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ARSTIUCT
TUIINGLONY VARIANTS IN THE
TCDAGOGY OF NCITIAZIONIC TONES

by Glen Syrus Sterart

This dissertation wus a study of nonharmonls tone nonmaenclature,
classification, and terainology variants wsed in mnsic theory instrucv-
ion during the first sixty years of the twentieth century. The study
was limited to harzonic practices of the eilzhtecath- and nineteenih-
centary styles of musical composition.

Two hypotheses were established for the study:

1. Confusion exists in the ana’ysis of nonharmonic tones, and
in the classification and nomenclature used in the pedazo.sy of music

theory.

poe

2. A systematic classification of nonharmonlz tones can be

established to avold the use of mal

t

inle terms and definitions, and to
proviide a basis for a standariized nonharmoni:z tone nomovclatnure.

The procelures used for the staly include the exaiinntion of
over one hundred harmony texiovoows used for theory instruction during
the first sixty years of the twentieth century. [rom this bidliosraphy
a select bibliogranhy of thirty-two books was chosen which reonresents
alequately the variety of nonharmoniz tone nomenclaturzs and analysis
presented by rmusiz theorists for pedajrojrisal purvoses. A search was
made in periodical literatire and other sources for material relating
to the analysis of nonharaoni: tones.
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A study was male in two areas related to the analysis and the
pedazogy of nonharmonis tones to proviie additional bae'aound for the
study:

1. Symbols of communication in musiz employel in the instruct-
ional process.

2. lionharmonic tones as a function of dissonance in the evola-
tion of eighteenth- and nineteenth-century styles of musical counosition.

The major findin~s of the study were swiarized as follows:

1. A varisty of terms is used to identify nonharmonic tones.

o consistent relationshiip was found between the devieces deszribed anid
the teras or symbols used to reprosent then.

2. lore variasty exists in the definition of nonharmoniz teras
than in the choicze of terninology itself.

3. Ho two theorists apnear to agree entirely in the choice of
terminolozy and the definitions of nonharmonic tones.

L. lost theory textbooks contain no systematiz presentation
of nonharmonic tones.

S. The confusion of nomenclatare and the use of multinle mean-
inzs of terms is most extensive in those textbooks which present no
systematic classification of nonharmonis tones.

6. Recently mblished textbooks devote mors space and attention
to nonharmonis tones and przsent them in a more systenrtic manner than
olier textboois. There is no —~eneral agreenent in matters of classifi-
cation and nomenclature.

7. ‘lonharmonic tones can be analyzed and oresentel in a srstan-
atic manner to facilitate ins%truction and learning.

8. A systematic classification of nonharmoniz tones is a
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mrerequisite to a consistent nomeonclature.

9. A systen of classification using a nmeloliz anoroach and
departure analysis is the most inclusive System unon thizh to base a
nomenclature.

10. Teruinology can be defined to avoll the use of a tera for
more than one basic device and to avoid multisle definitions of teras
by basing definitions upon an approach-departiare classification of
nonharaonic devices.

A classification of nonharmoniz tones based upon an apnroach-
denarture analysis is oroposed. A terninolosy derived “rom historizal
usage and authority is sumzested. A definition is given for eazh tern,
based upon the classification.

The results of the study indizate that a conscnsus of music
theorists is necded to establish a standardized nomenclature and analy-
sis of nonharmonic tones. It is suggested that a consensus mizht be
established through the offices of one of the national professional

organizations concerned with music education in the Unitel States.
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Masic in general--and melody in particular--has
heen considered, since time immenorial, a supernatural,
marical mediun. llany great nhilosophers in different
civilizations have given their attention and directed
their thoushts toward this elusive phenonenon. The more
definitions of musicz you know, the more you wonlder what
misic really is. It seens to fall into the catesory of
life itself. It scems to have too many "X's".

Joseph Schillinger



The purvose of this study is to investigate the many Jdiflerent
ways in which nonharmonic tones are presented and explained in present
day teaching of music theory. Tne study is limited to nonharnonic tone
ciassifications and terainolory whizh are used in presenting the har-
monic styles of the eighteenth and nineteenth centuries. The aathor
has observed in his teaching of music theory over a neriol of years that
there are many nanes for the same devize, and also that one name may
denote several different devices. ©Murther, he has noted various dis-
crepanclies between the defintion and exphlanation of some devices and
the examnle quoted for their clarification. In short, he has obscrvel
almost as many systens of nomenclature for nonharmonic tone devices as
there are textbooks of theory. An attempt to swmiarize these terain-
olorcies will be made, and also an atteudt to rcsolve them into a loiical
cateyorization will be male--one that will have historical, lozical,
anl semantic inte;rity and support. It is hoped that this study mi~ht
contribute to the pedagogy of music theory by providing a basis for the
elimination of diversity in classification and terminology, and lead to
the elimination of confusion in the mind of the teacher and the stulent
in the comparative study of textbookxs.

To provide a basis f{rame of reference for this stuly, two re-
lated areas of concern to the classroom instriuctor in the presentation

of nonharmonic tones have bteen investicated.
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1. The nature of micical comninication in the teaching of

misic theory.

2. The historical evolution of nonharmonic toncs as a oprimary

aspect of dissonance in harnonic textures.

Through a clarification of the principles and concepts under-
1lying the ophenomenon of nonharmoniz tones in harmoni: textures of the
eirhteenth and nineteenth centuries, it is believed that understanding:
can be achieved more readily, and with greater economy of time and
eneray.

A preliminary bibliorranhy of more than one hundred treatises
and te:tbooks concerned with traditional harmonic nrastices of the
eirhteenth and ninecteenth centuries and containing soecific references
to nonharmonic tones has been examined for the purnose of this stuiy.

The preliminary bibliography has been prensared from various library

1 2

card catalogs, Cwilative Rook Index,™ Hubject Muide to Rooxs in pPrint,

and alvance publication notices of book publishers. An extensive search

of periodical literature for related articles also has been male, with

3

narticular use of The liusic Index,

L

and Readers' Tuide to Perioldical

Literature.

From the preliminary bibliography an annotated bibliograshy of

1Cu:rmlative Rook Index: A ‘Viorld List of Rooks in the Enrlish
Languace (llew Yorx: wWilson, 1928-date).
2. . . . .
Subject Guide to Rooks in Print: An Index to the Publishers!
Trade List Annual (‘iew York: Dowker, 1757-date).

3The Music Index (Detroit: Annual Cummlation Inormation
“ervice, Inc., 19.9-date).

Readers' Nuide to Periodical Literature (Ciew Vork: Jilson.
1905-date) .
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thirty-two books in the Tnzlish lonmusc-e has been selectrd to renresent
the divercity of nonharmonic tone exnhlanations and the vuricty of ter-
minology in use. This bivlio.radhy, with each enbry nmbored for con-
veaient reference, is found in Anoendix I.  The author telieves this
bibliosranhy adequately represents the derorce of diversity currently
found in the nomenclature anid exolanation of nonharmonic tones, anil thut
a more extensive workinc bibliowsranhy would only tenl to make orrcaniza-
tion of the necessary data @nmore complex. Jcrclerence has been ~iven to
those books in which some attempt has becn maide to organize the pre-
sentation of nonharmonic tones, to those which are listed in Rooks in
Print,l and to new publications announced in advance publication notices.
The textbooks which treat nonharmonic tones in some or;ianized fashion
frenerally are found indexed as "Harmony" books, as the nresentation of
nonharmonic tones usually is 7ziven in harmonic rather than contransuntal
contexts. The explanation of this orientation of nonharmonic tone
presentations will be discussed in Chapter II in relation to coneepts

of musical texture.

The instructional process in misic theory depends heavily upon
systens of symobols and nomenclature for purnoses of descrintion and
analysis to aid in the develoodment of an understaniing of musical
phenomena. The intrinsic difficulty of describing musical vhenomena is
greatly maTnified by the use of terminolo:;y about which there is mach
disagzreenent, by terms which are applied in a vazue and aznbigious

manner, and by terms which have multiple meaninzs. (ne is led to the

1 . . . . -
Author-Title S~ries Index to the Publishers' Trale Tist

Annual ('ew York: Rowkcr, l9,0-date).




conclision that either musical structures tend to be abiruovas, or that
the orj:anization of subject matter in many teltboolis is inaleguate for
its purposes. The anthor has urdertaken this stuly with the hypothosis
that nonharmonic tone devices are sibject to ratiornal exnHlanabtion which

tal

will pernit more efficient and effective instruction.
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CIAPTER T

SOUTTUUICATION I LG IS

Communication in music between composer and listener occurs in
two ways--directly, throuzh musical sound itself, the aural reosres=n-
tation of creative ideas, and indirectly, throush verbal and noa-verbval
synbols which are the visual representation of musical sound. lon-
verbal symbols are the elements of music notation; verbal syubols are
the terminolo~sy applied to the elements of music, including such factors
as pitch, duration, intensity, tonal and chordal relationships, and
schematic renresentations of form. These s:rubols of coaminication
nizht be classified as primary--musical sounds thensclves, and seconlary--
verbal and non-verbal sy;bols which represent musical sounds.

In the direct communication of subjective ideas throush musical

sound between the comsoser and the listenor, narticnlar comh»inations of

sounds evoke emotional, or affective responses in the listener. The

responses vary greatly with the individual, his mool of the womcnt, and
the particular psycholorical associations he brinss to the listening
exparience.

Susanne Lan-rer su;rzests that syabolism in the art of nucic
coamunicates an awareness of subjective fecling and emotion by siving
form to inward experiences. 'A musical person thinks of emotions musi-
cally. They cannobt be discursively talked about above a very zeneral

level. ™ut they may noneivheless be knom--objectively set forth,

(=]



sublicly known--ani there is nothing necessarily confusel or forileos

Il

about exnotions. As soon as the natural forms of saljective exoerience

are abstrazted to the »oini ol symbolic presentation, wes can uce those

forms to imazine feelin; ani understand ics nature.nt
Pecause of the diversity of backrrounis and exoeriences of inli-

viduals and the difficulty of sym»olizin~ emotional ciooriences, atte

to commrinicate azcurately the meaning of alffeztive musical ex ericaces
are intrinsically d4ifficult at best. or this reacon, the unicrrctaniin-
of misic sometimes is regarded as being rcelatively obscure of acenus.
This anvarent obscurity freqieatly is increascl by the confusion of
objectives in the teachinzy of music avpreciation courses.

The teachin~t of "aopreciation' freqiently is confused with the
teazhingy of facts about misic, conuributing further to the sensc of
obscurity of music. Alan alker deocribes anpreclation as a psyclio-
lozical condition of unconscious identification with the unconscious
musical ideas expressed by the composer--a coaninion of unconscious minds.
This occurs inlepenlently of any knowled~-e about music, anl! the nro-
fessional musiclan is not nccessarily better equingsed than the lazaan
to comminicate throush musical sounis.

The man in th~ street has »oroved time and avain that
riven equal onnortunities of assimilation his ros»onse to nisic
can be juist as virmorous as that of tho »rofessional. Inieced,
the closer we exanine current notions recerdin~ masical edaca-
tion the more ridiculous many of them secem. o one bocomes a
doctor in order to enjoy better vision. inilarly, wvou o not
exnerience music any more intensely when you have become an

tediucated!' nmusicilan. 7This is one of the ..siablishuent's sasred
cows and it has been my experience that notiinz can Luize it. . .

