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Form and Analysis – The 8-stage tonal plan
* presented by Michael Rogers at the 2010 Workshops in Music Theory
Pedagogy, Amherst, MA
The idea of tonal establishment, departure, and return is a goal many composers
throughout history have shared. Works in different forms, genres, and time period often
display a remarkable similarity with regards to their approach to tonality. This 8-stage
plan can be seen in composers of very different styles (Bach and Brahms) and in forms
such as sonata form, ternary form, fugue, etc….
Stage 1 – Centricity
This stage is where the tonic is established via chord function, pedal point, etc…. It is
the central point of departure. Though most pieces start at this stage, Chopin’s Prelude
in ‘a’ minor does not as the entire piece is searching for the home key.
Stage 2 – Breakaway
This stage is the movement towards a new tonal goal. It is where the piece starts to
tonally “drift” and is marked by the consistent appearance or disappearance of
accidentals. This section is often a transition or a bridge.
Stage 3 – Polar key
This is the arrival/goal of stage 2. This stage is in conflict with the tonic, achieving
tonal dissonance. In the 18th century, this key was often V, v, or III. A piece can’t get
homesick unless it leaves home.
Stage 4 – Exploration
This stage magnifies the tension and tonal dissonance by exploring other keys. This is the
”moving” section of the piece that often sees the manipulation of ideas presented earlier.
Stage 5 – Far-out point
This is the point of furthest removal in the piece and is the goal of stage 4. It is the
farthest point before the piece starts moving towards home (you usually realize this
point after you’ve passed it). The key is often ii, IV, vi and is usually fully
realized/established. “If you walk into a forest, at some point you are walking back out.”
Stage 6 – Drive towards home
This is the modulating section that drives back to the tonic key, often called a
retransition. It is where you can feel the tonic key coming. The music can meander,
dribble, or drive towards the tonic.
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Stage 7 – Tonic return
This section is stable and secure, usually with a return of melodic material. It is the largescale resolution of the tonal conflict and is where the wrinkles of the previous sections get
ironed out.
Stage 8 –Conclusion
This stage is often a coda and expands on the tonic. It can be seen as a counterbalance for the
earlier explorations. Sometimes a lot is needed to counterbalance, and at other times only a
little is needed.
S= stable

T=tension-provoking
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Values of the 8-stage tonal plan
1. Can be used in a wide variety of pieces
2. Permits comparison between pieces that seem very different on the surface
3. Highlights differences between pieces
4. Highlights unique features of a piece
5. Makes clear the difference between “being at” and “getting to” an event
6. Helps get an analysis off the ground and leads to how/why questions.
7. Helps focus on issues the composer likely faced
8. Gives insight into how the composer regulated tension and stability
9. Can lead to interpretative performance
What kinds of things should I look for and discuss when analyzing a piece?
- Overall form (including explanation of the form, interesting/noteworthy aspects)
- Normative and unique formal features of the piece
- Elements of contrast between sections
- Key relationships and modulation (and their impact on the sound, drama,
mood, conflict, etc.. in the piece)
- Phrase structure
- Harmonic analysis of passages pertinent to your paper
- Motivic/thematic development
- Instrumentation/orchestration
- Ways the composer achieves unity and variety/contrast in the work
- Aspects of the 8-stage tonal plan
- Comparison to other works by the composer or of the same genre
- Climactic moments in the piece
*Just as a lawyer does much more than list evidence when making a case, an analysis
should do more than just present facts. Aim to “make a case” and make connections,
draw conclusions, offer opinions, etc…*
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Form and Analysis – the Baroque Period and
Fugue
The Baroque Period

The tonal system we are familiar with that was used during the Common
Practice Period (1600ish to 1900ish) began to stabilize in the mid 17th century
(1650-1675) and can be seen in composers like Corelli and Purcell. Though music
of prior composers such as Monteverdi contain tonal passages, it is still based
much on modality (the church modes used in the Medieval and Renaissance).
Stylistic characteristics/differences of Baroque:
• The Baroque favored more extreme musical emotions, ranging from violent
pain to exuberant joy. Renaissance was much more restrained. This extreme
required a richer vocabulary.
• Dissonance was not handled with the “kid gloves” of the Renaissance and
dissonance was much more prominent.
• Emphasis on the bass voice.
• Stronger tonality and sense of tonal pull/gravity (chordal relations based on
the gravity of a tonal center, drive to cadence, and tension/release elements of
movement away and towards tonic)
• Baroque music is much more rhythmically active and propulsive than in the
Renaissance
• Idiomatic writing (Renaissance parts were often interchangeable) – a Vivaldi
violin concerto is written for the violin

The Fugue
The evolution of the fugue can be traced to the 16th century polyphonic music of
composers such as Josquin. The fugue saw it greatest achievements and
frequency during the Baroque period. The keyboard works of J.S. Bach are
considered the pinnacle of fugue writing. Bach’s The Well Tempered Clavier (the
name refers to the system of temperament which made it possible to play in all
keys) are sets of preludes and fugues set in each of the twelve major and minor
keys. Fugues are typically for a fixed number of voices (mostly 3 or 4, there is
one 2-voice and a few 5-voice. The # of voices is shown at the top of the score)
and have little sectional contrast. Fugal writing was less common in the 19th
century as these periods favored homophonic textures (though there are many
examples), though they regained prevalence in the 20th century. Our study will
focus on the fugues of J.S. Bach.
The fugue exhibits 3 stages:
1) Exposition of the subject material
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2) A freer, developmental section that generally avoids the tonic key. This often
features key changes with subject recurrence in single entries or groups, usually
interspersed with developmental episodes
3) A return of the subject in the tonic keys

1) The exposition
The exposition is where entries of the subject or answer appear in all voices. The
exposition may end with a cadence or just propel forward without one. The
exposition ends when all voices have stated the subject or answer.

The subject

The subject normally has an identifiable characteristic, such as a striking
rhythmic pattern or melodic contour. A fugue’s subject often determines the
character of the fugue. They are often quite “tuneful” and are normally short in
length. The subject often lends itself to continuity by lacking a strong cadential
ending. The subject is presented in isolation at the beginning of a fugue.

The answer

The second entry, which imitates the subject at the dominant level (a 5th above or
4th below), is referred to as the answer. If the transposition is exact the answer is
considered to be a real answer. If modified, the answer is considered tonal.

Link

Within the exposition, there may be a short link which connects statements of
the subject, usually providing a modulation. A link does not contain a complete
subject statement.

The countersubject

The originating voice continues after the subject is stated, forming a
counterpoint to the answer. If this counterpoint is repeatedly paired against the
subject/answer it is called a countersubject. If not, it can be termed free
counterpoint. Countersubjects often possess a well defined melodic/rhythmic
character and must function suitably above or below the subject (must be
invertible).

2) Development
The development consists of reappearances of the subject in various keys and
textures separated by passages not containing the subject called episodes.

Episodes

An episode does not contain the subject, but may use subject fragments,
sequence, imitation, inversion, and other developmental techniques. An episode is
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usually an area of tonal movement and often modulates. Occasionally, episodes
may introduce new material that is not thematically related to the material of the
exposition.

Subject entries after the exposition
Counterexposition - A second group of subject-answer entries in the tonic and
dominant involving all voices, often immediately after the exposition.
Entry Group- Two or more statements of the subject in immediate, or nearly
immediate succession.
Single and Partial Entries- When only one voice states the subject. A partial or
false entry is when the statement is incomplete

Stretto

Overlapping subject statements in two or more voices. This is a climactic device
that usually provides a feeling of propulsion and urgency.

3) Recapitulation
The return of the subject in the home key at the end of a fugue. The fugue’s final
stage reaffirms the primary tonic. Pedal point and augmentation are often
employed. There may be a coda that prolongs and extends the final tonic.
Some steps when analyzing fugues:
- Make a list of closely related keys
- Listen through trying to key in to each subject statement
- Find/listen for the strong cadences
- Listen for sections of the piece where you do not hear the subject
- Look/listen for special techniques (stretto, pedal point)
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Form and Analysis - Questions on Bach Fugue in g
minor from WTC Book 1
Exposition
1.

Identify all subjects and answers in the exposition.

2.

Are the answers real or tonal?

2.

Where does the expo end? Is there a cadence?

3.

What is the key at the end of the exposition?

5.

Is there a link? What is its function? What melodic technique is used?

After the exposition
1.

Where is the first episode?

2.

What melodic techniques are used? What material is developed? Is it modulatory?

3.
Locate the first five statements of the subject (not necessary to refer to as specific
subject/answer after expo) after the exposition and their keys.
4.

Where is stretto used?

4.

Where is the second episode? What two keys does it link?

5.
Where is the third episode? Locate the sequence in the bass voice and
determine the interval and length of sequence.
6.

Does this episode modulate?

7.

What is the harmony formed at 27?

8.

Where does the final section/recap begin?

9.

What is texturally different about the last 2 measures?

10.

According to the 8-stage tonal plan, where are stages 2-7?
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Schildt fugue (written 2001) aural ID
Link?
3rd statement of subject?
1st episode?
What techniques are used?
Stretto?
2nd episode?
Recap with tonic pedal?
What technique is used in the last statement?
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Bach: Fugue in E Major from WTC Book 2
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BINARY AND TERNARY FORMS
15
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often a rounded binary though sometimes a binary or ternary form. This is a favorite of
composers from the classical period, such as Mozart, Haydn, and Beethoven.

Rounded Binary or Ternary Form?
This can be a bit of a gray area. Remember that binary forms have two large
sections (we hear that B merges with the following A), while ternary forms have
three large sections (we hear B as relatively independent from A). Consider the
following. Use your ears and intuition!
1. Rounded binary tends to be tonally open, ternary is more often tonally closed.
2. The B section of rounded binary often uses similar melodic material throughout,
while B in ternary form is more melodically independent and has a different character.
(The B section in ternary can often stand by itself and makes musical sense alone).
3. The return of A in rounded binary is often partial or altered while the ternary return
of A is complete.
4. Rounded binary often has two repeat signs while ternary does not.
5. Ternary often has a stronger sense of sectional division between B and the return of A.

Handel and the da capo aria
An oratorio is a composition for orchestra and voices with a long libretto (the text),
though without scenery, costumes, actions, or character interaction. It is therefore more
of a concert piece rather than a theater piece.
An aria is an elaborate composition for solo voice and instrumental accompaniment and
figures prominently in operas, oratorios, and cantatas. The da capo aria is the standard
aria form by the late 17th century and has two main sections: the opening “A” section in
the main key, followed by a contrasting “B” section in other keys. At the end of the “B”
section, the words “da capo” (literally “from the head”) direct a repeat of the “A” section,
which usually served as an opportunity for singers to show off their vocal chops through
elaborate improvised ornamentation. Da capo arias often feature ritornellos, which are
returning music performed by the full ensemble. Ritornellos are prominent in
concertos as well.
-

Is the form in Handel’s Where’er You Walk tonally open or tonally closed?
What music serves as the ritornello? How is the ritornello’s function different at
m. 8 and m. 17?
What is tonicized in m.9?
How does the B section contrast the A section? What is unifying between B and
A?
There is a modulation in mm.22-23. What key are we coming from? Going to?
How is the modulation achieved?
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Form and Analysis – The Baroque Suite,
passacaglia, and chaconne
The Baroque suite is a collection of mostly dance-like movements and is the main
multi-movement form prior to 1750. The origin of the suite dates to the 16th
century practice of combining two dances, one in duple time and the other in
triple time. In lute books of the 16th century it was common to see three or four
dances in succession. The suite spread rapidly through Europe in the 17th century
and became a large part of Baroque keyboard and instrumental music. The
arrangement of the suite is extremely flexible. The most significant
standardization is found in the suites of J.S. Bach, though these are far from
standardized. Many dances underwent significant evolution before becoming a
staple of the Baroque suite. For example, the sarabande was a fiery, tumultuous
dance in its early history, though is often slow and graceful in the Baroque suite.
There are four core movements to the Baroque suite; the allemande, courante,
sarabande, and gigue. Movements are added to this, most often after the
sarabande and before the gigue, with the exception of the prelude that occurs
first. There are numerous optional suite movements, and the movement(s) chosen
often reflects the character of the suite. While almost all movements are dance –
like or dance-derived, movements such as the optional air and prelude are not.
Characteristics:
- The form of each movement is often tonally open binary
- Often there is common motivic material between movements
- All movements are typically in the same key
- There is an overall balance of contrast, tempo, and dynamics
- There is a prevailing homophonic style with an increase in polyphony as
the Baroque period progressed
- The majority of Baroque suites are for keyboard

The Baroque suite nucleus (in usual order):
Allemande: from Germany
- Often opens a suite when there is no prelude.
- Moderate tempo
- Simple duple
- Usually of a flowing nature
- Pick up of 1-3 notes
- Often more contrapuntal than most other movements (except the gigue)
Courante(French)/Corrente(Italian):
- Triple meter (often 3/8 for the corrente)
- Continuous running lines
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Fairly simple texture
Sometimes features the use of hemiola
Pick-up of 1-3 notes
The courante is often more contrapuntal than the corrente while the corrente is
usually quicker.
There is usually a sense of energy, spirit, and urgency to courantes.

