that it be used only once. He gives no reason for
this or that opinion, but finally contradicts himself on p. 61 by nevertheless approving
successions like the following;

Example 446
“Albrechtsberger, p. 61

prepared by the octave, Even a single
sounds almost like two parallel octaves”
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(d) Parallel suceessions of fifths in consonant syncopes are differentiated by Al- _

brechtsberger as follows:

(@) He considers them good when they ascend (s¢e above under b), no matter
whether the ascent occurs by step or in larger intervals (compare the examples on p, 58:
5T 6—516--516 or on p. 60: 57 3-~313—5 in the upper and lower counter-
point);

(B} He prohibits them in the descending ditection only if they descend by step in .

the upper counterpoints: 516 — 5165 {see above under ¢). The other descending
fifths are allowed without hesitation, for example:

Example 447
|

In a certain sense Albrechisberger’s theory is thus more specialized than Fux’s;
concerning point ¢ and dg, it even contradicts the latter, Nevertheless, it lacks aspects
that would provide depth and orientation, without which contrapuntal doctrine must
temain only a collection of casual rules, restrictions and prescriptions of obscure origin,

2. The following rules apply for Albrechtsberger to the relationship of downbeat to
downbeat:

(2) Descending successions of fifths in the lower counterpoint, for example:

Example 448
f/]

are prohibited by the same restriction as [that which applies to] 514 —5 (sce above
under le).

(b) All other possible types are allowed—for example, 615 —6T5—6 in the

ascending direction (p. 58), 5—31T5—3 in the descending direction (p. 60); see also

p. 100, ele.
Unfortunately Albrechtsherger provides no justification for the rules even here.
Again in this matter, Cherubini assumes the strictest possible standpoint, one that is
rigid almost to the extent of obtuse lack of principles. He prohibits 514 —5-4—5
(p. 23, Example 70), without any differentiation and under all circumnstances, and also
prohibits 8 15— 813 —8, ele. (Example 72}, 5T 6--51+6—513—5, ete. (same
example). In practice, however, we see him contradicting himself by using 516—5+

6--5 (see p. 24, Exercise 2). Strangely enough, Cherubini does not discuss parallel
successions from downbeat to downbeat at all. From this striet standpoint, one under--
stands more easily his statement (quoted in §12) recommending mote frequent use of.

dissonant syncopes.

Finally, it should be mentioned that he also cites the example of Fux (quoted in this
volume as Examples 443 and 444), and appends to it a little polemic that unfortunately :

is characterized only by naive sincerity. It may be found on pp. 36 and 37,
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 Bellermann seems at first to follow the doctrine of Albrechtsberger (p. 175): “Since
the tied note on the downbeat is censidered an extension of the preceding note on the
upbeat, it is not good to use the same perfect consonant interval several times in

. succession on the unaccented part of the bar.” "Thezefore, he considers “bad” als the
example 816 — 816§, while the grade “marginally acceptable” is given 56— 54
6—576—5 (in the descending direction). Then he prepares to draw from this a botd
consequence: “The same reason explains also why fifihs, as they appear in the following
seitings with both voices ascending, are not unpleasant to the ear, even though they
- occur on the accented part of the bar.” Thus, he approves 6715 —61T5—46 (ascending)
with the predicate “good,” but immediately revokes as much as he has conceded: “The
student must not repeat such turns too often, but must always aim for an appealing
vartety of intervals.” Does this mean that he might admit, from the outset, the applica-
- ton of less stringent principles from downbeat 1o downbeat? And even though he ex-

- plicitly speaks only of fifth-successions, are octave-successions implicity included here?
- How the prohibited octave succession that always threatens in the case of 4 ~9_3

~ syncope can be avoided, he discusses only in the context of three-voice counterpoint, on
Tp 214

- It should be noted that the ninth is to be prepared by the tenth, or some other
such interval, from which the bass must ascend if it is to form a ninth with the
voice in question on the next accented beat, so that if the ninth were to be
replaced by its resotution, the voices would move in contrary motion, Prepara-

tion by the octave is completely faulty, since very ugly hidden octaves would
result.

“not tao good”
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¢ - Riemann approaches this question in his Gresse Kompositionslehre's (Vol. 11,
Chapter 9, §3) however, he immediately obscures its origin: instead of determining
:the effect of prohibited progressions in the conext of the phenomenan of syncope in
counterpaint, he immediately speaks of the mannerism of “chain suspensions,” which,

‘of .course, find application only in free composition. A critique of this improper
procedure will follow later.

§16.  The possibility of an interruption of the ligatures

The law of syncopes is, of course, uniformly valid for the duration of the
exercise; nevertheless, it is permitted, as an exception, to interrupt the syncopes
and replace them with two ligature-free beats, for which, in some cases, a
half-rest and a half-note can also substitute. This is appropriate when a
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repetition (nonotonia) is to be avoided, or to give a new stimulus to a line,
once ils continuation has become impossible for one reason or anather.

Fux explicitly cites monoteny as a reason [for an interruption of ligatures] on pp.

§1-82:

Joseph: 1 could indeed have used a ligature there, but 1 deliberately avoided it
in order to preclude an unpleasant repetition, since I had used the same ligatures
immediately before in the third and fourth bars.

Aloys: Your remark is prudent, for one must pay careful attention to matters
of meledic fluency and continuity.

That he views the interruption of ligatures, nevertheless, only as a concession
necessary in a difficult situation, can be seen from the following basic idea stated in
the context of three-voice counterpoint [p. 104]: “The ligatures here constitute the
main purpose, a thorough understanding of which can be gained through such
exercises,” (Compare the quotation in §12))

Albrechtsberger (p. 62) “Finaily, it is important to know that, in case the invariable
use of ligatures is not of good effect, it is permitted if necessary to wse once or (at
most) twice a freely introduced consonance on the downbeat in the counterpoint.”