1. . ) . . .
Jusanne K. Lanrer, “hilesoohical sketches (Raltimore: he John
HYopkins Press, 19£2), nn. 62255
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Perhans when the findin s of wolern nsycholor, huve maie a
sreater impact on our thinkin: we shall see the situnation as it
really is. Until then, we shall continue to unlerstani mucic
despite our educators rather than because of them. Tutbt if ana-
lysis does not play a crucial role in our response to muisic it
nevertheless satisfies a positive need that the professional
feels. HYe may still wish to know why he knows. This is the
primary reason for his ecducation ani consiitutes the only differ-
ence between him and the musical layman who sinoly knows. (nce
we have accepted the view that the role of analysis is to ex-
plain the experience, and not to prepare the crouni for it, we
see its orovince quite clearly.

sStudies of direst cowarinication of ideas throu~h musical sond,

the pnrimary tvpe of syibolism, thus are wroperly ralezated to the Ticlids

nsycholo~v ani arstnetics. The realm of oodazooy in musie theory,
while necessarily based unon direct, or awral comiinication, relics
heavily upon the sccondary aspect of musical commrunication, the use of
non-verbal and verbal syubols, to orovide a relatively orecise doscrin-
tion and analysis of the ctructure and texture of music. The rsrammar
of music lends itself to much more precise descrintion and araly.ic than
do the affective responses to muvic. A specific tectnical device can be
described referentially by a word which repreients the device, to the
extent that the word is tied down by definition. Conseqguently the

teacher of music theory must have a judicious concern for terminoloy ¢s

[0

a form of svmbolism. The use of teriinolosy having coasictent meaning

is escvential to the formilation of concents ani the develoouent of unler-
staniines. Verbal exnrossion ol misical concepts depends unon L
mcaninrs of words. TThen & vogiue or arbimious terminolcewy is used,

afficient instruction beccones more 1i7fienlt,

nication as the orisi-
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Traditional semanti

nal function of laarugge and of &ll forms of spubolization. In recent

lﬁl? Jaller, A Ctuldy in Jusical Analiois (Cisw Tori: The Frec

Fress of Jlenco, 19027, p. 1-0.
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yewrs the sermerel somvnllicictz have reminlel s Lhel oo weo our wonis

too looscely, and thoet there is too w1 a moersin Lotreen e werd and

the thing which the worl roorsoente. Tre iuportance of ceowoni:s urnior-

stood symbols and terninclogy in the understaniing of bthe nrbts 1s sur-
gested by Cusannce Lanper in her recent evsay, (n oo TUew Tefinition of
"Symbol". "Iny sign, . . « by being convionticnelly asuizned to any
object, event, quality, relation, or what not that it is to signify,
bestovs a conceptual identy on that desicnatlced item.”l

In scientific discourse it is necezsary that words te referen-

tial, as it is the thing wlich the word reprevents wileh is Laportant,

rarely the word itseli. [ueh confusion in muasic resnults fron an zatlerpd

by

to identify the lanmuare of emoticnal exvression with the lanruace of

musical science and craftesmenshin., Tt 1s in teras of technizal otruc-
ure that rmucic theory must be divcueced, even thoush mmeic theory iu
concerned also with enotionsl necaning.

The thecry tcach r is cngared Airectly in struztvring Lthes
rrarrar of music and in establishing the terms of ite vocabulary as
a technical lanquajse. Attenpts to structure anl vystematize the staly
of traditional harmony for efficient classroom prescntation have «id-
vanced with & continuous evolution since misic theorists beean te have

a primary concern with peda;;ogy about the beginning of the nineteenth

century. One of the first atten;ts to esteablish a systematic classroom

presentation of harmony occurred at the Paris Conservatory at this tire.

Lanrer, p. £2.

ine-
Theory.

2. . : .
Honald “heeler rackard, "Seven French Thecricstc of the
teenth Contury” (unpullished rPh. Do dicsertation, M oartaent of

I
University of Dochester, 17700, o, 300,

-
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theory without the alvantage of any 7enerilly accertol or stovinriize

1 S H - T - - - ~
redanorical procedur y to uide his stulentu. The Tabel hoolr re reseoniz

r

the bezirning of 1
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a continuing levelowent of tesitbooks leciened for

)

rooa instruction in theory, a dovelcowient which has continued sith in-
crrasing enthnsiasn te the prescent times Tusls thecriste, in thelr «Zlorte
to interpret the practizes of musicel componition of the pa:st “o e:xch
new ceneration throurn class instr.clicn, caue to nave a prinery soncern
with the develoment of new teitbooks. rhe evclvirng flow of texts con-
tributed to the coluticn of many pedagogical problems with increasing
inrenuity through new orsanization of material, new classifications of
tonal relationships, new refinement of terminolory, and new instructicnal
procedures to meet chanring educalional needo.

In diseussing nedagorical rroblems in the teachin~ of the arts,
Taser end Yetrath state, "The sundent of art enjoyi much sreater free-
dom of snubjective cvaluation and interpretation than eitlicr the ghysienl
or the social wscirntists, btut the intcllectual drocesses 1y which fe
decls with reality are no lecs ilasortant thean thooe eanloyed ty other
disciplines."z "hile the behavier of nusical phrnomena does nob dezl
with exactly measursble characteristics, as do the scilences, analysis
and descripticna require a precise terminoleory deveid of asnbimousness

and contradiction. In this resypect the writers of textc ail treatises

on music theory havs been particilarly lacking ii agreement.

b.ldll?’a oaon the*, TI alve nhiiarmonle (Jarl'). Hedses et
e l 302\0
o1 oy G /

willisc J. ager and Earl J. lcirath, Liberal Eincaticn z-1 uslc
(Mew York: Pureau of Publicatiors, Teachsra. Zolle7e, Colilbia urniveraity,
1962), 2. 9.




The area ol risic Lhicory wnish Seing o huve beqr JItod losnou
from the efferts te oyotonetize ant stadar'ize the ~eofinitisn of -
ronic rmaterials for inctructicnal ournoces is that of nonharmonic bLones.
The stuldy of harmoni: and melceiic devices used by conorers during the
veot three centries leais in vitably to & zonoileration of nontars onic
tones as a vital asnezl ¢f musical tethbuars. Tioathar

rexzried in this soudy as disoonant tones uwoed os narticnlar deviens bo

areste tengsion andl moticn in misic. Varions conects o the torm ‘non-

)

harmonic! will te considered in Chasters II and 1I1.

A1 oxaninetion of tho miizic throry boolis in zeneral use duinge

\

the toentieth contury reve=als otont as -any Aifferent nmethols of ei-
2laining ncnharmonls tones a: thore are trotbooxs.  Jach confusion

currently exists in the varicty of terme uwsed, in the iversent anl

contrailictory «x; ions »oresentel, even within the same texthook,
and t'e complete leck of ony stanlardized clessification or WWfinliticen

ich the macic Zllastra-

of ter:ms aved. Ixanzles are reciily found in o
tions used contradict the definition of the particular device precentc!
in the text. To ald to the c.nfusion, multinlec meanin -z cometimes are
used for the sarte term. Ixaiples of variants in terminolosy will be
nresentel in Chaster ZIT and Charcter IV.

The nroblem of effective commirmication has Teen a srowin:
concrrn of coalenorary encntory and Hhilosorcherc. 4 mumber of erend
losovhrers rocard a stndy of the wey wor's cre used oy

1 An

(4

tic

- .
day 1linmie

~

he test way, if not to colve, -t least to wnderctand sroblem:,




examination of the Jdifferent wavs a word is used provides an inzi7ht
inte all that can be moamm abont 1te seasning. Cowminiceation i1aoouoiosl
thzory and pedasocy nas been haqidlcan el by the luzis of a wicise voor -
ulary of terms which heve cormonly acce ted 2efinitlions, anl which len?

themselves to losical classificatlon. The nse of varmie, Looce Lz

senerally has proved inadequobe for effectlive instruction. The problen
is beinsg recognized bty a nurmber of the anthors of recesnt textbooks.
‘lowever, little evilence can be found of any couorehenuive Investi:-sticn
cof the nrollem that night provide a satisfactery basis Tor its colution.
Mo standariized nomenclaturc of nenharmcnice tones and no standardized
ter-Iinolory has been aprced upon.

D) Al

A stuly by Tarvin Ihideoter of some tasic terwinolosy used in
the toeching of —usic theory chows that manv of the textbocks in use
today do rot define the technicel terms used for mus’nel deviees, and
that fregueatly some terme ore used in such a vay ac to falleate rors
than one meaning for the sane uorm.l Shilester presents the hynothrois
that the lack of nrecise delinition of fundarcntal ternme censtitutes a
serious problem in the teaching: of basic an?l advanerl theorr clazses,
Shidester selected a crelinminary list of sixty couwsonly uscd nasicel
terns for consideration. Zrom the prelicinary list of sixty terms he
selected a final list of thirty-three terms for use in his stuiy.z
This study presents no explanation or bzois fer the choice of the par-

B

ticular terms used, and, as do other similar investipations, merely

Wy of Some Funiamentzl isicel Termo.!

arvin L. Zhidester, "A b
Toncton Jtate Teachers Tcollere,

Unmpublished !latter's Thesls, anm
tuntsville, Texas, 1953).

2“'# S <+ e -~ - ~4 . o .

It is of intercet to note that the sreliminsry list of terms con-
tains six cormonly used nonharmonic tones, and that the finzl list containe
only one--tr orjan moint-=which has the least diversity of definition.



describes the orotlem of terminology varianis in some lctail withont
presenting a basis for its solotion.

The analysis of the Dinction of misical 1o mare nrcesoivatel
vhat nay secem a “ntious »rocctare fror a subjinctive noint of view, the
breakin.; Jdom of en indivisible unity into its comnonrnt »arts.  The

first sten muct te the ~xaninatlon of swrll-stor exaricles of the Lotad

functionins of nmusicel

teryclt Jooke ovserves that by iluo-

lating the element. of musical cxoression and idenlifiing: the baolo

erns of musical vorabulary, we »ronare Lhe way for a locrer nnivrotaci-

(e

. . 1 -, . - . . ‘s .
€ musical comrmnicatlon. L is at thils nwoint, th: iilentilication

of basic terms of ni-cical vocabulary and the atsigainsg of Jrecize inli-

niticns to tlie various elzucnts of wisical Strastare, that the ficlld

of music theory is confronted with much varmencor in commanication,

1 aapals P T T e e iy S T oay Tmme e OauaY
Deryck Cooite, The Lensuase of Luoic (Lonion: (ifori

Press, 1959), . 4D.
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CHAPTER IT

LCTANCD A0 DISCCGHATCE

<
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The relaticn between dissonince a1t sonsonance has Lone baen

a concorn of rmsical theoriuts and schelars, and i a basic connlior-

ation in the sty of nenhieraonic tores.  Tisconance and consonance

~

are manifestationz of life procesces evident in alnosh overy as et of

human ex-crience.s The narmonic textars of misic conbains woe Lalance
of dissonance and conconcnce which is usually charactoristic ¢’ a
comnozer or of the period in which the muwsic was written. o clzar-cutb
1s .