Sarabande: from Spain/Mexico
- Slow 3/2 or 3/4
- No pick-up
- Usually less continuous motion than other movements
- Agogic accent/emphasis on beat 2
- Sarabande’s often have a thoughtful, contemplative, graceful, and restrained
mood
Gigue: from England
- Quick, often spirited and fun
- Compound meter, normally 6/8
- Use of wide leaps
- Fugue-like (Imitative and contrapuntal)
- Usually the final movement of a Baroque suite

Optional movements: usually inserted after the Sarabande/before the Gigue
(except for the Prelude)
Prelude:
- Rhythmically free
- Simple texture
- Improvisatory/rhapsodic
- Virtuosic
Air:
-

Lyrical, song-like (cantabile)
Homophonic
Not dance-like
Ornamented melody

Bouree: from France
- Often quite animated
- Simple duple meter
- Often recurring rhythm of quarter – 2 eighths – quarter – quarter
Gavotte: from France
- Graceful
- Moderate tempo, simple duple
- ½ bar pick-up
- Short phrases that normally end mid-measure
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Minuet: from France
- Stately dance in 3/4
- Moderate tempo
- Normally no pick-up
- Sometimes 2 minuets played with a da capo
Passapeid: from France
- Lively, spirited
- Often 3/8 or 6/8
- Popular at the French court

Other optional movements include the polonaise and loure. Orchestral suites in
the Baroque period are sometimes called overtures and include lesser known
dances such as the rigaudon and forlane. This name derives from the large-scale
opening overture which features heavy use of dotted rhythms and a faster fugal
section.

The chaconne and passacaglia
The bass was given special prominence in the Baroque period and there are two
types of pieces that are built on a repeated bass line and feature variations over
this bass line. These are the passacaglia and chaconne, both which involve a
repeating ground bass which is a short melodic phrase (4-8 ms.) repeated as a
bass line, with varying music for the upper parts. A ground bass may be constant
or undergo transformations. Definitions for these forms sometimes differ, though
the common definition is that a passacaglia involves a repeated bass while a
chaconne involves a repeated bass line and chord progression (normally 4-8
measures). Passacaglias and chaconnes are often in minor, triple meter, and slow
in tempo. The chaconne’s origins are quite different than what we see in the
Baroque period – it was a fiery dance from Mexico that made its way to Spain in
the 16th century. By the Baroque period, the chaconne had evolved into a slower,
more cerebral type of composition. Chromatic descents are relatively common
and are often used to convey a sense of grief. The descending bass line from do to
sol is often referred to as the lamento bass for this reason.
Bach’s Chaconne in D minor from Partita #2 for solo violin is one of the most
famous, influential, and studied chaconnes. It features 60 variations on a ground
bass and chord progression and is around 13 minutes in length. Bach varies the
ground bass by introducing chromaticism, moving it to different registers,
introducing rhythmic variations, etc…This will be heard and discussed at length
in class.
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Form and Analysis – The Classical Period, Sonata
Form, and a Mozart and Haydn Sonata
The Classical Period
The music of the Classical period was a movement away from the complex style of
the Baroque with composers opting for a lighter, less complicated style.
Texturally, the Classical period favored more homophonic textures and though
fugal passages can be seen in pieces of the Classical period (most often in final
movements), contrapuntal textures were less common. Cadences are more regular
and pronounced in the Classical period and there is more sense of sectional division
than the often very continuous music of the Baroque. There is overall a sense of
balance in music of the Classical period. Harmonically, I and V become more
important harmonic pillars and harmonic rhythm is generally slower in the
Classical era. Of course, there are many exceptions to all of the above.
Sonata Form
Sonata form is the most important musical form of the classical period and is the
period’s most developed and complex compositional design. Sonata form allowed
composers to achieve considerable unity and variety in their music and to
establish conflict, development, and resolution. Of extreme importance to sonata
form is the increased development or “working out” of material and a sense of
tonal conflict and resolution.
Sonata form is often seen in the first movement of symphonies, sonatas, and
string quartets; however sonata form is not limited to use in the first movement
of a work. Sonata form was prevalent in the Romantic era as well, with
composers such as Brahms and Schubert often altering the tonal scheme.
“Now pure instrumental music alone could be the principle attraction without the
seduction of spectacle, the sentiments of poetry, and the emotions of drama, or
even the dazzling technical virtuosity of singer and performer. The symphony
could take over from drama not only the expression of sentiment but the
narrative effect of dramatic action, of intrigue and resolution. The sonata forms
made this possible by providing an equivalent for dramatic action, and by
conferring on the contour of this action a clear definition. The sonata has an
identifiable climax, a point of maximum tension to which the first part of the
work leads and which is symmetrically resolved…..It has a dynamic closure
analogous to the denouement of 18th- century drama, in which everything is
resolved, all loose ends are tied up, and the work rounded off.”
–

Charles Rosen, Sonata Forms
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Exposition
In the exposition, the musical themes of the work are stated in direct form. A
typical sonata-form movement consists of a two-part tonal structure, articulated
in three main sections. The exposition divides into a first tonal area in the tonic
and, after transitional material, a second tonal area in another key (usually the
dominant in major movements, the relative major in minor ones). There is often a
closing section to solidify the new key and there may also be a codetta. In 18thcentury music, the exposition is almost always directed to be repeated.
** The tension created by movement to the secondary key area (dominant or
relative major) is not resolved until the recapitulation.
1st tonal area: The initial thematic material of the movement in the tonic key.
Transition: The transitory passage to the 2nd tonal area. *Transitions are
usually more motivic than thematic.* The transition can have the following
functions:
- Modulation to the new key
- Development of motives from the 1st theme (1st tonal area)
- Introduction of new melodic material
- Preparation for the 2nd tonal area by a gradual change in mood
- Preparation for the 2nd tonal area by the introduction of a rhythm or
motive to be used
2nd tonal area: If in a major key, the 2nd TA of the piece is usually in the
dominant. If in minor, the 2nd TA is usually in the relative major (or sometimes
the minor dominant). The 2nd tonal area is often of a contrasting mood/character
to the 1st tonal area and feels “arrived at” with a sense of stability and newness.
While it is possible to have a monothematic sonata form (one theme for the 1st
and 2nd TA, sometimes seen in Haydn), there is usually a new theme.
Closing area: Serves to solidify/prolong the new tonic. There is often a new
melodic idea with a character of its own, however the closing theme is often
related motivically to what has come before. The harmonic content usually
consists of cadential progressions such as ii – V – I, with a pedal point often used
to confirm the key. Often, this feels less like a new theme and is more motivic
with shorter musical ideas.
A codetta may appear at the end of the exposition. A codetta is the last event in
the exposition and is a final prolongation of the tonic. Melodic material is
usually more figural than thematic.
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*When considering whether a section is a transition or 2nd TA, it may be helpful
to ask; Does the music sound like it has arrived? Or is it leading somewhere? Is
the music “at” something or “getting to” something? Is the key stable or more in
flux?

Development
The development is characterized by departure/exploration (often melodic,
harmonic, rhythmic, and tonal). The development is the most unpredictable area
of the piece, with conflicting moods, unexpected changes, restlessness, and an
increased level of dissonance and tonal instability. Themes from the exposition
are developed or “worked out,” often in unexpected ways. Often there are brief
stays in a key and frequent modulations/tonicizations, sometimes to remote keys.
The single tonality that is often avoided is the tonic, as it returns at the
recapitulation. Motives are treated in a variety of ways - below are just a few
ways in which a motive may be developed. New material may also be introduced
in a development. The development section often contains subsections of
contrasting motivic material, key, and mood.
-

fragmentation and sequence
combination
imitation, contrapuntal treatment
re-orchestration, re-voicing, change of register
reharmonization
change of key/mode
melodic inversion
augmentation/diminution

Retransition: The transition back to the home key. This passage functions as a
preparation for the recapitulation. The dominant is often prolonged.

Recapitulation
The recapitulation is the return/restatement of the material from the exposition
*in the tonic key*. This means that the transition from the exposition, which is
often modulatory in nature, is often altered or omitted. The transition can be
treated in the following ways in the recapitulation:
- Repetition: if the original transition did not modulate, it might be repeated.
- Recomposition: all or some of the transition might be recomposed.
- Omission: the transition may be left out, partially or entirely
- Transposition: all or some of the transition may be transposed

23

A coda may appear at the end of the recapitulation. The coda is the last event in
the movement and is often a final prolongation of the tonic. There is usually a
melodic, harmonic, or rhythmic idea that makes the coda distinctive. A codetta
has the same function as a coda, thought it is usually smaller in scale and
concludes a section of a piece rather than the whole.
Note: A monothematic sonata form is a movement with only one theme – the
theme is often transposed for the 2nd Tonal Area. The monothematic sonata form
was used occasionally Haydn in his symphonies.
Differences from ternary form:
1) The first and third (expo and recap) sections are tonally different. The first
moves from harmonic stability to tension and does not end on the tonic, while the
third resolves harmonic tension of the first and remains largely in the tonic.
2) The middle section is not simply a contrast to the outer ones, but a
continuation and heightening of the tension created in the exposition.
Development of motivic material is employed to a greater extent in sonata form.
Mozart K. 333 Questions

Locate the following in the exposition and provide the key for each section
(except the transition)
1st Tonal Area
Transition
2nd Tonal Area
Closing section
Codetta
What are the phrase structures of the 1st and 2nd TAs?
Locate the two main subsections in the development? What music is developed in
each?
The development starts in F Major and is quite tonally unstable. What are the
keys (these may be short lived and not use the tonic chord) at the following:
mm. 76-78 _____
mm. 79-87 ______
What is the harmony at the end of m. 80, 82, and m.84 that pushes strongly to
the dominant?
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In F Major, what are the chord at m. 67 and m. 69?
Where does the retransition occur and how do you feel it prepares and leads back
to the recap?
Where do you think the coda starts in the recap?
Haydn Piano Sonata no. 36 in c# minor questions
Where do the following occur?

1st Tonal Area______
Transition to 2nd Tonal Area_____
2nd Tonal Area_____
Closing section_____
Codetta
Development ____
Recapitulation_____
Coda_____

key ______
key ______
key______
key______
-----------key______
key ______

Questions
Development:
1) There are 2 subsections, where are they and what is developed in each?
2) The chord at the end of 40 and in 41 is a V7 in D. Why does the G change to
Fx and what does this chord become in the key of c#?
3) Why is the move to g# min at m. 44 a surprising change?
4) The key of c# comes back at m. 59, why is this unusual?
5) Is there a retransition? Why or why not?
Recap:
1) Talk about the 2nd TA in the recap. Is it there? What is in its place?
2) What do you feel is noteworthy/interesting about this recap?
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Form and Analysis – Beethoven Pathetique
Beethoven no. 8 op. 13 (The Pathetique Sonata)
- Written in 1798
- This sonata showed Beethoven rising to new levels of originality and
shows the transition into what is considered Beethoven’s his middle
period. This sonata begins moving past the strong Haydn/Mozart
influence seen in his earlier piano works.
- The power of the 1st movement amazed contemporaries – it features a
sense of power mixed with gentle, lyrical passages. The name
Pathetique derives from the term pathos, meaning the moving of
feelings, particularly the feelings of sympathy for suffering.
The Pathetique sonata expands on the sonata form seen in Haydn and Mozart in
several ways. These include the use of an introduction that reoccurs throughout,
the use of more distant keys, and the use of another key area in the recapitulation.
Movement 1 – Sonata form
Exposition
- Slow intro mm. 1-10. Notice the movement from c minor to Eb.
- 1st TA at m. 11
- Transition at m. 35
- 2nd TA at m. 51. The key here is Eb minor, not the relative major key
that is the norm. The 2nd TA settles into the relative major at m. 89.
- The intro returns at m. 133 before the development, this time leading
to some new keys.
Development and recap
- The development occurs at m. 137. Various ideas are developed,
including development of music from the transition. The development
is quite short, though with a long retransition at 167 (notice the
dominant pedal). The primary keys emphasized in the development are
e minor, g minor, and f minor.
- The recap is at m. 195 with a 2nd TA at m. 221 that starts in f minor!
- The piece concludes with a return of the intro.
Movement 2 – 5-part rondo form
-

Start “big” by finding A returns
Next, where is the B section? C section? Keys of both sections? Where
is the coda?
Zoom closer, is there a transition to B? C?
Is there a retransition to the A sections? How does it prepare?
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-

What is the phrase structure of the opening? How is mm. 9-16
different from mm. 1-8?
How is A different on the returns? Why do you think these are
different?
Examine the modulation at 41 – what are the keys? How does it
modulate?

Aural ID of Mozart Symphony 27
Transition to 2nd Tonal Area
2nd Tonal Area
Closing section
Codetta
1st Tonal Area repeat

_____
_____
_____
_____
_____

Development
Retransition
Recapitulation
2nd Tonal Area repeat
Coda

_____
_____
_____
_____
_____
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Form and Analysis – Rondo Form
“Variety is the spice of life” and “there’s no place like home” are two popular sayings
that convey different meanings. Although most of us desire new experiences to keep life
interesting, we also need frequent returns to the familiar so that our lives don’t feel like
they’re becoming too chaotic. The balance of variety and return – so fundamental to
human nature – is reflected not only in ternary form but also in rondo form.”
- Steven Laitz, The Complete Musician
Rondo form features a recurring refrain separated by intervening episodes that serve
as digressions/contrast to the main melodic material. Characteristics of the rondo can
be traced back to the medieval rondeau of the 12th and 13th centuries in the songs of the
French troubadors. The Baroque rondeau consists of a recurring refrain separated by
contrasting material (called couplets), and was often light and cheerful in character.
Rondo form was used extensively throughout the classical period, often in final
movements to provide a lighter balance and finish to more complex first movements
and more serious slow movements.