{(Compate also p. 103.) We may also recall, however (see above, §5), how, as a result

of the use of the dissonant diminished fifth as a syncope in the upper counterpoint,
he (precisely Albrechisberger himselft) arrives at yet another and individual interrup-
tion of ligatures.

Cherubini proceeds this time with greater precision (p. 24, rule 5):

The law of syncopating is to be ebserved in every bar, However, if this obligation
makes it difficult to keep the melody in a middle register—in other words, if the
syncope would carry it too high or too low—or if the syncope causes simnilat
phrases to have 0o much resemblance [cf. Fux, abovel or, finally, if phrases
become foo confusing through syncopes, then it is advisable pot to syncopate
for one or (at most) two bars. This remedy, however, should be used only if
there is no other possibility.

For Bellermann’s comments on this matter, see p. 175¢ of his treatise.

§17. The prohibition of tone-repetition

It should be emphasized that here, as well as in the second and third species,

the repetition of tones is entirely disallowed.

Cadence

§18. Cadential formulas

Without exception, ™ 7-—6 | 8 is to be used in the upper counterpoint, an
T2—3 | 1 in the lower. This is evident aiready from the required presence”

of both leading tones:

The Fourth Species: Syncopation 303

Example 450

1l
JJ::

»

rxr‘:t]_?

is expressly criticized by Albrechisherger with the remark: “N.B. not too often”; he adds
as a correction (“hetter”) the syncope ™2 —3 | 1. Compare the same situation in
Nottebohm, p. 52, and in Albrechtsberger’s own treatise, PP 105-106,

Nevertheless, one must consider that, if the cantus firmus were to have, for example,
the following cadence; ’

possible at all from the outset. Since it
e, B, would it not be betier, instead of
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§19. The misguided ireatment of syncopes in the conventional
theory of harmony

The theory of syncapes represented here treats, to state it once again and most
emphatically, precisely the same subject matter that is taught in conventional
textbooks on harmony in chapters about the preparation and resolution of the
seventh and the other dissonances. May the type of treatment to which this
problem has been subjected here demonstrate that the problem of the syncope
can have its real home [only] in counterpeint, not in the theory of harmony.

Exercises

Example 455
Fux 'V, 16 and 17
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Example 455 continued
Fux V,20and VI, 1
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Example 455 continued

Example 455 continued

74
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Albrechtsberger p. 63
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Example 455 continued
H. Schenker
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Comments on the Preceding Fxercises

Na. 1. Concerning the interruption of tying in bar 5, see §16f ﬁellgrmirgr;;l\ggo uses
the san-'le exercise {p. 176), distegards monotony and makes the following :

Example 456
bt |
===

which certainly does not succeed in improving the effect.

i irds i : B—a bove, Part 2,
As to the succession of two major thirds in bars 5-6: & see 2 X

Chapter 1, §18.

No. 2. This exercise {also taken over by Bellermann) basically shows, if the ligatures

is is i i nsidered a
are rem0ved Oﬂ.ly successions of thirds. If this is in a certain sense to bC CO| :
£l

fault of the counterpoint—one that can be excusefi only in part by the tl;laslljssrzcglllel;:
mlént of ligatures and the difficulties resulting from it-, one should neverthe

ich d
not overlook the octave, sixth, and fifth on the downbeats of bars 2, 5, and 7, which do -

improve the effect here.
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No. 3. In bar 5 the counterpoint moves he
the ambiguity of the intervals of bars 6 and 7:
4-—3and2 1 {see p. 27477 As to the parallel octaves in the upbeats of bars 9 and 10,
see above, p. 294 (note that the downbeats in these bars show the preferable intervals 5
and 10} cencerning the fifth-successions in the downbeats of bars 3 and 4, see p. 295, In

both cases we encounter no; of syncopes, and therefore Beller-

mann’s cautionary attitude is exaggerated. He changes bars 9-10 (p. 177) 1o the
following;

yond the limit of 5 tenth; this results in
are they really 11 — [0 and 9-—8 or only

n-dissonant successions

Esxample 457

obviously in order to avoid parallel octaves—uyn]
4 second touching of the tone 4+,

No. 4. In bars 3.5 there are third-leaps with #fih

ess perhaps he merely wanted to avoid

-successions; they have been dis.

e of the 72— syncope ir bar 7,
PP 269 and 274-277, In order to avoid this syncope, Bellermann changes the
. Passage as follows (p. 177}

Example 458

-

No. 5. Concerning the fifth-succession on the dow
. . {that is, 5—6T5—6T5—6in bars 7
> cominentary on the literature, under 2bi
< to the syncope of the diminished fifih and
tary on Albrechisberger in §5.

No. 6, Concerning the NB 4t tone 10 regarding the augmented
" counterpoint, see the Albrechtsherger quotations in §§5 and 9.
: No. 7. The double figuration in bars 5-7 i by Albrechtsberger himself Whoever
i -follows him in disregarding the aciual distance between voices (cf. above, §8), can, of

course, substitute a higher oclave in this case and, accordingly, think of the Syncope
76 instead of ™7 . . )

No. 8. In accordance with
the raised sixth and seventh t
{bars 2 and 4) without hesitation. Concerning the fifih i
on the downbeals of bars 7 - 10, see p. 300 i
“rinstrumentally conceived,
-added voice an actave high
the limit of a tenth iy this
writing.

nbeats in the ascending direction
~ 109, see p- 295, and [later on, p, 300] in the
n the section dealing with Albrechtsberger, As
its resolution in bars 10— 11, see the commen-

fourth in the lower

because apparently
one need only transpose the
er o be convinced that it is not al ail necessary to exceed

n all-too-convenjent mode of
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