differentiation between Jissonance ani cohsonenas cante nale, oxsent
possibly throush coliffcation off the masicael usaes foaund in a porti-
cular styrle or neriod, and the arbitrary acce;tancy'of a livilin: line
baced upon accousticzal considerations. In geweral, lissoasnce is
created by those elements of harmony which give a feeling ol tensicn
or disturbancs, anl corsonance 1s createl by those eleucnts which «oive
a feelins of relexetion anl rect. DJissonance anl concomance enn be
thousht of in analosouc torms which ropresent enersy in contrasting

+

states of activity, such as dymzcic and static. A froqe-tlsy nee?, ta

1
v

inalrquate, analo~y is found iIn the terns unploacont on? oleasant.
K11 such ternms arc extrencly linmited for »recisely definftive purcozeu,

as the terms indizate only relative or subjestive relationshing, as

do th=z veras disceonance andd consonance themselves. Anzlo:;ons torns

suirsest criteria Zor making subjective Judiznents about the relationshig
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livsonance and concone o, oL tho orobom of doorTotion rrmalng
prinsrily a ¢itjective sirtter,
As musical textures becone nore and acre ctlex, the ~rotlen

3 DI

cf estatlisiing & worikable lifinition ol dissinence tecomes —ore L711-
cult, and increasingly involveld in tac poychclosical phenomenen of
affective musiczl exueriences he oaurticular balance Lotwesen dll:omance
and conscnance fountd acceptablce in the musical teztares of any ~iven
period is a loter-ining factor in the cvzinticn of mustical cityvl-. ne
“istory ol Testern music recorids a continuous striving for a seuisTing

disceonance anl consonance, a re_lationchipy which

or finalizecd. The hunan car cxhibits varying deprees of
recarl to the amount of dissonance it [inis ssos tallo. Thas, 1o #L G-
Tute standair! of ilsonans: anl corsoires 2an Lo esbohliobed al oo

riven time, with the resalt that the dafinition of any caticloctory

relationchiys is wholly rolative

Ledieval tralibtion abtbersted to dcline intarrsds as 1o oment
or congonanit in aeordance with shilosonbicel o aculations revriiag
the relationshin of touecs. Larly Jilotositl co rely wson i ear
«o tie foundatvion of juiment are tvouni, howvever, with the rszical
disap earante of »nhilosophilc il atbituics to music wi! the incrraced
r=lian of the mutliclen. Jchannes “licoorio
(c. 11.27-1511), Mo conniled Lhe Sirss susic distioniry sbhat 1LET,

defincd a concorld as "the nixturce of two oitohe, coomtia susetly o

1

our rare by its natural virtue.! defincs a liscord as " a nixture

lJohannrs T netoris, The Art of Tountorao’nt. ro-ciabed :
edited by Albert Seay. [American Institule of ‘ucicolory: usicolorical
Stadies ¢ 11 Documcnbts, ol T, 1971), n. 123,




of two pitches naturally o7 Teniine the ecar.” Selianse of

coley woon the ear of the listencrs in thc ro:dli of coasoanze anl 1l

sonance presents oroblens of A finition.  The dencrinstions by Tlasbord

wore Turther comnicabsl Ly w leooe ropl
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In establiiching his "ralos™ Cor the arran-eacat of liscorls,
Tinctoris takes inuo account the acithetic concsnis of nis time as well
as the scientific data available to hin. He converiently Tails to
racotize that he formilate 1 his 'rales by breakine ecarlier onecs, an!
that the sane acalenle process ni~ht well be as ) licd to his om con-
clistons at a oibsecquent btime.  The fact that Tinctoris rn-o~iizal the

con®lict betuwren arcsthetic an’ scientific concets of dissonanza, hoa-

over, is of concianin: simificance.

t

An interestin~ hyvothesis is aivance=l by losco Jarner the
every pefiod or rencration hal 1ts own nora of dissonanz=, and con:id-
ered its evm norm as absolute.l Cach new norm is achlilevel by the
rradual assimilation of added dissonance to the accepted patbsrns ani
ways of listenine. ithat in one reneration is re-arided as harsh disso-
nance becomes acrented as relative concordance in the next reneration
of listeners. As this orocess continues in our contewsorary culiure,
the ultimate ability of the human ear to adjust or acclimabize to iluso-
nant souni combinations anmcars to be without linit. The recnircaents
of tension and relaxtation in tonal 'msic are wmect by a relative relation-
shin of hicher anl lower dersr:es of harshness or dissord.

A recent observation rocnrdiny the robley of digsonanes by
Alan alker points out the inaiequacy of the laws of masical ohenoicia

Lo exnlain dissonance.

zven in the most elomentary wars 'theories! whizh are
universally held anons musicians fail in the rosi laentabl=
fashion Lo exnlain sonn of the most Lvnizal >henonena of
musical laimiare, Dissonancze is one suth ~henasnon. Tt is

lfosco Sarnar, Tweatieth Century larcnony (Lenlom: dosedh
Willians, Limited, 19.2), p. 3.
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no exarceration to sy tlet (heorisie nave e

ticn of vhis vera @nt therefore cannot cacisi:
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?lvqcoc, 1957, p. oJ.
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Mmicon 1:]
Tutave 2:1
Prefect Jirbh 2
Jerfect Fourth el
Yaler IZixth i3
Vajor Third Til
Cinor Third 2
“inor Cixth AR
Vajor Tecond 9:7
Uajor Ueventh 15’
nor Jovenlh 15:5
ror Jeconl 17:1%
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One rit% conaln e Crom Lhe alwove Loh)e that the Yosome ot
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mality of dntervals increascc as the frequency ratios of the iat:rve
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Locome mors comlox. sthenctics v eory falls to il Lato account
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the ooycholo-i-~al e ote of mnsi-al sShenorenae The hewn car ohllite
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sreatsr tolerance Tor dilsonance and tont-cf-tamenssot than Yo the
instrunents of the modern physics laboratory. 7Jaricus studies have
shown, for exaudie, that the euzr dces not shoose the terfect fifth of
oure intonation over the perfect Fifth of egual toupcraaent. The
forner interval has a ratio of 3:2, while the latter intervel hes a
ratio of L3Y:293, an extremely dissonant interval {ros the accoustical
point of view. This cholice of the theoretically ‘lissonant interval
cannot be ascribed to cultaral conliticning, cven arons pleyers of
kevboard instruments, but has to do with sycholorical consiicrations

isfactory ex-lanation.

cr

as vet without so
A very rocont serics of cxverimentc inlicates that

criminating car of the musicion dees not choouse cigher st iatonation

or ecqual touirerament in orodicing melodic intervels when o Infinite

choice of rnitches is available, but actuwally prefere intervel ratios



which are extromely more dissonant than thooe of the theoreticsl Lun-
inss determinel by the mathemutician. b Jsin at instruacat to Marnlsh
an infinite nunber of »niteh livisions within the octave, the ear tenis
to sclect inlerval ratios in a meloiic .ine ' ich are conslicrab_y
wore dissonant than the intervals orovidel by the thecretically correct
tunin:s of the just scale or equal temneranent. These alternate tunin-s
chosen as correct by the car have teen terredi "referential tanins™ by
Toonsliter anl Sreel, who conslule that "The error lies with the rard-
stick, nct with the nuuici:ns,”z anid that the court of last rescrt is
the ecar of the rmsician, and nob the measurin: leviaces of the shvoicict.
Tt is ohscrved that all nclodies contain an inherent tomuicn
a7l motieon towird 2 Jectination, startin~ anl cniin- with the feeline
of relexation which is normally Lhe ectablished tonic. The cathors
srosent the hpymochiesis that "extended reference is the characteristi-z
or-anization of rcloly; it is nossibliy the chicl source (althouh

-

certainly not the only source) of the tension anl relexation that ro
into a m.-lody.“3 The inveostisation of "erntcnic!l reforence!’ is ore-
sentet as a nciw ajoroach toward the formulavion of a thcery of neloly
conctrnuction, which, to date, has not been lcvelopel satisfacuerily

by music thecrists.

This previously unreco:mized phenomen, vroviiing new evilence

lFaul Ce Toomuliter and Larren “recl, "tenied deference: An
ae

Unrecornized Dymanic in lclody," Journal of usice Theoryv, Vol. TIT,
o, 1 (Q:)rinr:’ 1)/:;)’ Dol 2-22.

2Ebiﬂ.




that musiclans are ausically aooivated to create toncicn ani relarsation
in muacic trhrousn various devizces, cives Murther iniicztion tnat mon-
harmonic tones may have evolve ! at a ravicnal mrans of creating and
“otatine tension an! relaxation throush itch variation.

The tensien-relazation concent of -lissenance, bteins a conceot
of relative meanine, has lon~ hoen consileored inalecnnte ant too +ronral
for theecrctical —ur-osec.  In the cxoolaaction o7 Farmenic intorvels,
various abitemnts have hHeen n-1e to forrmlote clear and exint Hrinei les

1

T dissoncice more preciccly for sedaveical oo,

to define derrces ol
Tecauce ¢ the extrome diificulty ol defining conconance an! licso-
nance as princinles, the terms have heen ayilicd in & nere or leos
arbitrary way to s»ecific interval relaticnships found in the overtine
series, anl thc inversicns of these intervals.

A classification of consconant anl dissonant intervals based

upon the overtone series is given by Yo:ger Jessions,l andi is shown in

Tatle 2.

lnoger Jessions, Tarnmonic Practice {lew York: Tarcourt, “rane
and Jo., 1951), oHo. 15-1C.
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;2 intervals wrmich arce found

Jonsonant Intervals (th
Wl

1.

ou
trin the triad)

A

Intervels bacsed on the fundamentel:

Ferfect Getave (lst and 2nd partials)
Perfect Fifth  (2nd and 3rl partials)
rajor rhird (Lth ant Sth pertials)

Inversions of the above:

Perfect ourtn {3rd anl Lth
inor Sixth (Y“th and éth

nartials)
partials)

Intervals

Tormed by overtones other than
the uwover oc

zteves of the fundamental:

inor Third {Tth and &th partials)
Tajor Sixth (Zrd and Sth partials)

Intervals (thoce inbtrrvals wthich are aot

Dissonant
1. «ccondls

Tound trithin the triad)
anl Lrventks {both major and ninor)

Tritones

All other anmmented anl diminished intervalc

The above classification may be swinarized as follows:

Tonscnant Intervals

L1l perfect intervals
All najor ani :inor third
211 major and nminor sixths

«~
(3]

Dicsonant Intervals

A1)
All
L1l

ninor secoenls
rmilor seventiis |
and diminished intervals

major and
mejor and

an'mented



istorin~al Tonciierations

=D

Tissonntnce mow octur in the horizontcal, or mololic relationh
ol tones, ant! also in the verticzeal, or haraonin relationst in ol Loncs.
The nathenctical ratios of tonrs in the teunored sccle wrovidie only
the octave as a ~ure concordant relationching with varrin- lerees of
discord present between the other intervals, dencenling unon the matho-
matical ratio between the toncs concidered. Ihus a sin-le aeloiic line
in the teumncred scele containe varsing Jderees of llcoscnance in tone
relationsiiinse. Theoe lissonant relationships occur in succession ani

only imnly harmonic relaticnships in reference to the inolied tonelity
of the meloly. ‘he wmeloiies of plainoon:, created without any concent
of harmonic context, ~rovided only a very linitved avareness of litso-
nznce resuitins from the choice of meloiic intcervals usel. Dissonznzce,
or tension in monophony was oxoanled primarily throuch oitch variation
in the develooment ol ornanentation an! lecoration of the basiz rmelolic
line in rmelismatic fashion.