The 5 Part Rondo - A B A C A
Refrain (A)
The main section that. Returns throughout. The refrain is usually a well-defined,
complete melody – often a double period or a small binary or ternary form.
First episode (B)
This is the first section of contrast and contrasting sections in rondo form are known as
episodes (we know this term from fugues where episodes featured a break from the
subject). This section is usually in a related key and there is usually a contrast in
melodic material, character, key, rhythm, and texture. The key is normally closely
related, often in the dominant or relative major/minor.
Refrain, 1st return (A)
The return of the refrain is often shortened or varied, but is almost always in the tonic key.
Second episode (C)
Usually the longest, most complex, and most tonally distant episode (often in one or
more unrelated keys). It may be thematic, developmental, or both. It is usually a selfcontained unit (a sectional binary or ternary).
Refrain, 2nd return (A)
The second return of the refrain is often shortened or varied, but is almost always in the
tonic key.
Transitions
Rondo transitions function similarly to transitions in sonata form and are often
modulatory. Transitions are not always present.
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Retransitions
The transition back to the refrain (A) may be thematic material or may simply be a
cadential extension. As with the transition, the retransition may be left out.
Codas, introduction
As with sonata form, there may be an introduction or a coda in a rondo.

Beethoven Pathetique Sonata, op. 13 mvt. 2
ID all main sections

Start “big” by finding A returns. Next, where is the B section? C section? Keys of
both sections? Where is the coda? Zoom closer, is there a transition to B? C? Is
there a retransition? How does it prep?
• What is the phrase structure of the opening? How is mm. 9-16 different from mm. 1-8?
• How is A different on the returns? Why do you think these are different?

The 7 Part Rondo/Sonata Rondo form (A B A C A B A)
This is known as sonata rondo form when 1) the C section is highly
developmental in nature and 2) the B section returns in the tonic key.
This is a sort of hybrid of the two forms. Sonata rondo form is used almost
exclusively in final movements of symphonies, concertos, and sonatas. This form
was commonly used by Mozart and Beethoven and almost always contains a coda.
There are exceptions to the above 5 and 7-part rondo, such as ABABA, ABACADA.
Expo
A
B

Dev
C

A

Recap (with B now in the tonic key)
A
B
A

Mozart K.333 mvt. 3
Find all major sections (as well as transitions and retransitions) and key areas
A

B
-

A

C

A

B

A

Locate transitions, retransitions….
How is the C section developmental?
How (and why) does the transition change throughout the piece?
There are a few recap “fake outs” (called a false recap)- where are they?
What are some of the chromatic chords at the passage at 37?
How does Mozart move into the key of the C section?
How does this movement marry aspects of sonata and rondo form?
What is concerto-like about this movement?
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Form and Analysis – The Concerto
The concerto is not a form, but rather a medium for application of forms and
procedures. Concertos feature the opposition of two elements, the soloist or
group of soloists, and the orchestra/large ensemble.

The Baroque Concerto
Origins of the concerto trace to the mid 17th century. Rapid development of
instrumental technique, especially with the violin, led to the display of this
virtuosity in the concertos of Corelli, Torelli, and Albinoni. Vivaldi was the first
to establish the three-movement concerto of fast outer movements with a slow
middle movement. The solo element of Baroque concertos is a small group of
instruments called the concertino. The tutti element is called the ripieno or
concerto grosso.
The central idea of the Baroque concerto is the ritornello (return) in the orchestral
section. Fundamental to ritornello structure is the alternation of passages
containing the thematic material of the movement (ritornello) with music that is
largely new (episodes). The ritornello is normally heard in full and in the tonic key
at the beginning, with often shortened returns in related keys throughout the piece.
The ritornello’s final return is often in the tonic and complete.
Most often the concertino group doubles the orchestra in the ritornello section,
though sometimes, as in Bach’s 2nd Brandenburg concerto, the group of soloists
play different thematic material. The solo sections can expand on themes from
the ritornello or have their own melody. Normally the first and last ritornellos
are in the tonic key.
Vivaldi: La Stravaganza Concerto op. 4 no. 12 (concerto for solo violin, strings,
and continuo)

R1
abca

E1

R2

E2

R3

E3

R4

E4

R5

Bach Brandenburg Concerto no. 5
"I feel that the Fifth Brandenburg Concerto is the most modern of all. Bach did borrow
quite a bit of Vivaldi in it, but it does remain the first clavier concerto in music history. I
consciously say 'clavier' concerto, since back then every keyboard instrument was called
a clavier. So let's call it a harpsichord concerto. But the idea of suddenly making a solo
instrument out of an instrument that had been used in the ensemble only for the
thoroughbass – I find that incredibly modern. This piece is no longer a concerto in
which several soloists compete with each other and fight for preeminence. Here the
harpsichord very clearly dominates. Bach played this part himself and must truly have
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felt like an emperor of music whose stature could be questioned by no one." (Nikolaus
Harnoncourt)

- This work is the fifth of six concertos the composer dedicated to Margrave
of Brandenburg. The offering was likely a sort of application for
employment; Bach got no response, but these pieces have become some of
his best-known music.
- There are 6 Brandenburg concertos, each with a unique approach to
writing for the concerto grosso and a different set of instruments.
Brandenburg 5 has a concertino of flute, violin, and harpsichord.
- It is the only one of the six pieces to have any solo material given to the harpsichord.
- While the entrances of Vivaldi's ritornellos tend to be clear cut and his textures
more homophonic, Bach often fades the ritornellos in and out in this movement.
- Note throughout how Bach teases the listener into expecting a return of the
ritornello. Often, the ritornello will sneak into the texture, instead of making a
powerful statement. Another way in which Bach's concertos differ from Vivaldi's
is the way in which he incorporates the ritornello into the soloists' material - in
this way the episodes seem to emerge from the ritornello, rather than stand in
contrast to it. http://www.toddtarantino.com/hum/brandenburg5.html
- The concertino of flute, vln, harpsichord are submerged in the ripieno
during the tutti sections and while he gives the soloists new material, he
accompanies these sections with segments of the opening ritornello.
from Analytical Notes by Virginia Lakeman
https://www.coursehero.com/file/35606356/Brandenburg-Concerto-MusicAnalysisdoc/
- The ritornello returns, but it becomes increasingly shorter as the piece goes
on. (These can be spotted on the score easily for the harpsichord part is
written in these sections as a figured bass only.)
- There is a long and very adventurous harpsichord solo right before final
ritornello (this is quite long for Baroque cadenza standards).
- The piece includes 9 rits, 9 solos, one huge cadenza. This is much larger in
scope than the Vivaldi above!
R1
I
Cad.
V/I

E

R2
V

E

R3
V

E

R4
vi

E

R5
I

E

*
iii

R6
V

E

R7
I

E R8
I

R9
I

*is an extended minor section and an extension of the episode. This seems like the “far
out” point of the piece

E
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The Classical Concerto
Though the solo concerto was employed in the Baroque period, it was not until
the Classical period that it gained prominence. The classical concerto is typically
in three movements (fast-slow-fast), with the first movement exhibiting sonata
form characteristics. The first movements of classical concertos can be looked at
as a hybrid of the Baroque ritornello and Classical sonata form; the back-andforth idea of the ritornello is present, as are aspects of sonata form such as
development, tonal conflict, etc….
Classical concertos often contain what is called a double exposition. This is
when the orchestral tutti presents an exposition in the tonic key and is followed by
another exposition with the orchestra and soloist that modulates to the dominant or
relative major. These may contain different themes or they may share themes.
The recapitulation brings back ideas from both expositions in the tonic key. An
outline of the classical concerto is below; concertos often differ significantly from
one another and may vary a great deal.
From William Caplin’s Classical Form
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This form is often called Classical Concerto form

Exposition

Ritornello 1 (expo 1) - opening orchestral ritornello in the tonic key. Exposes much,
though rarely all, of the ideas for the movement. Lacks the tonal conflict of a sonata
form exposition as it stays entirely in the tonic key.
Solo section 1 (expo 2) – This is the second exposition that features the soloist. This
exposition is modulatory and features many of the traditional aspects of sonata form.
R2 (2nd orch. Ritornello) – often functions as a closing section. The orchestra often
presents its “own” music, sometimes with intensified dynamics, and now participates in
the tonal conflict by reinforcing the new key.

Development
S2 (solo development) – similar to development from sonata form, though often more
improvisatory in character.

Recap
R3/S3 (recapitulation of the soloist and orchestra ) – themes and ideas from both
the solo exposition and orchestral ritornello are brought back in the tonic key.
R4 (4th orch. Ritornello) – Often functions as a closing section or coda, reinforcing the
tonic key. This is often interrupted by a cadenza (though a cadenza may come before the
ritornello).
Overview:

Exposition
R1 S1 R2

Development
S2

Recap
R3 S3

R4

Cadenzas
The cadenza is a passage/section performed by the soloist most often interrupts the
final ritornello, though it may come immediately prior. Cadenzas tend to be virtuosic
and improvisatory and are traditionally located near the final cadence in concertos
(often between a cadential 6/4 and a V). Cadenzas tend to develop primary melodic
ideas of a movement and usually close with an extended trill on the dominant chord.
Cadenzas have changed considerably from the Baroque period to the present day.
Cadenzas were often truly improvised by the performer in the Baroque and the
Classical period, but in concertos from the Romantic period on, the composer tended to
write out the cadenza as part of the published music (Beethoven was the first to do so).
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Cadenzas in the Baroque period tend to be short (or very short); in the Classical
period cadenzas became quite a bit longer; and in the Romantic period to the
present day, cadenzas vary greatly from short to extremely long (most are fairly
long). Baroque cadenzas tend to have one part, while classical, romantic, and
modern cadenzas usually have two or more parts.
Mozart: Piano Concerto K. 488
At what times do the trans., 2nd TA, and closing happen in the 2nd (solo) exposition?
R1
Expo1

S1
Expo2

1st TA 0:00
2:06
trans.0:35
_____
nd
2 theme 0:57
_____
Clos. section 1:28 _____

R2

S2
Dev.

R3.
Recap

4:18

4:44

6:17

S3

R4

8:57 (cad. at 9:23)

* While it is common for the solo exposition to have some differing thematic material from
the orchestral expo, the melodic material in this concerto is the same between both
expositions.
* Notice the material that returns in each ritornello – the transition material for R2, the
1st theme for R3, and the transition material again for R4.

Orchestral exposition material. *These themes are the same in the solo
exposition (expo #2 of the double exposition) except that this section modulates.

1st theme
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Transition

2nd theme

New theme in the development
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Form and Analysis – Song forms, theme and
variations, Chopin, Schubert’s Der Doppelganger and

Death and the Maiden

Some Traits of the Romantic Period

 More emphasis on individuality and personal expression
 Extension of key relationships with less emphasis on closely related keys and more







emphasis on distant and chromatic mediant relationships
Increase and intensification of chromaticism, more use of linear chromaticism and
linear harmonies
More coloristic use of harmony (as opposed to functional)
Some composers felt restricted by classical forms and broke away from them (Wagner,
Liszt), while composers such as Brahms used traditional forms in new and expanded ways.
Avoidance/delay of chord resolutions and cadences and the weakening of the
tonic/dominant role.
Increased importance of NCTs (longer, more frequent) that often blur the harmony
New genres of music such as the song cycle and tone poem and an increase in
programmatic music (music with extramusical connection that is “about” somethingliterary, a legend, a scenic description, etc.)

Chopin (1810-1849) wrote almost exclusively for the piano and tended to write in
simple, straightforward, small-scale forms. Many of his mazurkas and nocturnes tend
to be in ternary form. Below are some of the types of piano pieces written by Chopin.
Nocturnes: Pieces meant to be evocative of the night with song-like, lyrical right
hand melodies.
Mazurkas: Chopin based his mazurkas on the traditional Polish folk dance, also
called the mazurka. both the traditional mazurka and Chopin's version contain a
great deal of repetition. This can mean repetition of a single measure or small group
of measures, repetition of a theme, or even repetition of an entire section.
Preludes: Chopin's 24 Preludes, Op. 28, are a set of short pieces for the piano, one in
each of the twenty-four keys, originally published in 1839.
Etudes: Chopin wrote three sets of études (solo studies) for the piano published
during the 1830s. There are twenty-seven compositions overall, comprising two
separate collections of twelve. While etudes are pieces used to develop a performance
technique, Chopin’s etudes extend much beyond this and are rich musical works.
Impromptus: Chopin’s impromptus are expansive works and are often longer than
the nocturnes and shorter than the ballades and scherzos. These pieces have an
improvisatory, free-form character and offer some hints of impressionism to come
many decades later.
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Waltzes: Chopin’s waltzes are usually moderate in length and adhere to the
traditional 3/4 waltz time, but are quite different from the earlier Viennese waltzes
in that they were not designed for dancing but for concert performance.
Ballades: The term ballade was used by Chopin in the sense of a balletic interlude or
dance-piece. These pieces are often in ternary form and often combine the dramatic
and the lyrical.