~issoncnce having a more direet and Linediate Liaoact Lhan

melodic dissonance can occur only bLetween two or nore simultieous

sounds. The awvercnccs of dissonance beccorie a riore cowelous ¢xuerie

L3
o
3

3
o]

when monophony save way to the relative indencnlence of two voices in
partwritin-;, tezinnine roughly about the year 7230 A7,
100 A.D. comnosers wrote entirely contra.atally, altheith a ruii-

mentary kind of harionic an! tonal fraaevork 1s ilaplicit in the ccounter-
point of meidieval composers from about the ninth cenvary. An increcsing
awzreness of the harnonic asopects of simultaneous nmusical scunls nolint-

ing toward the devcloicent of a harmonic tonal Syotem is founi in the

thirteenth century. 'Tarnicny -leveloonel out of counter:noint, with the



arowing semse of tonality »proviiing a new conzent of tonal orsanization.
The calential forrmmlae of early countersceint led to an aware-

ness of fixed relationshing between chorids. The cadential relavionchins

of traditional harmony and the relationshisHs boeticen Lhe nornal chort

o

rorressions around a tonal center were estatlishied by the end ol the
sixteenth century. Indiviinel coavinations ol notes as icolated »heno-
mena hal no harmonic si~1ificeonrce watil they were rcelated in a musiceal
context to other chords ant! to a tonal center. oot of tne diatonic
triads, includin~ the major and ninor choris, anl the choris of the

sixth, were derived from the interval technicue of ~ol /- heny. The

practice or usins musica ficta, or "falsc notes,” and iliscoric lotvent

in the oliler contrauntal technique, »orovidel the tasis for chronatic
chords. I[he practice of musica ficta included the use of & [lat, I
sharp, E flat, C sharp, anl 7 sharp by about 1325. The develooment of
the molial system into major and ainor kevs led to the estallishment of
fixed relationshiiss of cherds to a tonal center, which develoosed to a
histh de-ree of perlection in the seventeenth centurv. The divilin: line
bhetween the centra untal orocest anl the harnonic orocess is 100 in anyr

~

wav clear-cut, btut for historical convenience nsnally is slaced at about

the vear 1000.

s

“he history of harmony has broen divide

N ¥~
N a coacrel ay b

Allcn “arrett into three major pcrio&a:l

D

) Pre-Tertian Tarmony (c. 933 - c. 1470)
) Tertian larmony (c. 1550 = c. 1900,
) Post-Tertian Tarmnony (c. 1900 = thc oresent)

(
(
(

W N+

l 1len . Jarrett, An Introluction to rcucarch in “usic (.asi-
ington, 3. C.: The Catholic finiversity of America rress, 1/.0,, De 9.




Pre-tertian haraony ceonslisos of chordal co linoticne Laool ol eriiy
unon Lne so-callel poeriect iavervais of the unison, octave, ffif'th, an!
fourth. lertian harmeny versine with the ectabiistiiont of the triald ag
the princinal chordal entity, which recaine oreeninent untlil the
twentieth century. Post-tertian haraony encomsasses the cxeriaent-
aticn of twentieth centry coanosers in deliberate atte-~ts Lo 1is-
cover nev. corbinations of sounds tvo renlacce thoce of tertian rtariony,
siich as cherds base:!l wion suanerinsoced fourths incilezl of thirds.

As the develo ment of chorl and oy reloticnehing avolved rrem
the sixteenth century onverd, harmcenic rhythm btecame an imoortans
feature of musical texture, characterized by an im-ortant chanve of
harmony on the first beat of each mcasure. larmonic dissocnance and
its resclution save strong imolications of rhythaic Hulse, the nse of
which parallels the levelo;ment of measured music.

The new concents of tonal relationshins becae very acuractive
to coumposers, resialting in the abvandoniient of nure contraovuntal tech-
niques and the more ranid develo ment of harmonic techninue as the
primary concept of musical texture. BPach and ‘landel werc aaon: the
sreat exconents of Jdiatonic haracny, ani wilened its scone consilerably.

The culmination of this harmonic style may Le rooresented by the

1

collention of 371 chorales harmonized by J. U. Rach. Rach nale ex-
tensive use of chorils havins onc or rore notes foreieom Lo the srewvail-
ine diatonic ker, writhout locineg a sonse of the ciistin~ tonality.

“any of the chronitic chorids vhich becane ancce “teld as ortholox until

trhe end of the ninectecntlh century verc usel by Zacnh both as sure

-~

Ljohann ebactian Yach, 271 Vierctiani re Sheraleesan e (Leinzir:
Preitkonf » ‘lartel, n..)




chromatic choris anxd as nolulatory chorids. [helr orizin is cosentinlly

coatrazintal anl! mav bo traced Laci to molal ool chonie orocelure and

the notes introducs i by nusica flicta.

Lonharmonic Tones

The evolution of -wmesical style durins the eishteenth anl nine-
teenth centiuries has paralleled anl is identiried with the increaoins
use of more and nmore dissonance. T[he accentable balance between llsso-
nance anl! consonance at any particular time is relative, and 1o dever-
mine? by a constantly chantine oercetion of what coawwtitiutes satinfan-—
torv sounl} corbinations. Ihis nsvchoelo~ical conlivion ciidsvs in the
misical rxneriences of ciltures as well as in those of Inliviinals.

The tension-creating r latioshing of tonrs in o

1, - - Sy et 3 ™ Ten- e - 3
characearistic ol outorm Tis i

monic tevitures ig conuillered the ho

N

by Jeryck Jocke. 'The exorioocive hacic ol the risical laa v of
ate ovouvenl of tensioncl rolssion-

shins between 1otes which we call tho vonal dyutrm.‘l e zones ot of

[¢]

LesLern rone cessiote ol the Liurd

tension-relaxatvion in vonar haraony orovitec the bacis for an
tion of the funcuion of ncatarnonic tvones as wwevices which enhance and
enlar e the expresuive bacis ol the musical lansua-e.

The orisin of nonharmonic tones, as the oricin o chord surucs
turcs, may be traced back to rolal »olyphonic procedure. Their cri-in

. 3 T A ~ Yy Ly - \
e dnprovisatory are of e

1s eusentially conbrapuncal.

D NP B R K v . - H - vy S Lt ey i -
DHAasic mneloile Line " oearlyr vooal z2al Lactrareatal nasic was zn o exnon-
S1on of zooere menhols ol viclo=nmtinc, I oLhe Gest U115 Lraiition
\——————"co—-m-m‘no—.’-——-.-..“-..-...--—-—----—-.. —————— ——— - —— - — —— . —
TNervelr Sooir, The Tommines af iz (Lonlon: (ford nlversits

VAN -
Prhezn, 1979, ». Lo
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was resoomcibls Jor Lhe srociica of uoinc orviacnths ani ents 1l

with he use of Imoroocasinciy oo ioe oooahelo i mobation So indlsite
in n relatively cxpct maqmer L comtosorts intenlion. v conbra-
~intal ot of the cizhtoenth contury achioved @ Jine boloowss In Uhe

coibining of zelolis ornameatation 0 the Torm of nonbnrmonl-s tonr .
waith the vertissl texburs of harmon.
The use of nonharmoni~ vowes in The cithbocath centars wvolved
R .

Jrom the reconciliation ol two foraus o textare, founl in Lwelfth-

century anuseripts anl Later perfected by Tach, co binin: inunitional

imorovisation with musical redasoninire hece textures are define i an
illustrated concisely Ly Edoanl Rubbra.

two Torms arco,

L

carlier Lypes of

;vﬁu in :owrbnu

ture of & sviov-

oart couniod Tith aarts . . ., The
latter a tewture of two or nor that, »ove m0 rivth-ic

\
indenendence.  The former 01inﬂ

.
2ally inlenzndent m%lhliz trotures, ant he

e

to all rrithm
latter to thee Tee chorazle and the -od-rn mi-nm=bune Lhere Lne
dAesire for clarityr of vorls forces o non=ind-menient rhyvtinl

‘.x’_!ﬂCf‘,'!L‘.l

cixteeath- ont sevearteonth-century sonposcrs used both or-onin

ani conluctus as alternate toxtures, as a devize for achicvinr chanx
ani variety. J[he alternat= use of throo two toxtures is illwstrated in

Jlealkes's mairipal, In Rlack “onrn 1:2

1Ednnd Rubbra, Counbernoint (Lonlon: "Tutchinson University
Library, 1900), p. 25.

’

2leil, n. 27,
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Tonnaracnic tones1 were derived from the two Dinlasental ao e ts
of texlure, narely, melolic movaent and haraonis nmovenment. <lolic
considerations su-zoest one category of nonharmonic tones, onetr as HaLs-

toncs, neilloring tones, anl zscane tones.  larnmonic consliierations,
the movenent of one choril Lo the neitt, suvnit a sceonl cate~ory, Juzh

as susyensions and anticinations.  onharmonic tones, heinv an inte-

J

ratiag feature of tritbure, became an ~ssential onart of the hosoniz

Style of bhn elshitocath anl nincteeath coatarics.

)

Jonharmonliz tones, as ilssonance, coastitate a vital factor in

~reating a forward aobtion in parteritine, ani coniribute to the estzb-
lishnment of nulse or rhythra which inoels forviarsd the cucercssion o chorlds

Ine n1ld licsenance of nonmhareonle tores crezies a poycholosical nceld

for its resolution ani tents to Jivpel the tenlancy of trne hirian ear to

1y e ﬂeric d=finition of nonlaraonic tonee is given cn e e 10,
Turther Jdiscucsion of the teras nenhincnonic anl naraonic will ve foua
in Chanser :[[
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Gwnll too sironsly on el acuunelic flent o loclatol chord sownis cer-
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Lo tne tovall tembuare of which ecash zhiord Lo ox

celived withouo reflerence
vart.

Another inportant fuaction ¢l nonbiaaonic to-es is thas of
variation. Variation is a1 imvortant olenent of continnlty in omsiz.

e, .

Velodic and harnoniz variation avolls the coanation of wovesent and

the rmonotonyr createld by cra-t sevition, anl abt Lhe same tine avolls

) L] o H K . S ~ A Y . M
the necssoity of o outectilon of warelated flcan. “he Jimacntion of
elodic 1iac 1o one ¢ the cardiest lovices of The varisbion e, The

0sa 9f nonhiirnonie tonss as a mcelodic vix

tae —osuibility of harmonie variabion and «lves an insreas 1 sows of
forizard 1otion as a result of adlicd dissovaoens. The combined use of
hese melolic anl harnonic lrvices in the texturs a-?! ratvional strac-

tare of misic provides 2 tonoion-roiaxation Tactber which 1o din baslo

Cor the dramablec ani =noticnal conbtent of Leooterm nusic.

ax Weber polats cub the bmporvance of recoomizia:c levices of

nont.armaonic tension in the rational analysic ol imcie. Jhe avareness
of nontarmonic devices as raticnial cvenslon-relacatbtion patterns s lpg
transfora the proczess of nwusleal prodructioa into a czleuvlable orocess
asing Xnowm neans and oriaciosles as a basis of comnosition.  cber

comsiders tonns forei-n to the Laoic choodt strusturec 2o the ront in-

v

nortant, ani Inleel iniic enuabl:, Tactor in the Tmasins of crord
ororressions, wWithont it no hwrmonlc corcae st of reic ol elich,

Jebwert's concent of the Junction of nonharmonisc tonel in tonal hitacny

. W

s swrmarised consicely in the introluction of thu recent trasisticn by

i rocinl Ffouriations ol usic.  Tran.
SL T uAarth (Cortoniale: Lonbiera 21line

G



Doa artviiiale an! Jolinn o Slcdel.
Taronile chord rindic o0 o 15 mwob oonli ool oun Iron
tcne relations which are the resatt o] crithastic slivislons
manifest in the orwanization of thr iincenic senle P
intervals, in trials ani their resosciive tonalitr; it is
al“o influ=nced by meloldic devices of vone pronlaily.
arnonic chord msiz Iy no wer~ ceqaence o wriails, of
Haraonic dicoonances anl the=ir resoiotions, bus en exzhan—o
betw=en the Labtiec anl clioimis which do not stani tor a ey,
a tonallity, a [ixed function within a tonalily, tones lose
reloiiz function has teen s:olaine i as "pascing, sustaine .,

anticipated tones," and "Anoo siaturast or ';usquuionu."l

e Q

function of net armonic tones.

his princinle of tone proxicity orovides a uee Tl deseripuvicn ol U

e

Tonharnonic tones are cxplainel by reat inienith as o"Ishooly
of chords derivel from the bouic harmonic shructural.  MThore ave neny
such vones whiich weriont chiords, <tort o liolire, o
of Johoots, Lher nlchl e callod. Sl tonven carlich chords o
cseentlally chan i them."2

John T, Dunk describes the dissonzice of no 13117 tones as
an integral but cezonlary charsctericiic ol vond lity. Donallsty ~iven
a orimary lmpression of & Jdefinive keoy Jiiile incovoseoratin: Tozsl (lol-

ance which the esr tenis to i.nore. race ceiats oub that tho Tovolop-
ment of nonharmonic tone usase in cratitional haraony hac bheen ascom G-
ied ty the ‘develo ment of a vilide variety of teruinoelosy for siven
nonharsaonic “evices. le indicates the need for clarilication of nn-

harmonic tone tersinolosy Uor peda o ical rposes, anl Joo-ests a

classification in Lwo cabecilcs, based noom Jreticon, asing tho terns

inbersolants ant renlacencnis.

Lcaocliated

e .
)



Jhe aestnetile eapabllivies ol aslcal nnbas
LR T e - . T T MG U R
intervals ave not relbricteld Lo Lhie so-zailledl 'ecownvial
N

. . s ' ; . i
harmonies ! (the Firay oecie e

2

of tle bentlooks) buat oo
bBlossorm Jorth in what avgcars Lo be another {inencicn than
diteh, in wwo orincipal vigys comprcetenisd v ler the coger
na:e of AUle. v, or celfl-carrier. e first ars o
TUMDAPOLATTIC, which comorise rasoing @il Shas~ing nooe o,
Laxiliary and ‘race noven, Irills, arna, et:., as welil ao
the lengthy oedal-poinis, which nmar L cithier nobes, szalce
sections, or fH
thing wiich ajnecars to notie nea-chorlzl w
\

LY~
LITE

ra f1ares of selodic Jorua--in cenerai, any-

harmony notes.  The seconi are oalleod T v ich
a nassa~c of two or more notces renslaces a :iﬂ“lv note, “lvi:
risce to 7 av are nzoel astensions and Anticications.  These

occur hen 2 certoin harmony mote is roclace? Lo ancthinr nob
lch gy or miey ot oromross to the oricinzl, tle., mes or

razr not Uouolve, the ronloced nmobs Taving Locn soltd, or
- . I e N
nov, in a Sre-cling harmonyr (Crepornatiion).

These two classillcetlons mar b cob rorized in gencral as ¢cowoaoacsing

the harmonic sn! the neloiic Dunctions of nonharionic tenzs.  he Jollow-

-
'

. 9 . Ses N S\ . R N
ing examleo illactrate Inter:olants (xam.le 2%, and eplacenents

(xamnle 5).

Exanole 2. oxanple 3.

.-T -
Q_
s

v

(4

I C: I

q

Junizt's surrested torrinolosr and classification seer. Lo have found

3

Tittle accentance in sunsoaquant ucasce, as e Jial oan aerensl

nf torminolorr and claccificatlions »ein: drosented In subseoqguent ohe

verloty
Y

YT
Vs v
¥

lJohn L. Junk, Jhe Ctrecture of the usical ezle {Loiion:
John Lene the "oller 'mad, 1940), m. 16=1,7.
v b 3 N




P0okks, In thecs Tooo I o eblerob auoall o oo oot
the oroblens of teriinolons and ol e tTientlon.

Tarony ve. Sounterocint

The acale.lc guasiion of whotlr nonbiarincile tonss suoull be

treaied in orinariii; a contrasuntal or orimacily a haroonic conbert

A%
sometimes is posed. For purnoses of loical analyois and Delasmu;lcal
expediency, conviamntal princizles and harmonic orincinles hzve tra-
Jitionally been soructared Indepenlently according to thes hictorleal
oeriod beiny considersls Jarious vierdcints ourieot the value o con-

N 3 vy . . —~m et AT N - - S . .2 ) e - e
binins the tuo nedazos’czl asoroacios 1avo a cing’e contenb of textoars .,

Peter Tishart ovsevves that the L8 ronze hetiuoem harmony antd

counternoint is very o1idd

ft

berorctation of nonlareonie tones

T in
is related to hamonic ciractwe, as contramintal inflestions have ket

IS

a siemiffeant vart in the develonment of chord Stractares.  "iltorizn
"chorids arose from coatranimtzl oroccdures and not vice-vorsa. The
fact is thaat muele can nmever be just harmonv or jasi colaerr ¢lnt, or
just melody, or just rhythm, anil any attemnt to senarate all or any of
these thin s is doomed to failure. 't

A survey of vhe nusical mavcrials woed by coupceere Trom oruooe Ll
to Tralrmg, by Ivor Keys, contains the Followin: ovservation re:;arilag

the concents of narmony and counterncint in traiiticnsl wicic theory

D

furing: the period fron rouchl. 1400 Lo 1927,

s
-
)
=
Qo

=

Lo

At first sicht 'ruarcell-Traras! ol s
consbitite a orriol well-ml-f unmanarcabls in is5s Ledbn anl

diversivy. b in dealins with the ¢ als el harnony anl

reter Ulshart, Dormons (Cenlor: Mitohinson's Taiveoroity

1

At rarw, 1977, oo 17,







comtar,nint sublivicion hac bien oot ey e vl
iiney, jer aiioLley bebtweey 'riussical' and tromantic! haraony

disan»eor on iﬁ pﬁczlon.l

Jne concept of cnisural conditioniag an a lctorsineant in e
anuroaci to the stuly of music theory is comiaented unon by Alan .alker:

larmonic rather than contra -intal waslc nows

the nost vitzl part of a .msician's bazkrroani. In cons

as we have “scone increacinTly aicnt ac lalin - vi

conplexitlies o we huave b"U'n Inercazingly imocheny

rasn o? norizonbal techiniquaes.  (ur ahilits to think
"

“eally {(Zostered by mus lc'b d@VQlOJd“ﬂL in thic directicn cver
the paut three handred vears) bas Llunlel our acility to U d

I o
contramnually (& Teruliy bhan we ot vossonusd
N . - } . . N
Juizine by the miic of »ro= enalisamae buins).
harnoniz bias iaritr il onr rash of counleroolind

roverse hell trae in Lhe fourtesmth-Cilntbtecnthy contorel.

Conzlscanse cars rere nobt harmonically oervertol Lo the cooae
cobent O oour o Tor ther had oo sbron Ve
o tnovr bhat this croeveatodl then Tron o toairing Inonew b
tecaigues vithout considersols aljas l‘"tu-’

I

The masical contitlioning ol contennorary ears to the texiures

of elzrhteentn- ani ninctrenbi-conpnry ity s, to hich trelitionnl wliz-
rorxy of thoory s oilenced, juoiidies tho olaly off montaonic

rrimarily in a ha

LI LR R D . 'y - 3
& comvraaiiual conhoile T role

=
o
B
)
b
:
(
Qo
o
C
o
3

£5 croverning beih Lzituwees in a sincle aci:o ol

i ~ Voo PR N sy Sy N L iyt e Y ]
ier 'v'..x‘lou.l. QO Tl ”ltc SEOM € WLl o SO 20T 1 ¥l . l"‘f.". ]Uii.L"' LT .
. . aa . .
50 Insirnetlon.  For eldo LoelTentiv iy, as o well zo Tor oar -3
.. . . .. .
off tosjical zualye o, nonharnonie Bonen g Loozons T i

. " 1., ~ 1 . - v, . 3 4 YO e - A4 s e e
ster the stnnlc of Marmony.t Darmaony itoell canintt be breatst suoooss-

Dy enert fromoterbura, 0 ich remirel LY oconsilerction o7 Lotk
verbinal and horizontal cojeatn tion v, Ut
. ;
1 ~ v 1T Eal] TV eed g ~r sl ° [ | i WP S SN e
SLVOY LTS, i ot 2 ] Vo2 0101 aennls orron,
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sevices of tenslon-relaxation tein

reloiiz anl harmcoric levices are charsoteriotic of bLhe <d R
. - S S T et R R . 4 N foat t e
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non is usel In tne negative sense of not. lonlwrmonic tond * are
rmelodic tones wliich are lissonant Lo the 1latonic Lriad ooint oo tich wee
a neer ant il diio™ they are nearte Jhucrons Lot e @3 sl
~r variante of the Ler: nonhurmonic are ni in Lusic theory texitoco
Those Tound vor Ziiont ooy crnaeahal
sory, wneste-tial decoprative, aniliarg
passing tones, ~ni lyrlene ALL of theuo terns are el woaericalir oo
Feaeri tive Loreinnloor For the ventirrnenls devicen e g toin PRE
cilered. Somn ol these Lo ol neoeretilioa and oy Cy ey LY
by some Lerthook cubtors inoa sp cific srse Yo o cpecille loviog, o)
at thie szme time in 2 cenric cense to all aenteormenic levices.  Thin
results in oconod irakls cntt oty an! luek of comantic clariis,

In a literal cenoe, the Lore nontarionic, 1F qdefincl 25 "not
part of the hazrmony," is inadecguate to Jdescribe the lisceonint “evices
under consideration. The procens of colining conoenant ari dicgon:at

the very ori

n of

5 '
CO0OTY o)

contribute to the total «ffect of 'harwoar." The co
in music becone esiatlished throusn usass, and words
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L

too.

Ao on e

greater frecuency than other

hermonle Tmlicrsove s

n

andl the relationshin of thoic

L Int

Struzture in masic

rr-l-tion of

oe Lo cenerally accest
5 chinen here because
orme, and beeonce the

ading Lorethix

nncvations < L

have weanina

o

Yoo Uhen ot tera inouse the fonet
levices to the testture e tie masc.

L
PO R
RER GRS

as

Jdeainated

el

L0

+

v

l',.“n';: cord tone
Lhe word note Lo relor
h
Satinction, stems

nd the vor! t,,,,

o Lle
frequentlyv are

ree Lo LLrnis

Loy

nr Sron the

tomi in

(
\

/-‘

YT

Wewe Lo raler b oUe msloel o,
“ . ’ . .
:sy";h)‘ roprecenting bt oo O 1

used interch
v'f"v‘r‘nl e
zn Livuerztae.