We will look at the piece we saw in the Zander video at the beginning of the
semester which is an example of a 1-part form with harmonic interruption. In
a one-part form there tends to be one “thing” happening, in this case a melodic
descent that gets interrupted.
Our analysis will be approach from a slightly Schenkerian perspective.
Schenkerian analysis is a method of musical analysis of tonal music based on the
theories of Heinrich Schenker. The goal of a Schenkerian analysis is to interpret
the underlying structure of a tonal work. A Schenkerian analysis of a passage of
music shows hierarchical relationships among its pitches, and draws conclusions
about the structure of the passage from this hierarchy. The analysis is
demonstrated through reductions of the music, using a specialized symbolic form
of musical notation that Schenker devised.
Chopin: Prelude in E minor
Some points:
1) This piece features a structural melodic descent from 5 to 1, structural
meaning that not every pitch descends, but there is an overriding melody
that moves from 5 to 1. Find this melodic line,
2) You will notice that the melody moves down to scale degree 2 in m.11 but
does not reach 1. Instead, the motion to 1 is interrupted - we arrive at a
big half cadence at m. 12 and the descending line starts over again. What
note is conspicuously absent from m.12 (all other e minor pitches are
used)? Why?
3) Look for the structural melodic line in the 2nd half. The melody finally
reaches 1 at what measure? Why is this both an arrival and a frustration
for the listener?
4) Why might the piece have been less satisfying if it ended at m.21?
5) The chords at the opening result from linear chromaticism as all voices
chromatically descend. The harmonies are driven by this melodic motion.
These chords change one note at a time - this is sometimes known as
chordal mutation. RN analysis would be of no use (and impossible) here!
6) How many root position tonic chords are there? Why does Chopin begin
on G in the bass?
7) The chord at m.23 is weird and is a tweaked around Gr+6. What is
different about it?
8) There is a moment of silence – how does it feel? Is there a sense of
emptiness? Tension?
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Chopin: Prelude in E minor
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Schubert: “I feel myself to be the most unfortunate, the most miserable being in
the world. Think of a man whose health will never be right again, and who from
despair over the fact makes it worse instead of better, think of a man, I say,
whose splendid hopes have come to naught, to whom the happiness of love and
friendship offers nothing but acutest pain, whose enthusiasm (at least, the
inspiring kind) for the Beautiful threatens to disappear, and ask yourself whether
he isn’t a miserable, unfortunate fellow.
My peace is gone, my heart is heavy,
I find it never, nevermore…
so might I sing every day, since each night when I go to sleep I hope never again
to wake, and each morning merely reminds me of the misery of yesterday.

Schubert Der Doppelganger and song forms

Schubert (1797-1828) wrote over 600 art songs in his life and as we have seen in
theory class, text painting was often of the utmost importance to him. To get a
deep understanding of a vocal piece, we will obviously need to consider the text
and meaning of the poem while looking for ways in which the composers
musically depicts the story, mood, etc.. See the discussion of analyzing vocal
music in the Burkhart.
Formal types for songs are usually small and non-developmental. The following
are the most common:
1. Strophic: Same music for each different verse (or strophe). This is
typical of hymns, art songs, Dylan tunes, etc…. Schubert’s Nahe Des
Geliebten in the anthology is a good example.
2. Through-composed: A song is said to be through-composed if it has
different music for each stanza of the lyrics, with the changing music
often being reflective of changes in text. Through-composed music is
relatively continuous, non-sectional, or non-repetitive music (although
there are most always unifying repeated ideas). This is in contrast to
strophic form, in which each stanza is set to the same music.
3. Modified strophic: This is a middle ground between strophic and
through-composed where there is some repetition and significant
changes throughout. In modified strophic form, the repeated sections
of music are often varied or elaborated forms from the basic theme.
4. Binary
5. Ternary
Der Doppelganger (The Phantom Double): This song is part of the cycle
Schwanengesang (pronounced schwaan –ung-gusaang), though it was not
intended as a cycle by Schubert and instead were put together by a publisher.
The song is set in 3 stanzas and each stanza is treated in a different way; the first
is somber, the second the most dramatic, and the third provides climax and
balance. The second verse occurs at m.25 and the third verse occurs at m. 43.
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Alex Ross (from “Listen to This”): “In Der Doppelganger, the narrator see his
double and feels he has become a ghost himself, watching his own ridiculous life.
Setting the scene, Schubert writes and acutely unnerving progression in B minor
in which each chord has been lobotomized by the surgical removal of one
essential note. These chords draw a picture of a walking corpse.”
The night is quiet, the streets are calm,
In this house my beloved once lived:
She has long since left the town,
But the house still stands, here in the same place.
A man stands there also and looks to the sky,
And wrings his hands, overwhelmed by pain:
I am terrified – when I see his face,
The moon shows me my own form!
O you Doppelgänger! you pale comrade!
Why do you ape the pain of my love
Which tormented me upon this spot
So many a night, so long ago?

Consider the following:
1)
2)
3)
4)
5)

What gives the opening its stark mood?
What makes this piece passacaglia-like?
Is this through-composed or modified strophic? Why?
Where is there linear chromaticism?
Look at the chords the last 5 measures. What kind of summation, or
lack thereof, do you feel these chords supply?
6) Are there other moments of text painting that you notice?

Theme and Variations

Variation refers to the modification, upon repetition, of a musical idea. Variation
can be applied to musical events from a small motive to a large theme and is an
essential element to music of all genres/forms, both jazz, rock, and classical.
Often theme and variations are part of a multi-movement work, a movement in a
sonata or suite, though they also appear frequently as independent compositions.
All variations have fixed elements (elements which have remained intact) and
variable elements (elements which have been altered). The last variation is
generally longer and more elaborate than those preceding it. A variation may be
closely related to the theme or it may differ to the point of being unrecognizable.
The following are some of the various musical elements that can be varied:
-

Melody (structural or surface)
Rhythm

41

-

Harmony
Tonality/mode
Orchestration/register
Texture
Dynamics
Articulation
Form

Sectional variations – variations where there is a clear cadential break between variations.
Continuous variations – variations with no break, often cadences are elided

Schubert’s Death and the Maiden
THE MAIDEN
Pass by, ah, pass by!
Away, cruel Death!
I am still young; leave me, dear one
and do not touch me.
DEATH
Give me your hand, you lovely, tender creature.
I am your friend, and come not to chastise.
Be of good courage. I am not cruel;
you shall sleep softly in my arms.

From https://www.brentanoquartet.com/notes/41chubert-quartet-d-810death-maiden/
The second movement is responsible for the nickname of this quartet, “Death and
the Maiden,” since it is a set of variations on Schubert’s song of the same name.
Rhythmically it proceeds in dactyls, the metrical foot of ancient Greek elegiac
poetry. In the song, Death approaches a young maiden and says to her “Give me
your hand, you lovely, tender creature. I am a friend and come not to punish. Be
of good courage, I am not cruel; you shall sleep softly in my arms.” The
treatment of this theme here reveals the full ambiguity of the idea of Death in
Schubert’s music, at once terrifying and consoling. The theme is presented as a
hushed chorale, austere and inexorable. A breathless, gasping variation follows,
and then one with the original theme sung in the cello while the other
instruments provide a richly textured, yet delicate accompaniment. The full fury
of Death is unleashed in the third variation, the rhythm of the theme repeated
obsessively four times as fast, with the delicate answers in the first half of the
variation disappearing in the second. An exploration of a possible sense of final
peace is allowed before a terrifying, inevitable but very slow building to the
climax of the movement. Its denouement glistens with the ambiguity of
resignation which is both tired and finally at rest.
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From https://bis.se/42chubert-death-and-the-maiden
At the end of Matthias Claudius’s poem, which Schubert had set as a 20-year-old
in 1817, Death cradles the Maiden in his bony embrace. And her fear, in the first
verse, of encountering his tomb-cold touch is mirrored by his desire for her in the
second. In Schubert’s life time, death was a constant presence in everyday life and
even a young person like himself would have encountered it at close quarters – in
fact, his own mother had passed away when he was only 15.
When Schubert returns to the song in 1824 and starts work on the string
quartet, death has nevertheless grown even more real: in the meantime he has
become acquainted with pain and disease during the bouts of the syphilis that he
knows will kill him. He turns the song into a set of variations, preceding it with a
ferocious Allegro, and following it with a Scherzo and a Finale that have been
described as ‘the dance of the demon fiddler’ and ‘a dance with death’.
From https://ocw.mit.edu/courses/music-and-theater-arts/21m-350musical-analysis-spring-2008/assignments/amick_final.pdf
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Below are excerpts from the theme and all variations
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Theme

Variation 1
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Variation 2

Variation 3
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Variation 4

Variation 5

Movement 1 (Schildt)

The first movement is one of power and intensity while also displaying Schubert’s
characteristic changes of mood. This contrast can be heard when comparing the
dramatic, forbidding 1st TA with the playful, hopeful, and gentle 2nd TA. As is
often the case with Schubert, he bends sonata form to his personal style and we see
numerous “expansions” of the traditional. Below are some aspects of this
movement that are worth considering before listening with the score.
-

-

-

The opening triplet motive permeates a great deal of the piece and is used
with the repeated pitches (vln.1, m. 1), descending steps (vln. 2, m.1), and
inversion with ascending steps (vln.1, m. 18). It is also augmented as in m. 8.
The motive can be heard in 49 of the first 60 measures! Notice how there are
empty chords at the opening, as see in Der Doppelganger.
There are three tonal areas in the exposition in D minor, F Major, and A
Major (F to A Major is a characteristic Schubert chromatic mediant). The
expo concludes in the key of A minor! In addition, there is are long transitions
in the expo.
The development utilizes ideas from throughout the expo, including the 2nd
TA melody and transition. It explores the keys of A minor, F# minor, C#
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-

-

minor, E minor, and a surprising return to D minor before the recap. After D
minor, there is some tonal instability before a retransition with a dominant
pedal leads us back to the main theme. Notice the chromatic mediant
relationships between the keys of A min and F# min and C# min and E minor.
The recapitulation also features some tonal surprises and does not follow the
conventions of having the recap entirely in the tonic. Schubert loves to
combine conflicting moods and the recap has the seriousness and anguish of
the expo with tints of major optimism. The 2nd TA is in D Major and the 3rd
TA is in Bb Major!
The key of D minor returns right before the coda and is 45-measures to give
the piece its needed sense of conclusion after all of the tonal exploration of the
recap. The rhythm significantly slows in the conclusion and seems to set up
the pace for the funeral procession-like feel of the 2nd movement.

Formal Chart
Exposition mm. 1 - 140
1st TA
transition
2nd TA
transition
3rd TA

m.1
m.25
m.60
m.83
m.102

D min
in flux
F Maj
in flux
A Maj (ends in A minor)

Development mm. 141 - 197
Recapitulation mm. 198 - 341
1st TA
transition
2nd TA
transition
3rd TA
Coda

m.198
m.209
m.218
m.241
m.260
m. 299

D min
D Maj
D Maj
D min
Bb Maj
D min

Characteristics of Brahms’ Style (Brahms: 1833-1897)
During the late Romantic era, Brahms and Richard Wagner (1813-1883) could
be viewed as inhabiting different sides of the musical landscape; Wagner being
the more radical composer who stretched tonality and pushed boundaries, and
Brahms being the more conservative, backwards-looking composer. That being
said, Brahms’ use of rhythm and meter was forward-looking, with considerable
use of ambiguity of meter and use of polyrhythms. In this way, the music of
Brahms is an interesting mix of both progressive and conservative.
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1) As stated above, Brahms is a composer who is an interesting mixture of old
and new. His music is not programmatic and he wrote in all major genres –
song, symphonies, chamber music, choral, solo piano, etc.. – with the exception
of opera. He wrote four symphonies, the first written in 1876 when he was forty
three years old. His music is highly developmental and many of his multimovement pieces are quite long.
2) The interview we watched discusses Brahms as “autumnal” and a “master of
nostalgia.” I think these are very fitting in describing Brahms’ style and there is
a sense of loss, longing, and nostalgia in many of his works.
3) Rhythmically, Brahms' music often utilizes polyrhythms and frequent
syncopation. There are very often 3 against 2 or 3 against 4 rhythms (a helpful
hint on Piano Puzzlers!). Brahms also displaces phrases/melodic lines with
respect to the normal accent in the measure. So, you might get a sense of 1-2-3,
1-2-3, though starting on beat 3 rather than beat 1. This gives the music an
sense of unease or unrest before it settles back into its regular alignment. This
temporary unsettled quality, followed by a “locking back in” is typical in
Brahms. Normal metrical accents may also be displaced to change the basic
meter; for instance, 6/4 may be changed to 3/2 by means of accent. Brahms is
also fond of ending a phrase on the weak beat, often uses melodic elision (or
overlapping of phrases), and phrases of irregular lengths.
4) Harmonically, Brahms music is often rich and lush, with very full harmonies and
often thick, heavy voicing and lots of low, dark voicings. To me, this contributes to
the autumnal quality I hear in Brahms. Many of his voicings could be considered
traditionally muddy or bottom-heavy, though these voicings are used very
intentionally and sound rich and dark rather than muddy. The inner parts in
Brahms’ music often contain considerable counterpoint, adding to the sound
qualities mentioned above. Though his harmonies are often full, Brahms counters
this by sometimes employing incomplete chords which can leave harmonies
sounding ambiguous. For example, arpeggios and openings of pieces are
sometimes left tonally inconclusive by omitting one or two notes. Brahms often
uses mode mixture or mode change for color/mood changes in his music and his
use of distant key relationships can often be striking and surprising.
5) Brahms uses sonata form in much of his instrumental music (symphonies,
chamber music, sonatas) but with some changes and expansion. Brahms often
deviates from the normal tonal scheme of sonata form and uses extensive codas.
Brahms is quite traditional in his use of form and there is a backwards-looking
sense to this aspect of his music. Whereas Brahms’ use of rhythm has progressive
qualities, his use of form could be considered somewhat conservative, though
there are interesting and idiosyncratic ways he adapts these traditional forms.
6) In his variations, Brahms follows the theme with variations of highly
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contrasted characters, often remotely related to the original. This procedure is
quite different from the approach of the 18th century where composers generally
slowly moved further away from the original theme.
From Robert Schumann, Oct. 28 1853 in “New Ways” in the New Music Journal
…..there should and must suddenly appear one who was appointed to articulate the
highest expression of the times, one who would bring us mastery not in gradual
developments, but rather, like Minerva, springing fully armored from the head of
Zeus. And he came, a youngster whose cradle was watched over by heroes. His name
is Johannes Brahms, he came from Hamburg, creating there in dark tranquility, but
shaped by an excellent and enthusiastic teacher, who had been recommended to me
previously by a known and revered master. He bore all indications, also externally,
every sign that would announce to us: this is a chosen one…..We were drawn into
ever more magical spheres. There came about an entirely brilliant performance that
made the piano into an orchestra with lamentation and loud, jubilant voices. There
were sonatas, or veiled symphonies, — songs, whose poetry one would understand
without knowing the words, although a deep song melody runs through everything,
— particular piano pieces, of a partly demonic nature from the most gracious form,
— then sonatas for violin and piano — quartets for strings — and each so different
from the other, that they seemed to stream from every possible source, and then
they appeared, as he united them, as one roaring current, all as to a waterfall,
bearing the peaceful rainbow over the downrushing torrent, where butterflies play
about its banks to the accompaniment of nightingale songs.