Tet .'l}‘(,’cch y

N, BN
nLowhe

A+
T

erio

7 othe



12

\

renera). character of the whote, The srtistic cotesas whiich ol Tes U e
connoser i the ecreative nrocess resntts fnoa bexbouae. Toxbure oo Uhe
tarmen®e ctyle of the o' toenlh and nineteentt cenbrries s Ule
shiucbure) quality reonltine fron Lthe artictic bientineg of ralody ant
1. 3 vt 4

rarmony 1n partiriting.

Ny defin’tien, nonhirmenie tone: are Jicaomcit. Dissonenes

must te defined here in the mucical rotber than the acconctical conic,

The torns consonance ard llcaonanee 1n o the murical seage have no sboo-
lute or fixed meanings, being 2 natior of relative Jecree.  Por tur of e

of definirg nonharsonic toners, the fellowins tratitional ~lsoe
of conscnant ani lissonant intervelc, as nsed rel-pive to the e oot
and nineteenth-centry style, will be used In thic obudy. Thic 2lus’-
fication of consonances and diseonances has hal zeneral acceptznce uy

misicians since the late [ifteenth and early sixteenti centurircs.

Conconances Dissonances

Perfect ‘linicon Lajor SP°OWK
rerfect Fift! Zajor Ceventh
Zerfect Cetaove Iinor Second
lajer Third inor Ceventh
Vajor Sixth “<rf~"‘ “ourth“
Vinvor Thir wmented Courth
Yinor Jixth Jlan;unnw Tifth

ALY anemented and dimdinfchel intorvals, and enharmonic conlvelents of
conconnnt intervels, are regarded as dissonances.

Jissonance which care dicsonnmt comronents of a vertical -hord

structure (e.z5., the sevenin of a dominant seventh crord) are clzssified

lAccoustically the perfect fourth is recoonized, anl wvas recog-
nized in medievel theory, as nore consonant than the third or sixth. In
ori;anum the fourth was treated as a conscnance, tut during the harrenic
period it has been consideredi as a dissonance, particularly when i
occurs as the lowest interval of a chord.

roger Sessions classifies the perfect fourth as a conscnance
because of its position in the overtone series (cec nace 21).

I
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2s rhythnic dissonance, and include such devices as tones added to a

Y

recular chord-=Fform simply Jor the salie of diccenence, without vejard

(4

for nzatters of anrrcach and resolution. Dissonances which are foreiszn

to the basic harmony and occur as a result of melodic movement {(e.z.,

the melocdic pzssing seventh) are classified as melolic Aisionance.t

Any dissonance which can be analyzed as a chord tone and contribiutes to
J J

rhyvtiviic stress nay be caled a rhytrmic dissonance; any dissonance which

is not part of a verticzl chord structure and contributes to melodlic

1 [y

I2C losonince. 20thmis dissonances re-

)

movenent mey be callcd a melo
solve in the ncxt chord and not wwithin the same chord. 'elolic Yisso-
nances resolve either within the cane chord or into the nest chord.
Nonharmonic tones were shoim (sce Chavter II) to te an cisen-
tial part of the harmonic texture of eighteenth- ani ninetcenth-
century music. The term nonharmonic connotes an intriral ani essential

aspect of texture more accurately than do such terms as forei~n, acces-
P on,

sory, unessential, alledi, or fdecorative. Yonharmonic tones are not

tones foreign to harmonic texture, or tones added by the comgoser to a
basic succession of chords. They are an integral part of harmonic
texture, conceived in a rational manner through the creative process.
Nonharmonic tones are created in the process of achieving a balanced
relationship betvween melodic line and vertical, or harmonic ctructiarine
of parts in partwriting. The creative process in the style of the
ei~htecent!h and nineteenth centurics involves achicving a kind of con-
promise between melody and harmony which resilts in a particuler sizilc

of musical texture.

1the terms tharmonic! and 'monharmonic! dissonance sre ucel
for rhythmic and melolic disconznce by 1llis Xohs in Insic Theory
oyt B N S : / . T —_ 5
(Jlew York: Cxiford Univeruity fress, 17941), 7ol. I, u. 07.
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Jonharnenic tonrs, as disconnnecs, are cubjoot to the trati-

ticnal treatment accorled disconance sinee the Leginnine of carly

)

counterpoint.  The manner in which & dissonant tone 1 ar-rosched an

o9

left meledically is of orimary concern in the contrauntal treat-ent of
melody. This consideration has led some thcoriato to affirn that non-
harmonic tones should be considercd strictly as contrasintzl leviceo,
with little or no regard for rhythriic considerations or the harnmonie
relaticnship of the dissonant tone to basic chord vrosrcscicn. (ther
theorists affirm that rhythm, or accent, 1s the prisary tasis for classi-
fication. Actually, both the melodiic and harmonic considersticns are
necessary for a comilete and definitive clacsificaticn. These two
consideraticons heve leil to two reneral concents regaridine the classi-
fication an organicaticn of nontarmoniec devices for imstructional
purnoses.

The first bosis for clessification is foundt in melolic consiter-
ations. There are only three ways, intervil-wise, in which any tore
can be aznroached and -eparted from nelolically. A tone may be
approached (1) by preparation, that is, from a preceling common tone,
(2) by stepwise movement, an augmentel second or less, and (5) by a
skip, an interval of a third or more. A tone may be Zlepartel from, in
the case of a dissonant tone, resolved, in any of three ways, (1) by
continuing as a comuon tone, the same tone apjearing as part of the
next chord, (2) by resolvin:g steprise, up or Jown a half-step or a
whole-step, ani (3) by a skip, up or down, of a third or larger interval

The atove possibilities of melodic movement provide a basis

for the classification of nonharmonic tones in terms of the narticular

way these tones are anpreached and devarted from melolicallr, The



descripticn of each nontiarmonic tone mact take into acoount ohe
anproach to and the leparture from the dicsonant tone For purwoses of
definition and classification. Thus, each lefinition is cencarned

with the melolic tehavior of at least three tones. The shoize of
terminolosy and the definition of ench device can bte nade in functionzl
terms on this bacis.

The second basis for the classification of nonharmonic tenes
is found in the rhithnical position of the dissonant tone in the
measure. A dissonant melodic tone occurs either on =1 azzented or on
an unazccented teat or fraction of a beat. The rhythni-z pocition of
the Jdissonant tone introduces the vertical, or harmonic aspect of
texture as a basis for classification. This basis of classification
of the dissonant tone provides only two reneral divisions or cate-
rories, accented and unaccentcd, which factors in themselves do nct
take into account the meloldic considerations that help to distiniilsh
one device from anothcr. An examsle of the limitations of the rhyth-
mical distinction alone is seecn in the fact that some theorists clas-
Sify one particular device, illustrated in Ixanvle !, as an enrorgiz-

tdlra,l and other theorists classify the very same device as an accentel

2 3

or as a neighboring tone.

d

vassing tone,

“Jalter Piston states that "anposgiatura' is the proner term for
this device in larmony (llew York: W. W. llorton % Comsany, 1941), ». 1D2.

2p1len Mcilose refers to this device as an accented nassing tone
in The Contranuntal Yarmcnic Technique of the 17th Zentury (Clcw York:
A ppleton-Century-Crofis, 1947), pe 1I7.

3Paul Hindemith calls this device a neighborine tone, describ-
1ng it as a suspension without preparation, in Iraditional armony, 2i.
ed. rev. (lew York: Associated llusic Publishers, Inc., 19LL), p. LO.
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fication is usedl. In the ahove case, the raythmic ba
out adeguate regard also for the neloiic vasis of classification and
definition of terms. As harmony and counternoint are not sevnar:tle in
eipghteenth- and nincteentn-century textures, the clacsification of

nonharncnic tones should takc into account toth melodic an? rarthsic

claszsificetion lerives

considerations. The arnroach—devarture basis of
from the contrapuntal treatrent of dissonance, while the accented-
unaccented clascification derives from the harmonic treatment of
dissonance.

Some textbooks present a ~eneral classification of nonhar-cnic
tones as diatonic and chrematic. This is a seconidary considerziicn
which does not orovide an alequate basis for definition. A considerztble
nuher of textbooks meke no attemnt to classify nonharmonic tones for

1 Trequently the introfuction of nonharmenic

nedassorical prescatation.
tones is casual and cven incilental, vith no or:sanized nmanner of
nresentation anparcent. The followins exammles of claccificnbtion 11luc-

tratc some of the nore systematic atteannts to trezt nonharnonic tones

in a lozical manner.

1See the Select Nibliorranhy in Appendix I.






Zxamnles of Telodic Classification

- o . e ‘/_ ‘‘‘‘‘‘‘

Arer uses a nelodic classificaticn, drueoribting

Josenh chilli

the technicgue of nonharrmonis tones «s the srocrss ol evolving lezling
teones for chorlal tones in a given harmonic tevture. These lealing

tones, moving into chorlal toncs, produce directionzl units, or

elenents of motion. "Melolic figuration can te defined as a nrecess
of trensforming neutral units (chorial tones) into directional units. nl
Schillin~er classifies four types of nonbarrmonic tones (meloliz
firuration), the first three tynes satisfyin: the above jefinition of
evolvine leadins tones, an? the fourth tyne beiny a converse technique.

Type cne: suspenicd tones {vusnensions), i.e., Yoy
teloncineg to the preceding chors and helldl over; such tonce

1

mict be noved into an aljacent chorial tone.

Tvoe twos pasting toncz, 1.c., Dilch-unito incerved
tetireen tro other Hiteh—nmils moving 1n segaence ant conlbi-
tuting chordzl tones. accing tones anyr, or may not, holonz
to the same scale as that in ~which the harmonic co-tinuit:r
has been evelvedld.s In the first cose, thes are dliatenic
nassing toncu; in the seconl, chromoiic masuing tonec.

Type three: auxiliary toncs, i.e., unvresarcd leading
toncs selected with no rcgard to bacic »iteh scales. Ther
too, cean be cither diatonic (in which case they have an
"ecclesiastic™" flaver) or chronctic (in which cace they ali
an extreme 1;ricel exnrescivencss, due to swiden intencifli-
cations, to the nusic).

Type four: melolic fisuration based on a techniaue
different from the evelution of lealing tones; it intrciuces
certain chordal tones (one or more) of the followin~ clord
into the preceding chord. T+is Jevice is Xnom as
anticipated tonas or anticipations.z

v ~
usicel

-
CAD,

lJoscoh 2chillinger, The Jchillincrr Jvoten of
Tomnosgition (Tiew Yorik: Zarl Tischer, inc., L19hl), JoL. -, D.

21144,
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1
Allen Toiiooe states, " nooper i Lhiieh the nom=harmonic
LIPS O O . T P T N A I PIPNPIN ~ L
tone Is Arrivel and recolvel il elascifss iv. conane ol BhAs, dL i

. . P -
necessary Lo enhinaize the tmoortanse of tha <lassifiesdiion of non-

harmonic tonrs; for this is the basis of the concest of ronaration il

TP ar 1L

resotution of dissonanca. Y2loce classifies cight catocories of non-

-
1

harmonic tones: (1) lassing Tone, (2 luspension, 73) lleishborine Tone,

) Anticipation, (%) Iscape Tone, (6} Appomcsiatura, (7) Yelal 2oind,

3

‘3) Chanzins Tfones. In describing the individual levies, he

secondary classificasion of passinr tones as unarncented and s-conbel,

and further d=scribes them as vingle, double, triple, and qialripi=.
H. Owen DReed wives a meloldic classifizabtion of nonharaoniz

tones primary considerabtion, "az-ording to (1) the a~mroach to the

nonharmonic tone, (2) the departure from the nonharmoniz tone, and

{3) the direction of movensnt. It is only »ossible to anroach a

. . . - \
nonharaonie tone (a) scalewise, {b) by nrenaration fron the zaan Lone;,
or {c} by lean. The dedartare fron the teone 1ay be nmale hy the coae

-y

Aethols."? e 2lassifics and Arfines ci-ht tasic nonharamizc dnvizes

in terms of the above ariteria; (1) rassing Tone, (2) Zusyoncion,
73) leissboring Tono, (L) Antizination, (5) liszadc Tone, (H) issoc:iia-
tura, (7) Pedal Point, anl [8) Trec Tone.

Robert Ottman also defines and clascifirs nonharmoniz tones
primarily as lissonant melodis tones. "lon-har:soa’c tones may e
identificd ani classifiecl by tho relaticaship of the dilcsonance

Lae

noa-haruoniz tone) Lo the harwonic tones whish oprecele ani follow it.

lAllcn Irvine ‘cTose, The Contraonntal !larmoniec Techn®iye of
the 10th Zentury (llew York: Annleton-Cenlury-Irofts, -nc., 17.7), 0. 97.

<

21, Owen leed, Tasic Mcic (Clew York: Tills Imsiz, Inc.,
1954), p. 55.



To identify most non-harmonic tenes, it 15 necessary to analyze bhe

t' ree notes involveld--a) the harmon's Lone reccelas

called the note of avroach, b the lisconanze itself, znl 2) the

harmonic tone followin~ the disconanca, called thae mote of rcuolution."l

Ottman classifies ei~ht tyoes of nonharaonic tones: (1) Passing tons,
. N B s ) . - . \ .

12) Meigshboring tone, (3) .ucoencion, (L) Anlizipation, {(S) Lomo-ria-

tura, (€) Sscanred tone, (7) Chanping tone, and (%)

(S

Jdoes

[he]

ive recornition to the fact that nonharmonic tones somsbtines are

classified according to rhythaic niasencnt.

Exanoles of 2hythnis Classifization

Itorer Sessions refers to nonharmoni:z tones as "Accessory tones,"

describing then as "tones which o not telon: to the chords used, but

are introducel for the ourpose of ;zining a nore flowine, more ornzte,

or more expressive nmeloiis line or texwture, or of sunplyin: movesment

at points vhere it is required, but not furnisheil by the~ chords them-

selves."  Sessions classifies basic tynes of nonharmoni~ tonss in two

general sroans, the unaceanted, and the acconted. 77

‘s sives reco,snition

to the melolic imnortance of nonharnmonic tones oy statine~, "It chould

be clsarly unlerstool that the terms 'unaccented! and 'accented! refer

here simoly to the nosition of the accessory tone with relalion to the

tones which iLmediately precede anid follow it.”3 Mis classification is

as follows:

lﬁobert we Chtman, Zlemenbary Jarnony (Lnavlewood Siiffs, . J.:
Prentice-'all, Inc., 1701), p. 127.
2

Rover Sessions, Tarmonic Practice (New York: ilarzourt, Prac
and Company, 19%1), p. 123.

3ibid., op. 123-123.






Unaccented Accessory Tones Azcented fccessory Tones

rassin~ Tone Juspension

elshboring Tone (Aaxiliary) A>porriatura

Antizipation Peidal Peint
Allitional nonharnonic devires, incluline "the ornamental for:ila

. 1 . - .
tmown as the Jota Cambliata,'"™ are describved by Sessinns as extenided

ani freer use of the basic ascessory tones classified above.

T1llis ¥ohs cilves an articulate nresentation of nomharmonie
tones, and consilers rhrthm and accent the most imcortant elements in
. s . , . 2 ., c s . .
the classification of nonharmoniz tones. e classifies nonharaonic
dissonance as either accented or unaccentel dissonaince, evea thow™h
he recosnizes accent as mot an abwsolu“e but a relative matter, varyinrs
in degree. iz clawsification and trriilnolory are as folloss

Jnarzenbe ] Dlssonmance

Pasging Tone

Jelohboring Tone (Aaxiliary)

Echanpée (Escaped Tone)

Chanering -Jote Group (Chanring Tote; Toba Sabhiaba)
Double Inichborine Tone {(Denble Auxiliary)
Anticipation

Unprepared el hborins Tone

Accent~d Dissonance

Suspension

Adnogriatura

Accented Passine Tone

Accented Tleishboring Teone
Decorated insolntion of Susoeniion
Pedal Doint {lrran Point)
“ctardation

N

Leonard atner refers to nonharnonic levices as melo

tion, and use: the unaccenisoi-nccentel classilication. e deseriues
ldial

m)’
. BYAR) < b . N e, " 53100
;)}.‘ AIS] Py l;)k,,/ ) v‘ol ¢« 4y Ve 2E=__, ) “.:2"'\"\, ) IOJ"—L]-/‘ .

i o -

Ceiny . R . . . A I
$11is T. Kohws, _msie Theory  (flew Zork: Cxfori dniv roity




the unaccente! tyoe as tval which does nob dlobuwrb the unl-rizinge

harmony, consisoing of tones vatch are heard afcer the chord in ctra

1

ani while it sounls. e accenbtel type is deccribed as melolic

fimuretion heard at the point of chord change or at 2 riyihisic noint
vwmich is stronper than that of the folloing note.?
intende to show a clear distinclion bebween accented and unarcented

dissonance, althou-h his iefinition ol the »Hoint 2t vhiich disLonsnes

bepins to "iisturb the mderlying harnony!' roull seen to involve a
comsiderehle decree of sutbjestive Julmaeent. Rainer'c clasuilianntlon
. . 7 3 \ .
ol m2lolic fimpuraticon (nonhicrmoniz tones, 15 as follows:
Unaccented Dimuratlon Azocontod Jiguraticn
Nolptbor [ons sccernted Prosing Tone
Fazsin s Tone Accented liei-hbor Ton-

inticig=tion Aopozriatura
Thanging Tone
Escase Tone

Ratner does mive detailed consileration to the nanner of avproach to

)

and departure from each nonharmonic tene as an essential factor in Wb

definition orf each nonharnonic device.

Two Clansilication Propocals

v

Fad

The mawy different ways of classifiring:, exnlzining, aal lefin-

4.

in;; nonharionic tenes tas sroapted the sublication of two pertineny

[Pl

erticles in recent »neriolical literature 3'hich rorose colabienr to

the nroblem of devicing an inclasive anl systenmatlzs rresentation of

nonharnonic toncs. It is interezti-; to note that one article Hreopos

N

a nelodic basis of classification 25 prinmary, and the other ortiz

lrconard 7. atner, Tarmony (CTeaw Tork: Melraw-T{ill Coapany,
Inc., 1962), p. 66.

2Th 4., n. 157

1
L

Ratner ocLvloacly

7



Voo
[

proposes a riythmic basis of classification as prinmary.

Do Turner proposcs a grsten buasod uoen the annars In ownich a

-1

l_‘

nonhar -nic tone Lo enterel anl lell. Te surcests Lhat the accent

or rhvthnic basis of clasciffization 16 Loo rcommlex and variable o
rrovidle g desendeble basis for diffcerentiation.  Tle raeaconc that Lhere

moy be seme armment abont @ tone's accent or lack of it, but that, on

the cther hand, there cen o no disacreencent over wnother a tone 1is

k-
.
6
[6]
t
=
"S
@]
f
o]
(o]
Q
3
}...J
~
o
.’J
H
"\
i
U
o
o

entered or left by step or

and terminolcry.

A ITICDIS CLASSIFIZATICH OF VO A NIC fUNLD

Mode of Entrance lane tiode of Quitting
Step Passing Tone
Feturning Tone
Leap Ap»pocriatura
Prolongation Suspension (prolonced Sten
chord tone)
Proleneed Passing Tone,
eturning Tone,
1; norrsistura
Step Lecaped Tone
Leap Jree Tcne
‘rolongation rrolonged Lscaned Tone Leap
cr rree Ton=
crepared Juspencion left
by a leap (un-nermed)
Step or Leap Anticipation Prolonsation

ized Ylonchord Tone

1 .
Toum Turner, "4 Proposal for a Stabill
Vol. II1, Vo. i (. arch-

liomenclature,” American lusic leacher, Vo
April, 19%L), p. &IT.

il
I




Turner comarnts won the inglequucy of Come of trhs trrminology
in general nse, tut .loes not surrest twore suit:zble trrio, leaving this
)

task to his readers. Iis otjection to accent as & orimary basis of

classification, which he conuliders too indeflinit-, may cter Ifrom “is
failure to deline accent in relation to harmonic structare. The
apparent simnlicity of a system of classification taced nnon the thace
nossit:le weys of leaving a nonharmonic tone tecomnes more comnlex when
all the factors nccesssry for definiticn of the terms are considrred.
The above classification is kasically aleguate, Lut it recuires fariier
factors of differentiation to Jdistinm:ish and to define ~recizely the
various devices lioted.

Hans Tischler nroposes a rhythmic ~luaceificavion in two -livi-

“

sions, stressed non-chord tones and wstrosscd non-chori tonrs.™

Tischler bases his classificaticn unron the observation that "Historically
and musically stress is the »rimary elemeont of differentiation zmong
non-harmconic tonos."z ‘fe notes that strecse 1s a complex cencept, there
being many mcans of creating stress in music, tut that the anplication

of this concept in ressect to nonharmonic tones iv relabively sisnle.

The essential distinction to be made is whether the nonharnonic tone

is entered simultanecusly with the new chori, on a harmcnic aczent, or
whether it occurs on en unaccented teat or fraction of a beat, and is
related to a choril osreviously or subsequently heard. A strons rhythoic

accent may rive strecs to a nonhiarnmonic tene wituout a chenge of harony.