Brahms Intermezzo op. 118 no. 2 questions
1) What is the overall form? How does each larger section break down?
2) The main motive of the piece is only 3 pitches, listen to how it is treated and is
varied. Where is it used in inversion?
3) Listen for moments of metric/rhythmic dissonance. Where is there a feeling of
a downbeat not on 1?
4) There is an avoidance of authentic cadences. Where do you expect one and not
get it? Where do you get it?
5) Listen for moments of linear chromaticism and chromatic lines that drive the
harmony – do you hear a section where this is important?
6) Where is the “far out” point?

Brahms clarinet quintet guided listening
By Misha Amory, from https://www.brentanoquartet.com/notes/brahms-clarinetquintet-opus-115/

Brahms’ Clarinet Quintet is one of his final works, written as part of a surprising
re-emergence from retirement. In 1890, with the completion of his superb Viola
Quintet in G, he declared that his creative output was at an end, and that (at age
57) he would spend his remaining days ordering his affairs and his earlier
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compositions, and relaxing. However, on a visit to Meiningen, he heard an
amazing clarinetist, Richard Mühlfeld, and was inspired by this artist to return to
composing. It is to Mühlfeld, whom Brahms affectionately named “Fräulein
Klarinette”, that we owe the Clarinet Trio, the Clarinet Quintet, and the two
Clarinet Sonatas, and indirectly the other music from this time – the sublime
piano music of opp. 116-119 and the Four Serious Songs.
Many have argued that the Clarinet Quintet is Brahms’ most profound chamber
work, despite a number of awe-inspiring rival claimants (the Horn Trio, the G
Major Sextet and the C minor Piano Quartet spring to mind, among others). The
work as a whole possesses a unique collection of affects. It is an
oversimplification to describe it as melancholy and autumnal, although this is
part of the truth; in fact, there is a great depth of sadness in the piece, which may
not be felt in every bar but is never far from the surface. At the same time,
though, the music is constantly energized by rhapsodic, wild gestures and
flickering textures; our tragic hero, if there is one, is driven to wander restlessly,
not stay at home.
Another striking feature of the work is its constant sliding between major and
minor modes. Even at the opening, it is not immediately clear if we will be in D
major or b minor, and in fact the first entrance of the clarinet is a tantalizing,
upward D major arpeggio, a gleam of light in a minor phrase. Later in the
movement, before the return of the opening material, a phrase between the
clarinet and cello in B major offers a brief Elysian vision before the two
instruments spiral hopelessly downwards to the parallel-minor home key, and we
are back where we started.
Perhaps most amazing of all, in spite of the freedom of gesture and emotion, in
spite of the immense textural palette that is brought to bear, there is no
mistaking the tightly bound quality of the work, the sense that there is no
escaping fate here. The main themes from all four movements can be seen to be
closely related in their basic contours – particularly the first and last movements
– and the middle movements are each monothematic, as the middle sections of
each are variations on the opening materials. The key structure, also, has a
rigorous feel — the movements are in b minor, B major, D major (strongly
tending towards b minor) and b minor, respectively. Most dramatically, the final
movement, a carefully unfolding set of variations, reverts suddenly and
shockingly, at the end, to the music of the first movement; and after a recitativelike passage where a crucial question seems to be asked, ends almost exactly as
the first movement ends. Thus we have no sense of having arrived at any kind of
solution or victory—the usual idea in an evolving four- movement 19th-century
form – but quite the opposite, of having been brought fatefully back to earth,
where we started, albeit deeper and richer for the experience.
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The exposition is mm.1-71, Development 71-136, Recap 136 to end. In the
exposition, the 1st TA is at the beginning, transition at m.25, 2nd TA m.36,
closing m.59. Notice how the transition is quite thematic and how very different
it sounds when it is used in the development!
1) Brahms achieves a “dark” color in this piece and many of his works, listen for
the low voicing, low 3rds such as at m.98, and lots of inner voice activity.
2) Listen for examples of rhythmic dissonance and metric conflict (feeling of a
downbeat on an offbeat, obscuring of the downbeat, etc..). Some instances are:
1. at mm. 38 phrases with phrases beginning on the sixth 8th note of the
measure. 2. mm. 58-62 where the downbeat is heard off of beat 1 (again, on
the last 8th of the measure) 3. m. 84 where the feeling of the downbeat is
blurred and obscured.
3) Listen to the use of irregular phrase lengths at the opening.
4) The development subsections are very much separated by textural changes.
These subsections are at m.71 and m.98. Listen to what material is developed
in each? The transition material is developed in the 2nd subsection, as
mentioned above, notice the very different character of this music. The key at
this subsection is Db, which could tonally be considered the far-out point.
5) The home key of this piece is B minor and the 2nd key of the recap is not in the
home key as expected, but rather is in G Major.
6) There is a very long coda here starting at m. 188, why might a long coda
needed? How does it provide closure?
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Form and Analysis – Debussy and Ravel
Debussy (1862-1918) –"I am more and more convinced that music, by its very
nature, is something that cannot be cast into a traditional and fixed form…. it is
made up of colors and rhythms. The rest is a lot of humbug invented by rigid
imbeciles riding on the backs of the Masters”
“The best thing one could wish for French music would be to see the study of
harmony abolished as it is practiced in conservatories. It is the most ridiculous way
of arranging notes. Furthermore, it has the severe disadvantage of standardizing
composition so that every composer, except for a few, harmonizes the same way.”
Debussy’s music seems to have one foot in the Romantic era and one in the 20th
century and his music was an inspiration to many composers in the early 29th
century. Debussy favored a general freedom from formal constraints, though he
often also uses simple forms such as ternary forms. His music generally avoids
traditional developmental techniques (very different from Brahms this way) and
while tonal, he often establishes tonality through non-functional means. Nonfunctional tonality refers to the establishment of a tonal center through pedal point,
repetition, dynamics, register, or any other means beside traditional tonic/dominant
relationships and chord function. Many of the characteristics below can also be seen
in the music of Ravel (1875–1937), though Ravel’s style is different in many ways.
Ravel was much more classical in his development of ideas and his use of form, and
some of his music owes more to the Baroque and Classical eras than Debussy’s.

Pitch materials (see Adv. Theory book for review)
-

-

Whole-tone scale: This scale contains no half steps and is therefore
tonally ambiguous. There is one enharmonically spelled augmented
second. There are only 2 WT scales before all pitches are duplicated.
Pentatonic scale: 5 notes, no ½ steps.

Modes: Debussy often employed the church modes in his music – Dorian,
Phrygian, Mixolydian, Lydian, Aeolian, Ionian, Locrian.

Harmonic techniques
-

Planing: chords moving in parallel motion. Diatonic planing remains in a
given key/mode while chromatic planing does not.
Extended tertian chords: 9th, 11th, 13th, chords. Often these do not resolve
Augmented chords
Added-tone harmonies: triads with added 2, 4, or 6
Quartal/Quintal harmonies: chords built in Perfect 4ths or 5ths

53

Form
-

-

-

Debussy’s forms are typically more irregular and fragmented than the
music of other composers we have studied. Debussy felt that forms should
evolve, as stated in his quote above. Some of his pieces have a wandering
quality with through-composed form used. In his smaller works, ternary
forms are sometimes used.
Development is often timbral and textural, rather than melodic, and there
is often avoidance of “traditional” development as seen in composers such
as Brahms or Beethoven.
Debussy’s form are sometimes mosaic-like with use of separate, selfenclosed units. Rather than develop an idea thoroughly, with a sense of
direction and transition to the next section, sometimes the music just
suddenly moves into something different melodically, rhythmically,
texturally, etc.. Even so, works are often held together by melodic,
rhythmic, and harmonic threads that provide unity.
There is often recurrence of melodic fragments in different settings and
contexts, giving these motives a different sound or mood when they reappear.

Debussy – Sarabande from Pour le Piano (1901)
1)
2)
3)
4)
5)
6)
7)

What is Debussy-esque about the piece?
What is the form? Label all large sections and small sections, including the coda.
What distinguishes large sections from each other?
What is sarabande-esque about the piece?
Discuss the voice-leading used by Debussy?
What is the mode at mm. 5-6 and mm. 35-38?
Where do you hear/see dominant 7ths that go unresolved?

Ravel – Sonatine mvt 1 (1905)
-

What is the melodic language – modal, whole-tone, major/minor? Atonal?
What is the mode at the opening?
Does it sound like this music “stays put” modally or moves around?
While staying with emphasis on f#, mm. 20-21 adds a d#. What mode
does this yield?
Just a few measures later, we see emphasis on A with G naturals. Mode?
How might you describe these harmonies from mm. 23-25? What about from
m.6-7?
Ravel’s music is much more formal than Debussy’s and the divisions are
clearer. This movement is a compact sonata form – the 2nd TA is m. 13,
where is the transition to this 2nd TA? The development is at m. 28 and
features much more movement between modes. Where is the recap?
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Form and Analysis - Stravinsky and The Rite of Spring
Stravinsky (1882 – 1971) is one of the most important and influential composers
of the twentieth-century and his music went through many transformations
during his career. Much of Stravinsky’s music is characterized by nondevelopmental block-like structure and he typically developed his material by
layering and recombining material in various ways, yielding a stratified/layered
musical texture. Many of his works are mosaic-like in form, meaning that there
are short, self-contained sections that abruptly end and progress to new sections
that differ in melodic material and texture. His music can be roughly divided into
three periods:
Russian period (1905 – 1920s): use of Russian themes/motives, colorful
orchestration (with similarities to his teacher Rimsky-Korsakov)
The Firebird Suite
Petrushka
Rite of Spring
Neoclassical period (early 1920s – early 1950s): attention to smaller chamber
ensembles, simplified textures, use of classical forms and harmonies with
interjecting dissonance
L’histoire du Soldat (A Soldier’s Tale)
Octet
Pulcinella Suite
Serial period (post 1952): flexible interpretation of serial processes, 5 and 7 note
rows
In Memoriam Dylan Thomas
Requiem Canticles
Agon
Harmony:
Polychords: Two or more harmonies sounding simultaneously, audible as two
distinct chords. Often polychords consist of two triads, though Stravinsky does
often employ quartal and tertian harmonies at the same time. His Petrushka chord,
named after its use in his ballet, contains two triads a tritone apart.
Quartal/Quintal harmonies: Chords built in P4ths or P5ths.
Added-tone chords: Triads/Seventh chords with an added 2nd, 4th, or 6th.
Scales:
Stravinsky often employed modes and pentatonic scales. He also employed the
octatonic scale frequently in his works.
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Rhythm:
Stravinsky, like other 20th century composers, attempted to break from the
restrictions of the barline. He often employed asymmetrical meters (5, 7) that
cannot be divided evenly into 2 or 3 beat groups and created rhythmic conflict by
moving through the barline, emphasizing downbeats other than beat 1, and
providing accents in unexpected places.
Polyrhythm/Polymeter: Polyrhythm and polymeter are two ways in which
Stravinsky created a sense of rhythmic conflict and uncertainty. Polyrhythm is the
occurrence of two or more different beat divisions simultaneously. This was
employed in the music of Chopin and Brahms, though the use of polyrhythm is more
complex with Stravinsky and other 20th century composers. In polymeter, two or
more meters occur simultaneously – these can be notated or implied. See the
Advanced Theory book for ways in which polymeter can be achieved and for review.
Tonal methods:
Stravinsky’s music (with the exception of his last period) is tonal, though through
non-functional means. This means that traditional harmonic relationships do not
establish tonality, but rather tonality is established via ostinato and pedal point (a
sustained pitch, often in the bass, as seen in many examples thus far in class).
Ostinato: Ostinato is a major trait of Stravinsky’s music. In short, it is a
melodic/rhythmic figure that is repeated a number of times (from 2 - ?).
Ostinatos in Stravinsky’s music are sometimes independent of the meter.
Bitonality: The implication of two different tonal centers at the same time. If
more than two keys, the term polytonality is used. This can be seen in many of
Stravinsky’s works, and contributes to the stratified/layered texture.
Pandiatonicism: The use of pitch material from any given scale or mode, though
lacking traditional harmonic/melodic relationships. It can be thought of as free
use of the pitches of a scale/mode, giving the pitches more equality than in
functional tonal music.
The Rite of Spring, Part 2
“The fragrance of freshly mowed grass dances tantalizingly through the air. Wildflowers bloom on the
side of the road. You put the Rite of Spring on and voila, the perfect soundtrack. And as you cruise along
in your new SL, you muse about life, which at this moment, seems pretty near perfect. ” Taken from a
misguided Mercedes Benz ad by someone who seems to be confusing Stravinsky and
Vivaldi!

The Rite of Spring (Le sacre du printemps) is a ballet by Stravinsky written in
1913. It was produced by Sergei Diaghilev for his Ballet Russes ballet company
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with choreography by Vaslav Nijinsky. The première involved one of the most
famous classical music riots in history. The intensely rhythmic score and
primitive scenario and choreography shocked the audience that was accustomed
to the elegant conventions of classical ballet.
The Rite of Spring portrays scenes among prehistoric Slavonic tribes, gathered
to celebrate the coming of spring. In the 1st of two parts, the choreography
represents dances and other rituals. The 2nd part focuses on the terrifying act of a
maiden chosen to dance herself to death to appease the Gods.
1) There are two sections, identify the beginning of the B section. What
musical elements separate the two?
2) There are three-elements that make up the texture that begins the
section. Stravinsky is known for this kind of layering, what are these
elements?
3) Examine the melody at m. 9 - how does it unfurl? This sort of additive
melodic process is common in Stravinsky, where he extends melodies
through repetition of small fragments, usually with pitch
modifications.
4) Notice the reharmonization at m. 24. Where else does Stravinsky
reharmonize this later?
5) Development in Stravinsky’s music often occurs through
recombination of motives, reharmonization, reorchestration, and
registral redisposition of the elements of the texture. In the B section
there are 4 ideas:
1) Motive A (m.27) 2) motive B (m.34) 3) motive C (bass m.3 4) Motive D
(64th notes end of m.37). Below is a chart showing how these motives are
used and combined.
m.27
Motive A
Motive A
----------------------

m.34
Motive A
Motive A
Motive B
Motive C

m.39
Motive D
Motive D
Motive B
Motive B
Motive C

m.40
Motive D
Motive B
Motive A
Motive B
Motive C

m.46
Motive B/D
Motive B/D
Motive A
Motive B
Motive C

6) Locate the ostinato in the bass at 38, which is 9 beats long and is
independent of the barline. Looking at the location of A-flat and E-flat
will show how the pattern occurs in different parts of the measure.
7) Examine some of the harmonies and Stravinsky’s use of polychords
such as at m. 16.
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Form and Analysis – Bartok and MFSPC
Bartok (1881-1945) was one of the most significant composers of the 20th
century and revived nationalism as a source of musical inspiration (a trend that
began with Glinka and Dvorak). In his search for new forms of tonality, Bartók
turned to Hungarian folk music and collected peasant music and other ethnic
music from Hungary, Romania, and other Slavic countries. Bartok, along with
Zoltan Kodaly, made arrangements of folk songs, compiled them, and integrated
many into his own works. Some of his works show this influence readily, while in
other pieces it is much more subtle or is not at all audible. Bartok’s music
extended tonality, and at times abandoned tonality, and his works range from the
tuneful and accessible (Romanian Folk Dances) to dense, chromatic, and more
challenging pieces (for some listeners) such as his string quartets and Music for
Strings, Percussion, and Celesta. He is known for his six string quartets,
numerous sonatas and concertos, his Concerto for Orchestra, Romanian Folk
Dances, and much more.
An important work by Bartok that often is used as an introduction to his
techniques is Mikrokosmos, a 6-volume collection of pedagogical piano works
that acts as a compendium of Bartok’s style and 20th century techniques. Bartok
is also known for his important 6 string quartets and orchestral music.
Stylistic traits:
1) Polyrhythm and metric displacement
2) Polymeter
3) Asymmetrical meters (3+2+2+3),
4) Quartal harmonies, triads with major and minor 3rds
5) Use of octatonic scales
6) Independent collections simultaneously (white vs. black keys,
separate octatonic collections in each hand)
7) Classical forms
8) Use of the golden mean
Golden mean (or golden ratio or golden section): a proportional relationship that
represents the division of a distance such that the larger section bears the same
proportion of the whole as the smaller section bears to the larger. This is
represented by the percentage .618. This is a relationship seen in nature and
architecture that is based on the Fibonacci series; a sequence of numbers first
created by Leonardo Fibonacci (fi-bo-na-chee) in 1202. The relationship appears
in biological settings such as branching in trees, arrangement of leaves on a stem,
the fruit spouts of a pineapple.
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.618
.382
_____________________/______________
See “Doodling in Math: Spirals, Fibonacci, and Being a Plant [1 of 3]”:
https://www.youtube.com/watch?v=ahXIMUkSXX0
Music for Strings, Percussion and Celeste mvt. 1
1) Observe the use of asymmetrical meters and frequent meter changes
2) It is a 6-voice fugue - look at the subject and its interval content and
listen for subject entries. We will observe this relationship on the
board.
3) Where is an extended episode and can you locate any stretto?
4) Where is the climax? What makes it climactic?
5) Look at subject inversion after the climax and the use of the original
subject plus inversion at m. 82.
6) There is an arch-like form and the Golden section is the climax that
happens roughly .62% into the piece.
7) The tritone is very important in this piece 1) The subject outlines A
to E-flat. 2) A marks the beginning and end of the movement and Eb
is the prominent pitch at the climax. 3) There is a “recap” at the end
that brings back the subject and outlines the TT again. This acts as a
sort of summation by presenting the subject and inversion together
and showing on a micro scale the tritone from A to Eb.
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Form and Analysis – Hindemith (1895-1963), Messiaen
(1908 – 1992), and Quartet for the End of Time
Paul Hindemith
Hindemith was a very influential German composer, performer, theorist, and
teacher. Hindemith helped to create a new conception of tonality by retaining the
traditional anchor of a tonic while using all 12 notes. His works and teachings in
the United States made him very popular, especially in the 1940s. Some consider
Hindemith to be a neo-classical composer and while, in my opinion, that
description fits in some ways, it doesn’t in others.
By 1923 Hindemith’s style adopted some of the forms, counterpoint, and rhythm
of Baroque music. In 1927 became professor of composition in Berlin and at this
point: 1) He wrote for instruments with deficient repertoire – sonatas for tuba,
trombone, oboe, bass, etc.. 2) He wrote the book the Craft of Musical
Composition that discusses some of his theoretical and compositional ideas. The
Craft of Musical Composition that argues in favor of tonal music (as opposed to
atonal music). He uses the overtone series to support his argument that tonal
music (not necessarily functional) is superior because of the laws of nature. He
argues that the triad is as fundamental to music as the primary colors to art.
Hindemith was one of the first to advocate for advanced degrees in
theory/composition and pushed for journals such as the Journal of Music
Theory. Later Hindemith came to America during WW2 and taught at Yale. He
wrote his Ludus Tonalis (translates to “tonal games”) in America in the autumn of
1942, providing a modern Well-Tempered Clavier and a realization of his
theories of tonal organization from The Craft of Musical Composition. Ludus
Tonalis offers a series of three-voice fugues in all 12 keys, but not in the order of
the ascending notes of the chromatic scale (like Bach's Well-tempered Clavier).
Instead, he uses what he calls his Series 1 that goes through an ordering of
pitches based on their “distance” overtone-wise from a tonic note (F# being the
furthest removed from C since he considers the TT the most distant interval).
Compositional traits:
- contrapuntally complex
-

tonal but non-diatonic; it is centered around a tonic, and modulates from one
tonal center to another like most tonal music, but uses all 12 notes freely
rather than relying on a scale picked as a subset of these notes
he classifies chords in six categories, on the basis of how dissonant they are,
whether or not they contain a tritone, and whether or not they clearly
suggest a root or tonal center
Hindemith's philosophy also encompasses melody--Hindemith strives for
melodies that do not clearly outline major or minor triads
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-

much of Hindemith's music begins in consonant territory, progresses rather
smoothly into dissonance, and resolves at the end in full, consonant chords
Hindemith music features prominent use of quartal harmonies

Between the fugues Hindemith places Interludes, in the tonality either of the
preceding or following fugue, or modulating between the two. The interludes are
in the form of character-pieces, including a Pastorale, a March and a Waltz, while
the fugues demonstrate different polyphonic techniques. In total there are12
fugues, 11 interludes, 1 prelude, and 1 postlude.

Olivier Messiaen (1908 – 1992)

Olivier Messiaen was an influential French composer, organist, and teacher
noted for his use of mystical and religious themes. As a composer he developed a
highly personal style noted for its rhythmic complexity, rich tonal color, and
unique harmonic language. Messiaen’s approach to form, like Stravinsky’s, was
often a mosaic approach with sharply defined, separated units. Messiaen’s music
is deeply religious and spiritual in nature and to Messiaen, music was not a
means of personal expression, but an objective “embodiment” of God’s universe.
His book The Techniques of My Musical Language (1943) methodically explained
many of his compositional techniques. Many of these are shown below.
1) Isorhythm: Messiaen often used the 14th-century technique of coupled
rhythmic and melodic patterns, often of different lengths.

2) Nonretrogradable rhythms: These are rhythmic patterns that are the same
played forward and backwards.

3) Rhythmic augmentation: In addition to doubling or halving note values,
Messiaen employs augmentation and diminution by quarter and other values.
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4) Added values: The variation of a rhythmic pattern by the addition of notes.

5) Birdsong: Messiaen transcribed and catalogued hundreds of bird songs.
Messiaen often derived melodic material from these birdsongs. The intent was
not to imitate the source but to transform the birdsongs into something
musically meaningful.
6) Modes of limited transposition: Synthetic scales that can only be transposed
a limited number of times before the pitches duplicate.
MLT #1 – whole-tone scale (can only be transposed once)
MLT#2 – octatonic scale (can only be transposed twice)
MLT#3 - whhwhhwh (can only be transposed 3 times)
As we have covered a good deal of music in the late 19th to 20th centuries, this
seems like a good time to look at a timeline to place these pieces in chronological
relationship to each other.
1889 - Debussy attends the World’s Fair in Paris and is influenced by gamelan music
and music from Java and Bali.
1894 - Brahms composes his late pieces, including his Clarinet Quintet and two
clarinet sonatas
1905 - Ravel composes his Sonatine
1909 - Debussy begins work on his first book of piano preludes
1912 - Schoenberg composes his freely atonal, expressionist Pierrot Lunaire
1913 - Stravinsky composes his groundbreaking The Rite of Spring
1923 - Berg, Schoenberg, and Webern begin writing music with their 12-tone method
1936 - Bartok composes Music for Strings, Percussion, and Celesta
1937 - Shostakovich completes his Symphony 5
1941 - Messiaen composes Quartet for the End of Time while a in a prison camp in
Gorlitz, Germany during WWII
1942 - Hindemith composes Ludus Tonalis
1976 - Steve Reich composes Music for 18 Musicians
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Quartet For the End of Time:
From book by Anthony Pople
• Written in 1940 while Messiaen was a prisoner of war of the Germans.
Messiaen was serving in the French Army and was captured and sent to
Gorlitz, where his misery and creative energy inspired the quartet (he was
given pencils and staff paper by officers).
• The work was performed by Messiaen and 3 other inmates for an audience of
5,000 prisoners in 1941.
• According to the composer, the Quartet was intended not to be a commentary
on the Apocalypse, nor to refer to his own captivity, but to be a kind of
musical extension of the Book of Revelation about the descent of the seventh
angel, at the sound of whose trumpet the mystery of God will be
consummated, and who announces "that there should be time no longer."
• For Messiaen there was also a musical sense to the angel's announcement. His
development of a varied and flexible rhythmic system, based in part on
ancient Hindu rhythms, came to fruition in the Quartet, where more or less
literally Messiaen put an end to the equally measured "time" of western
classical music.
“After my lecture, they brought in an upright piano, very out of tune, and whose key
action worked only intermittently. It was on this piano, with my fellow three musicians,
dressed very strangely, myself clothed in the bottle-green uniform of a Czech soldier,
badly torn, and wearing wooden clogs….that I was to play my Quatuor pour la fin du
Temps, in front of an audience of five thousand, among which were gathered all the
different classes of society: peasants, labourers, intellectuals, soldiers, medics, priests….”

Liturgie de cristal questions

“Between 3 and 4 in the morning, the awakening of birds: a solo blackbird and

nightingale improvises, surrounded by a shimmer of sound, by a halo of trills lost very
high in the trees. Transpose this onto a religious plane and you have the harmonious
silence of heaven.”

1. The work is isorhythmic (in a similar vein to the works of Machaut). Identify
the talea and color in the piano and in the cello.
2. Which parts seem as if they are derived from bird song? Describe the
repetitive nature of the violin.
3. Can you find any non-retrogradable rhythms?
4. Which parts would you consider active, which ones static?
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Form and Analysis – 12-tone serialism
Schoenberg, feeling that his freely atonal music lacked organizing power, sought
a new system that gave atonal music coherence and organization. His 12-tone
method uses an ordering of the 12 pitches as the basis of a musical work. In 1923,
Schoenberg composed his first works based on the 12-tone method and this
method was adopted by students Anton Webern and Alban Berg as well as many
later composers. The term serialism refers to music that uses an ordered series
and later on in the 20th century, some composers looked to order rhythm,
dynamics, and more. What we will be discussing, where the 12 pitches are
ordered, is referred to as 12-tone serialism, 12-tone music, or dodecaphonic
music. Schoenberg set out the following guidelines for his 12-tone method:
1. A 12-tone row or series is the basis of the composition.
2. No pitch class in a given statement is to be sounded out of order. Any pitch
class may appear in any octave.
3. No pitch class is to be repeated, except immediate repetition.
4. Octave doubling is to be avoided.
There are 4 basic forms of a 12-tone row:
Prime (P): The original series
Retrograde (R): The series in reverse order
Inversion (I): The series in mirror form
Retrograde Inversion (RI): The inversion in reverse order
Any of the four basic row forms is available in 12 transpositions, yielding 48
possible transformations.
A number indicates the starting pitch of the row.
• We will use a fixed approach where C is always 0, C#=1, D=2, etc….
Therefore P4 would refer to the Prime form beginning on E and I7 would be
the inverted form of the row starting on G.
• Labels for R and RI forms of the row refer to the starting pitch of either
P or I forms of the row (think Retrograde of P4, etc…)
The 12-tone matrix: A matrix is an analytical aid that conveniently displays all
48 forms of the row.
Row from Schoenberg’s Suite for Piano
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1. To start a matrix, take your 12-tone row upon which the piece is based and
transpose it to C. Your matrix will start with the C version of the row
across the top. While you can transpose the row to C and then assign #s
(C=0, C#=1, etc….), you can also just start on 0 and look at the intervals
from there (if E to F goes up 1 half-step and F-G a whole-step, you would
go 0,1,3). Continue with your C form (P0) of the row across the top.

0

1

3

9

2

11

4

10

7

8

5

I find it useful to envision a circular clockface with numbers 0 through 11 when
adding/subtracting. Subtracting 3 half-steps from 1 (C#) would yield 10 (Bb).

2. Construct the I form of the row going down. The inversion plus the original
will equal 12, so subtract the P number from 12. Ex: the inversion of 1 is 11, the
inversion of 3 is 9.
0
11
9
3
10
1
8
2
5
4
7
6

1

3

9

2

11

4

10

7

8

5

6

6
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3. List all successive P forms on each member of I0. Do this by following the
interval succession of the P row or subtracting or minusing from another row
(P3 would be adding two to all pitches in the P1 row, etc….). Make sure you
consider that 12=0, therefore adding 5 to 9 would yield 2.

4. Label your rows by always using the top and left rows for your
index number. A retrograde of the row; B-flat, A, C, B, C# etc…
would therefore be labeled R4 (the retrograde of P4).

12-tone matrix for Webern’s Wie bin Ich Froh!
First form of the row: F# F D E Eb C A C# G# B Bb G
C form of the row: C B Ab Bb A F# Eb G C# F E C#
The matrix starts with the C form of the row on top. P=Prime, I=Inversion
R=Retrograde RI=Retrograde Inversion (retrograde of the inversion). Label with
the form of the row and the pitch on the top or left. So, the prime form of the row
starting on E would be P4, the inversion form of the row on Bb would be I10, the
retrograde form of the row starting on G would be R6 (as it is the retrograde of
P6), and the retrograde inversion form of the row starting on D would be RI3.
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Some of Webern’s music, as well as some of Schoenberg’s, can be considered
pointillistic. From Bryan Simms Music of the Twentieth Century (referring to
Webern op. 21): “This texture consists of several lines, each of which is made
discontinuous by the placement of rests, large leaps, disjunctions in register, and
rapid changes of color. It is, in fact, difficult to perceive any lines in the
traditional sense, and the listener’s attention is at first drawn to a mottled array
of individual sounds and intervals. Webern’s texture of this kind may be
described as pointillistic. This term comes from art criticism, where it refers to a
technique of painting used by Georges Seurat (1859-91) and Paul Signac (18631935), in which subjects are represented by a multitude of dots of pure color. The
mosaic of dots appears at a distance to merge into recognizable forms.”
When tone color and orchestration are used to achieve this, the term Schoenberg
coined was klangfarbenmelodie (tone color melody) where melodies are created
by successions of different colors as well as pitches. Think of a melody where
each notes has a different color (clarinet has one note, flute another, etc..)
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Matrixes for Dallapiccola and Schoenberg pieces used in class
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Form and Analysis – Steve Reich’s Radio Rewrite
12-tone music permeated much of classical/academic music and in some ways,
the style known as minimalism can be looked at as a reaction against the academic
nature of 12-tone music. Composer John Adams had the following to say on the
oft-spoken idea that minimalism was a reaction to 12-tone music in his
autobiography Hallelujah Junction:
“But it’s been my experience that creative artists don’t make art in the
negative mode. One doesn’t suffer through the agonies of forging a
personal language, of wresting something out of nothing simply to react
against an oppressive father figure or merely to rebel against a perceived
way of doing things. Granted, rebellion in a young artist can be a tonic, a
productive and liberating energy. But work like Le Sacre du Printemps (The
Rite of Spring), Pierrot Lunaire, and Ives’ Fourth Symphony emerged not
because the composers were reacting against Wagner and his epigones but
rather because the composers needed to make them, because the times had
changed and a new expression, a new way of experiencing the world, was
called for.”
The key players in the beginning of the style known as minimalism were Terry
Riley, Lamonte Young, Philip Glass, Steve Reich, and John Adams (though he
comes a bit later). Minimalism, also a movement in visual art, often has some of
the following characteristics:
-

Use of short motives and a small amount of musical material
Highly repetitive with repeated short patterns
Equality of timbre and rhythm, consistent density, often static texture
Longer pieces with a gradual unfolding (the process on which the
piece is based can be heard, unlike serial music),
Very tonal
Triadic harmonies
Strong sense of pulse and rhythmic groove

“Reich says of his new piece: “Over the years composers have used pre-existing music
(folk or classical) as material for new pieces of their own. Radio Rewrite, along with
Proverb (Perotin) and Finishing the Hat—Two Pianos (Sondheim), is my modest
contribution to this genre.” He continues, “Now, in the early 21st century, we live in an
age of remixes where musicians take audio samples of other music and remix them into
audio of their own. Being a composer who works with musical notation I chose to
reference two songs from the rock group Radiohead for an ensemble of musicians
playing non-rock instruments: ‘Everything in Its Right Place’ and ‘Jigsaw Falling into
Place.’” From: https://www.boosey.com/cr/music/Steve-Reich-Radio-Rewrite/54072
-------------------------------------------------------------------------------------
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‘In an interview last year, he called the opening series of chords on "Everything in Its
Right Place" "one of the classics in Western music," elaborating: "'Everything' is a very
rich song. It's very simple and very complex at the same time. What does it mean?
Maybe it's about a relationship, maybe I should ask Thom Yorke."
The piece itself doesn't quote Radiohead's songs, exactly, as cock a quizzical eyebrow
towards them. You can hear the jagged heave of "Jigsaw"'s rising action in the first
movement, and the drone of "Everything" in the second, but by the third movement, the
lines of transmission grow spotty, by design: "The piece is a mixture of moments where
you will hear Radiohead, but most moments where you won't. The harmonic language
starts to complicate itself, stirring up clouds and creating something that feels more like
a series of dreams the songs themselves are having than a straightforward tribute.

From https://pitchfork.com/reviews/albums/19818-steve-reich-radio-rewrite/
------------------------------------------------------------------------------------‘Jigsaw Falling Into Place’ is a faster song, with jangling guitars, a rollicking feel and a
more conventional time signature. ‘It was the harmonic progression that interested me,’
says Reich. ‘I took a number of liberties with it, but you can hear it right away at the
beginning of Radio Rewrite, in the very first movement.’
Reich’s composition has five movements, named ‘I. Fast’, ‘II. Slow’, ‘III. Fast’, ‘IV. Slow’,
and (you guessed it) ‘V. Fast’. He describes the slow movements as ‘darker, more
mysterious, and more obviously based on ‘Everything In Its Right Place’. They’re more
atmospheric,’ he says, ‘a very nice contrast to the settings of ‘Jigsaw’ in the faster
movements.’ How much Radiohead is actually discernible in these pieces? Radio Rewrite
uses elements of the Radiohead tracks as a jumping off point, but the end product is
quite different.” https://www.abc.net.au/radionational/programs/musicshow/stevereich-meets-radiohead-with-radio-rewrite/5809828
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Form and Analysis – Form in Pop and Rock
Like in classical music, forms in pop and rock often balance the new and unexpected
with the familiar. This balance between unity and variety is seen in music of all genres,
with some songs/pieces tipping more towards one direction than the other. Pop/rock
music usually is comprised of verses and choruses with more transitory sections such as
bridges and pre-choruses. There are many songs that follow pretty standard
arrangements of these sections, though some bands and songwriters, as we’ll see in Joni
Mitchell and Radiohead, break from the norm quite a bit, add additional sections, don’t
offer a sense of recapitulation, etc..

Verse: A verse is a series of lyrics that tell the main story of the song and keep the
action or thoughts moving forward. A song may have one verse or many and they take
the main idea and explore it in different ways. Usually verses are a similar length.
Generally, there are multiple verses in a song, and they usually have different lyrics even
though the melody will likely be the same. We get more information about the story
with each additional verse. Considering that most commercial songs are between 3 and 4
minutes long, many people ask how many lines should be in the verse of the song. A
good rule of thumb is to keep the song verses under 1 minute, or just a few lines.
https://www.fender.com/articles/play/parts-of-a-song-keep-it-straight

Chorus: "The chorus contains the main idea, or big picture, of what is being expressed
lyrically and musically. It is repeated throughout the song, and the melody and lyric
rarely vary." A refrain is, "a repeated line or musical phrase that ties a song together...A
refrain is only a phrase, or a word, while a chorus contains many more words. In a
chorus, we see the same text re-occur, usually only one or two lines.
Davidson, Miriam; Heartwood, Kiya (1996). Songwriting for Beginners, p.6. Alfred Music
Publishing. ISBN 0739020005.
:03 AM EDT

Here are a few key principles to apply as you learn to use the Verse-Chorus
Song effectively: From: Songwriting Elegance Through Song Form: The
Verse-Chorus Song By Mary Dawson 04
1) The Chorus MUST Contrast
-- The chorus, which contains the hook of the song, must stand out and contrast from
the rest of the song. This is usually done musically with a "lift" in the melody. In other
words, the music of the chorus is often placed higher in the scale to make it stand out
and to spotlight the hook. Writers often use a key change at the chorus to separate it
and set it apart. Lyrically, also, the rhyme pattern and even the cadence of the syllables
can and should change at the chorus to define and emphasize it.
2) The Chorus MUST Repeat
-- The whole purpose of the Verse-Chorus Song is to call attention to the hook or the
main idea. To do this effectively, the chorus must repeat several times throughout the
song. Most commercial songs today contain at least two verses and two choruses with a
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possible third repetition of the chorus to conclude the song. It is extremely important
that the verses are constructed in such a way that the chorus sounds like the inevitable
and logical conclusion to each of the verses.
3) The Chorus MUST Arrive Soon
-- There is a famous little couplet that is almost a mantra for songwriters. It goes
something like this:
If you don't move quickly to the chorus, Chances are your song will bore us
Boredom is the "kiss of death" for any song. When writing a Verse-Chorus Song, in
particular, the songwriter must be keenly aware that the all-important hook of the song
will not usually appear at all until the first chorus. That means we have to get through
the introduction and at least one complete verse before we even arrive at the section
that contains the most memorable moment of the song. One of the most common
weaknesses in aspiring Verse-Chorus writers is creating an overly long-verse that
delays the arrival of the chorus and thereby "loses" the listeners.
4) The Chorus MUST Pay Off
-- One hit songwriter has said: "Writing a VerseChorus Song is like climbing a mountain. When you get to the top, the view better be
worth the climb!" The purpose of the verses is to take us up the mountain, and when we
arrive, the chorus provides the "view." The chorus must deliver that "Eureka Moment"
that brings satisfaction and emotional fulfillment for the listener. Whatever you need to
do to make that happen, do it -- and you will have written a great Verse-Chorus Song.

Pre-Chorus
Also known as the "climb," this part of the song differs melodically and lyrically from
the verse and comes before the chorus. This section heightens the anticipation for the
coming climax (the chorus) and has the feeling of thrusting the listener forward. This
section usually feels less stable and has lyrics that lead in a new direction.

Bridge
The bridge is musically and lyrically different than the verse and chorus and gives the
song contrast before transitioning to the final A section. The bridge is a device that is
used to break up the repetitive pattern of the song, keep the listener's attention, and
transition to the final verse or chorus (or pre-chorus before the chorus). Usually, the
bridge de-emphasizes the tonic.
The bridge is typically a complete departure from the material heard so far. Bridges
commonly have entirely new melodic and harmonic material, and the texture is often
new too. (Cutting out the bass or drums is a typical way to create anticipation for their
return in the final chorus.) Lyrically they’re also usually a departure: flashing forward or
back in time, providing a more philosophical perspective or adding something otherwise
totally fresh to the song.
But unlike the Verse, whose role is more about anticipation, the Bridge is more about
diversion: being a clean break from the Chorus and anything heard so far. Hence its
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evocative alternative name, the Release. This might account for why some songs have a
Bridge and third Verse – a chance to breakaway then build back to the Chorus. A haveyour-cake-and-eat-it-too situation.
From https://thesongfoundry.com/verse-chorus-structure-101/
Below are some various combinations of the above. Intros and outros may also be added
to the forms below. Images taken from https://thesongfoundry.com/verse-chorusstructure-101/

Some bridge and pre-chorus examples:
Pre-chorus:
Oasis: Wonderwall
Michael Jackson: Billie Jean
Bon Jovi: Livin’ on a Prayer
Bridge:
Otis Redding: Sittin’ On The Dock Of The Bay (ends on V)
The Cars: You Might Think (ends on V)
Elton John: Someone Saved My Life Tonight (ends on V/V)
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Tom Petty: Refugee (ends on bVII and moves to an instrumental. Bruce
Springsteen’s Born to Run does this as well).
Some song examples
Adele: Someone Like You, Rolling in the Deep
VERSE / PRE-CHORUS / CHORUS / VRS / PRE-CHORUS / CHORUS / BRIDGE
/ CHORUS
Foo Fighters: These Days
DOUBLE VERSE / PRE-CHORUS / CHORUS / VERSE / PRE-CHORUS /
CHORUS / DOUBLE PRE-CHORUS (BRIDGE) / HALF VERSE / CHORUS
Bruno Mars: Grenade
VERSE / PRE-CHORUS / CHORUS / VERSE / PRE-CHORUS / CHORUS /
BRIDGE / CHORUS
Taylor Swift: You Belong With Me
VERSE / PRE-CHORUS / CHORUS / VERSE / PRE-CHORUS / CHORUS /
INSRUMENTAL BREAK / BRIDGE / CHORUS VARIATIONS
The Beatles: Love Me Do. This song has no verses (by strict definition) and the song
structure is:
INSTRUMENTAL INTRO (OVER PARTIAL CHORUS CHORDS) / CHORUS /
CHORUS / BRIDGE / CHORUS / INSTRUMENTAL, part 1 (OVER BRIDGE
CHORDS) / INSTRUMENTAL, part 2 (OVER UNIQUE PATTERN) / CHORUS
FADEOUT (OVER CHORUS CHORDS)

Joni Mitchell – Down to You (from Court and Spark, 1975)
“For years, everyone said, ‘Joni’s weird chords, Joni’s weird chords.’ And I thought,
How can there be weird chords? Chords are depictions of emotions. These chords that I
was getting by twisting the knobs on the guitar until I could get these chords that I
heard inside that suited me, they feel like my feelings. You know, I called them, not
knowing, chords of inquiry. They had a question mark in them. There were so many
unresolved things in me that those chords suited me. You know, I’d stay in unresolved
emotionality for days and days.” – Joni Mitchell
Joni Mitchell reached her commercial high point with Court and Spark, a remarkably
deft fusion of folk, pop, and jazz which stands as her best-selling work to date. While as
unified and insightful as Blue, the album -- a concept record exploring the roles of
honesty and trust in relationships, romantic and otherwise -- moves away from
confessional songwriting into evocative character studies: the hit "Free Man in Paris,"
written about David Geffen, is a not-so-subtle dig at the machinations of the music
industry, while "Raised on Robbery" offers an acutely funny look at the predatory
environment of the singles bar scene. Much of Court and Spark is devoted to wary love
songs: both the title cut and "Help Me," the record's most successful single, carefully
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measure the risks of romance, while "People's Parties" and "The Same Situation" are
fraught with worry and self-doubt (standing in direct opposition to the music, which is
smart, smooth, and assured from the first note to the last). – from Allmusic.com
“Without Down to You, Court and Spark would be a fine record, even a great one. It
would still boast Mitchell’s biggest hits, and some of her most accessible and interesting
compositions. It might even be a masterpiece. But it wouldn’t be complete. It would
have intelligence, but not wisdom, insight, but not truth…. All her roads lead to this
song….The message is as old as Apollo’s archaic torso, you must change your life.
Failing that, you must at the very least take responsibility for it.” - from “Court and
Spark” by Sean Nelson
“At this point, Court pauses for an insightful – and depressing – testimony: the powerful
“Down to You.” This seasoned, slightly cynical testimony charts how lovers come and
go like fashion, how disappointment abounds, and how it all comes down to a
questionable stranger at the bar. A temporary lapse of reason yields another
disappointing realization, however; the narrator condemns neither her lovers nor their
actions as she seems to accept her situation and its dire conditions. She walks down the
street on one of those butterscotch Chelsea mornings, and it rips her heart out.” – from
“Elvis Costello, Joni Mitchell, and the Torch Song Tradition” by Larry David Smith
*The score of this song will be passed out in class. The structure is unusual with a
lengthy orchestral section. 1)What are the main sections? 2) How does the form differ
from traditional song forms? 3) In what ways does this song straddle the worlds of art
song and pop song? 4) What are some of Joni’s “chords of inquiry”? What about these
chords make them unresolved, like question marks, according to Joni? 5) What keys are
emphasized in the song’s various sections?

“Terminally climactic” and through composed forms
in the music of Radiohead
Derived from “Everything In Its Right Place: Analyzing Radiohead” by Brad Osborn
The music of Radiohead is a good place to look for innovative use of form in rock music.
While there are a few songs with standard verse/chorus, some of their songs have very
unconventional formal structure and most of their music lies somewhere in between.
There is often a balance of predictability and surprise and we will look at a form often
used by Radiohead that is called “terminally climactic form.”
As we know, the defining characteristic of all conventional forms is a recapitulation to
bring about closure. In Radiohead’s music, there is often a lack of recapitulatory closure
through use of either through-composed forms or terminally climactic forms. A
terminally climactic form is when a piece ends with new music that is the climax of the
entire song. There is often a sense of direction to this final, climactic section. In many
cases, the chorus in a song with this form is underwhelming as to leave climactic room
at the end. A popular terminally climactic form is the Beatles’ Hey Jude.
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Karma Police (1997)
“Karma Police” by Radiohead is somewhat of a sarcastic song which is meant to be an
attack against authority but also a shoutout to the concept of karma itself in that
ultimately the oppressive actions the singer is espousing seem to come back to him. For
instance, at the beginning of the track he seems more than willing to call the “karma
police”, even if he is offended by someone’s appearance. And he warns others that he is
ever quick to refer to this authoritarian entity if he is so compelled to.”
The title lyric originates from an in-joke; the Radiohead band members would threaten
to call the "karma police" if they did something bad. Yorke explained that the song was
about stress and "having people looking at you in that certain [malicious] way". In
2006, he explained to The Independent: "It's for someone who has to work for a large
company. This is a song against bosses. Fuck the middle management!"
From: https://www.songmeaningsandfacts.com/meaning-of-karma-police-byradiohead/

Intro

0:01-1:25

Guitar/piano 4-phrase acc., each beginning on A minor chord

Verse 1a

0:26-0:51

Drums and voice enter (“karma police arrest this man”)

Verse 1b

0:52-1:17

(“karma police arrest this girl”)

Chorus

1:18-1:42

(“This is what you get”)

Verse 2

1:43-2:07

(“Karma police I’ve given all I can)

Chorus

2:08 – 2:33

recap chorus

Terminal climax 2:34-3:36 New progression starting on B min. (“For a minute there..”)
Outro

3:37-4:22

Continues music from terminal climax

from “Everything In Its Right Place: Analyzing Radiohead” by Brad Osborn
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There There (2003)
While the song may appear to be about a relationship that is falling apart, the song's
real message is this: Beware the dangers of believing in illusions, no matter how
tantalizing they may appear or how heady the heat of introduction may be. Hence the
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chorus, "Just cause you feel it, doesn't mean it's there." Thom Yorke has said in
interviews that he wept when he first heard the playback to "There There." According
to Q magazine April 2008, the song's Krautrock-inspired drumming was a homage to
Can's 1971 album Tago Mago. https://www.songfacts.com/facts/radiohead/therethere

Listen to the song and provide the times where you feel the sections are
happening.
Intro
Verse 1
Chorus 1
Retransition
Verse 2
Chorus 2
Bridge/Intro
Term. climax
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2+2=5 (2003)
This is about things not necessarily being as they seem: January having April showers,
two and two making a five, the term "hail to the thief" instead of "hail to the chief." The
name of the album comes from this song and is a reference to George Bush "stealing"
the 2000 US Election. According to Q magazine April 2008, this song signposted the
album's lyrical themes, a vision of an Orwellian, post 9-11 world where nothing adds up.
The title of the song 2+2=5 is a reference to George Orwell's novel, "1984." In the
book, Big Brother was teaching individuals to reject what they once knew to be true.
Where 2+2=4, he was teaching them that 2+2=5. This theme correlates to the theme of
the song. https://www.songfacts.com/facts/radiohead/2-25
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from “Everything In Its Right Place: Analyzing Radiohead” by Brad Osborn
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Form and Analysis – Final Analysis Paper
The final analysis paper is to be approximately 8-10 pages of text (double spaced)
and is due during week 15 of the semester. The analysis will be on a piece or
movement of the student’s choosing from the Baroque period through the early
20th century. Works from operas, ballets, and oratorios are not recommended,
though if you have a piece you feel strongly about that is in one of those
categories, feel free to submit it as a choice in your proposal. Art songs are
certainly acceptable. The goal is for you to analyze a piece that excites you and
makes you want to get into deep analysis, therefore you may want to consider
pieces you are performing on recital, have performed, or have a strong
connection with. If a piece or movement is on the shorter side, you may analyze
more than one piece or movement in your analysis. If this is done, you will want
to compare and find some way of interweaving the two analyses in your paper.
The piece must be a piece of “Western classical music” since this is the focus of
the course. There will be several checkpoints throughout the semester and the
paper topic must be approved. The paper must discuss issues such as the overall
form of the work, salient features/characteristics of the work, and some historical
background. The paper should exceed description, therefore it is expected that
there is more to the paper than labeling and chord analysis. It is expected that
you have a thesis/angle for your paper and that you set up and conclude with an
effective introduction and conclusion. You must cite your sources using footnotes
using the Chicago Manual for Style format. Wikipedia is not to be used/cited as a
primary source. See grading rubric for details on how the project will be graded.
*Just as a lawyer does much more than list evidence when making a case, an
analysis should do more than just present facts. Aim to “make a case” and make
connections, draw conclusions, offer opinions, etc…*
The paper is an analysis paper, not a historical paper, so it is expected that the
majority of the paper is your own analysis. It is important to give historical
context, though this should be a rather small percentage of the overall paper.
Though I expect you to find appropriate resources, you are not summarizing
someone else’s analysis. An analysis should delve deep into the piece, not just
skim the surface. See the Rogers articles “Stages of Musical Analysis” and
“Musical Analysis” on Blackboard and aim to answer “how” and “why” questions
rather than simply labeling. Your personal opinions and speculations are
encouraged and it is expected that you provide your own thoughts and opinions,
discuss what you find cool, effective, interesting, etc…Below are some aspects of
a composition that should be mentioned in your paper:
- Overall form (including explanation of the form, not just stating the form)
- Normative and unique formal features of the piece
- Elements of contrast between sections
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- Key relationships and modulation
- Phrase structure
- Harmonic analysis of passages pertinent to your paper
- Motivic/thematic development
- Instrumentation/orchestration
- Ways the composer achieves unity in the work
- Ways the composer achieves variety and contrast in the work
- Aspects of the 8-stage tonal plan
- Comparison to other works by the composer or of the same genre
- Climactic moments in the piece
- Text painting/extra-musical associations (if applicable)

* You must include at least three score excerpts in your paper, to be
incorporated in the body of the paper (not all at the end). These can be taken
from a pdf or transcribed into Finale for inclusion in your paper (see Music tech
handout on Blackboard).
* You must include a formal chart with sections of your piece and measure
numbers/keys of sections
* You must include measure numbers where appropriate so the reader can follow
the analysis. You are also to turn in a score that contains measure numbers.
* You must submit a hard copy of your paper and of the score, and must also
email a Microsoft word file for your paper.
* You must cite your sources using footnotes using the Chicago Manual for Style
format and also include a bibliography.
You will need to submit an outline as a checkpoint to show how you are planning
to structure your paper. Progress on your paper will also be requested – see
syllabus for dates. An outline for a Schubert song could contain the following:
Background:
- Schubert background and discussion of his song output
- Discussion of various song forms
- The text/story of the song
Analysis:
- Schubert's use of text painting
- The form of the song (strophic, ternary, 8-stage plan steps, etc....)
- Schubert's use of chromatic 3rd key relationships and other key relationships/modulations
- Motivic development during the song
- Schubert's use of chromatic harmonies in the B section
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Conclusion:
- How the song is different/similar from others by Schubert
- How the song is historically forward-looking and/or backward-looking
- How analysis might yield a more interpretative performance
It is crucial that you cite your sources and not present someone else’s opinion as your
own. Failure to do so constitutes plagiarism and is a serious offense. If in doubt, cite!
Below is the academic dishonesty policy.

Academic Dishonesty

Academic dishonesty and plagiarism are very serious offenses. If you are unsure as to
what constitutes academic dishonesty, please see:
https://www.adams.edu/extended_studies/undergrad/academic-integrity.php
In the event it is discovered that a student has intentionally violated the academic
integrity provision of the ASU General Catalog and ASU Student Handbook, the
student will receive a failing grade for the assignment or the course. If a failing
grade is assigned on an assignment or for the course, the instructor will provide
supporting documentation to the Vice President for Academic Affairs. The Vice
President for Academic Affairs will create a confidential file concerning the matter. In
the unfortunate event a student has violated the academic integrity policy on more than
one occasion, the file will reflect all additional episodes. The Vice President for
Academic Affairs may determine action is warranted beyond the instructor level. In
such instances the case will be forward to the Vice President of Student Affairs for
further disciplinary action.