The other possitle types of accent are nnirnortant in this contest.

lans Tischler, "A Oystematic Precentation of “on-llarmenic

. . P S, T T T I late .
Yotes," 'mnic and Letlers, UoY. UTCTIII, 1007, ool =00

2Thid., p. W
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Tivehler a~tuall:s conlines the rothnic faztor {ac nrinary, and ihae
melodic factor (as secondary, to JeTinme Lhe ol Yacic nonhorasnis
Jevices enwrerabed in his schemes  The particilar merit of thic nro-
nosal lies in the use of both factors for definitive nurhoses.  “lis
provosed classification is as follows:
DADIE L
A RITIL. L0 CLAGLIFICATTON O JCadarliGlLs 2GRS

I. Stressed lon-Chord “lotes

Name & Symbol Reached by Left by Other nase

1. pedal point prolon;-aticn prolonation lyins voice
()
2. suspensicn prolon~ation step down
(s) sten up retardation
3. appogriatura | skiip or sten sten {down or ws) unnrenarcd
(L) - suspension

II. Unstressed Jon-"hord llotes

Name & Symbol leached by Zeft by Other nane

L. anticipation| skip or stcp |prolonpation
(a)
\

S. passing note | step step in same direction strict p
(p) sxip step in same ldirection free p

step skip in same direction free »

€. turning note | sten sten in other direction } strict t
. S

I

() skip step in other direction | free t
stepn skin in other direction free t

scepe note
echappee

Tre above clausification system takes into account the three
essential aspects of nontarmsnic toncc shich must be concidered for

articulate dcfinition, namelv, the rhythaic positisn of the disconence,

the way in which the dissonence is apyoroached, antd the wayr it i 1elt.



fer pedzeorical mrooscs, the Aelinition of enchi novwraoiic device
mist delineate all tnree factors to show clear :liscinctions, oarticu-
larly betveen devices which are similar in some regpects.  hen one or
rore of thece factors is disrepsrded in defining terminolo;:y, the defi-
nition fails to show adequate distinctions and brealis dovn, resulting
in much obfuscation.
The annarent simplicity of Tischler's classification is achileve!
by his usiny only six bavic terms for nonharmonic devices, anl by defin-
ing some of the trrms rore Lroadly then is desirable for a comleote ani

-

Jefinitive nomenclature. Ty imnosing a stresscd-unstraossed clacsifi-
caticn over an anroach—denarture classification, certain comnlicaticns
arise in vhich a given melodic device 1s decipnated by two different
nemes, depeniing upon vhother it is accented or unacsented. lnder this

bl Vs

svsten, for example, bthe =mlodic pasoing tone device which 1o aorreachod
and departel [rom stemwise in the samc lirection 15 ca
tone when unaccented, and an anpogriatura when accented. If stress is
regarded as the orinary differentiation between levices, this system
is entirely loricel, but confusion does arise wien the sare nelodic
device consequently is known by two different namecc.
The factors of stress, appreach, deperture, and direction of
resolnution all provide noints of Aiffcrentiation that weln determine

the classification andi &-finition of nonharnonic devices. The manner

» e

of anpnroach and of denarture, hoover, are the only factors that con-
sistently describe, and therefore definc, all nonharnonic deviecre. The
other conlitioning factors are not clearly an licable to all nonharnaenic

tones, considered as melolic devices, and tliere fore shoull not be the

primary basis of a system of clascification and hnomenclature. ecause



foaartire aro caclodlc Taotoro L
factore LLmil

the menver of annroacihi and ol deo
cant to the Jefinition of all nontarmeniz devieos, theor fochbors ohon
i clacoilicatlon. olacr eont Lionlus Jaztors,

rinmnry
ry classificetion ant

.
conaay

deteraine the
where they arply, should detersine the sc
srovide points of differentlation where cuech iistinctions arc required

for a lefinitive nocenclature.

Examples of variants in termincloryy, definitions, and
i are con-

fication will be discussed under the rcspective devices wnich
The factors that determine the classification

siderei in Chapter IV.
and definition of nonharmncnic Jdevices will be consilered in the

followins order of importance:

nmanncr of annroach znl lensriure uscd.
tone.

1. The
2. Thc Airection of departawre Ifrom the clissonant

[od .1 D, -, 4
of thre Jdiszonant Lono.

1o minl

coitficntion and

3. The riythnic position
117 be uwed as the besls for ¢lo

Thege factors will @
most asrooriate

azh mon-

A
oz

tion of the terninclogy selected ac
The oriler in vhich the vorions nonharmonic deviecoes
IV is based upon the nenner of a: roazh uni

are presented in Chapter
departure, beginnin: with a cozion tone, then a stes, ant tlhcn

quali-

he direction ol departure from the dissonant Lone ant the raythuic

el

4
disscnant tone in the arasure will serve ag

for a definitive norcnclatare.
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NONMAREICIIC TONES

A classifina of

tion

=0

of arroazh and Jdenarture Hrovides

nonharazois Lones

AN
[P s

IV

.

¢ TERUINIOLOSY VARIANTS

azzeriine to the —aaner

the mathenrtizal sossinility ol nlae

hasic nomharmoniz devices, as shom in Table V.

&
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‘0.  anner of Aporoach
. Prolongation

Prolongation

3. Prolongation

OK1p

s
Ckip

The nanner of aporoan!

basis of lassification hecause,

(o

(15 V2R

anl denarture

o
Jid

Y

Ayt rT oy
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2..0I200
"anner of Nenarture

Prolongzation

tep

Skip

Prolongation

otep

Ekip

rrolonzation

Sten

Lain
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4D

used as the nrinary

firstly, 07harnoniz toaes are re-

carled as mcloiic devizes, and Seconllvy, because all the Hossihle non-
harmonic devices can be classified on this basis.

Turther refineaznts in lefinition and teriiqoloey ar2 sossibia






hasic

A~rfinition, and

stress

=

(e}

oy mdiar distinetions azcorling Yo (1) the iirection of ruolition
of the 1lissonant tone in relation %o the lirection of its =zdproanh
11 or on0site), (2) the ~eneral direcbion of moloiis noverat (un

or doom) and (3) the rhythaiz position of the dissonant tone in the

measure {(otressed or unsbtressed). The Jdirection of resolution aay be
3 conditioning factor in those nonharmonic tones whlech resolve Dy ched
or bty skips There are six basic nonharnonic Jdevices which resolve by
step or by skio. Tach of these six devices :may resolve in the saae

direction as the aporoach, or may resolve in a direction oupposite to
tie direction of a:»roach, giving the Hossibllitr of twelve 1ifferent

meloliz natterns

The direction of melodiic movenent in ei~ht of the basiz levizes
nay be up or dovm, riving sixtecn =2lenvnis of diflferentiation in melo-
diz pattern. The first devize uses orolonsation for both anroash anid
denarture, involvine no melolic movansat, and thus cannot te classified

actoriding to direction of movenent.

The theoretical possinility that the dissonant tone in eash

basic devize may occur as stressed or unstiressed proviides eihteen
aliitional factors of differentiation for nurnoses of decscription and

definition. The first basi: device occurs both on stressed and un-
stressed bpeats of the mecasure, being a sustained tone. [he other ei~ht

nonharmnonic devices may occur on either a stressed or an un-

ed beat or fraction of a beat.

<

(8]

These mathenatizal possibilities of variation, totalline foriy-

ix, may bYe used as listinmiishiae factors in the descrinticn, the
4 the ascribinz of terainolo~r to all nossilile nonhrradnis

-

These eleonents of variation, used to sub-classily the nine



'

basic nonharaoniz natlerns, are roparded as ccecondnry ashects of clacsi-

ion bezause they do not a»ly writh ecual usefilinezs to 12finttive

The forty-six onossible distingiishing factors in monharmoniz
tone patterns may be chartcd on the asis of the above criteria (se=
Table VI). ot all of the theoretically possible devises are founi in
the music of the eizhteentnh and nineteenth centuries, however. _Jome of
then lack tonal or siylistic relevance, and others reoresent unneczessary
distinctions for definitive purwvoses. Tiventy-four of the possible
variants of single-tone nonharamonic devices are founi in the music of
the eighteenth and nineteenth centuries (see Table VI).

Sonme of the twenty-four variants are disresaried in both terai-
nology and definition by theorists, while other of the varian's are
universally accented as immortant distinctions for marroses of delinition.
A considerable mumber of the variants are controversial, much dicarrece-
ment existing repgarding their classification and terminolory. ome of
this contiroversy results from the lack of a systematic tasis for classti-
fication, and narticularly from the arbitrary definition of terms.
fach pedasgogical confusion is found in the lack of clear and ovrecise
definition of nonharmonic tone terminology.

Examnles 5, 6, and 7 illustrate a few of the more obvious
variations in the relative importance of melodic characteristinss used
for the classification and definition of nonharaoniz tones. The device
in which the dissonant tone is anproached and left stepwise in the sane
direction, wenerally knowm as a passing tone, may have an aywvard or a
downwarl melodic direction. No theorist annarently considers it impor-

tant to distinguish between an upward and a dJomward melodic direction
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in this device.

Example 5.
(a) (b)
T | i”r
=t =
F: I I I 1

The nonharmonic tone ajproachcd by prolongation anil left by
stepn, generally kno.m as a suspension, may resolve uprard or downward.
Some theorists make no distinction in resard to the direction of reso-
lution. Other theorists consider this distinction imoortant, even to
the extent of using two different terms for this device, identifysing

the dovnward resolution as a susnension and the usward resolution as a

retardation.
Example 6.
(a) (b)
| ! |
] 1 |
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The nonharmonic tone walch is avproached sternrise anli lefo
stemiise may resolve in the same direction as that of the asoroush, or
resolve in the opoosite direction to that of the apnsroach. All theorists

consider the direction of resolution an important classifying faztor in



this case. The device using the same direction for the ap.roazh and

the denarture is frequently esiven the name of nassine tone. Jhen the
h 4 s > Iy 5

directicon of resolution is oprosite to that of the ancroach, a difler-

ent name is given to the device, as neighboring tone or auxiliary.

Exanple 7.

(a) ()
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Tach single nonharmonic device with its variants which are

found in the nmusic of the eizhteenth and ninetecnlh centurics will now
be considered in the order in which they appear in Table V. Certain
nonharmonic devices make use of more than one dissonant tone, or coubine
two or more of the single devices classified above. These devices will
be referred to as combined devices anl will be exaained in reference to
the sane criteria for terminology and definition apolied to the sincle

nonharmonic devices.
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Sinrle Nonharmonic Devices

1. Aprroached by Prolongation and eft hy Yrolongation.

Ixandle 8.

—
N

&
i
|
raaxyw, e 4

el K" TN
725 )

0 |p— —oR L
La's

e
”
sa 0

C.1 ¥ I T T

This device is generally knovm as a pedal poinbt. Cther terms

apnlied to this device are organ point, pedal, pedal tone, sustaininz

tone, holding note, and lying voice. The term pedal tone is used to

refer to the lorest tone produced on wind instruments, beins the nitch
oroduced by the entire len~th of the nipe. Therefore, the use of this
term in connection wwith this nonharmonic device is not a satisfactory
choice. lost of the terms used are descrintively anpropriate. The
term pedal derives from its use on the orgran pedal, which »rovidco
convenient neans of sustainin;y a tone in the bass voice as lonr as
might be required. The sustaining pedal on the modern srand piano
also can serve the same function within the limitations of the piano
to sustain tones. The term pedal point is the term most frequently
used, and historically is the most appropriate choice as a functional
term for this device.

The definition of pedal point is more generally agreed upon
than the definition of any other nonharmonic term. A pedal »noint

renerally is defined as a tone sustained, usually in the bass, while
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the other voices move throu~h a succescsion of chords which create a
dissonant relationship with the sustained tone. The first ani last of
the succession of chorils are harmonies to wnich the »cdal Hoint is con-
sonant. Some of the intervenin-s choris, at least, are harmonics to
which the nedal noint is dizsonant. The nedal noint Tunctions as an
axis around vhich chord »rosressions are formed by the melolis novement
of the other voices, anl at the same tizne introtices the elenent of
dissonance into the texture of the umusic. The nedal noint may asnewr
in one of the voices other than the bass, in which case it somstinmes is
called an inverted pedal point.

An exaa:le of semantic discrepancy is found in the harmony
1 < W .
textbook by Donald Tweedy (31). He states exnlicity, "Inharmonic
or unessential tones are always dissonant, anil are introduced either

deliberately because they are dissonant, in which case they are ant to

be rhythiically accented, or as melodic ornament, in which case they

2 . o .
accented or nnac:zented.” oubseqaecntly, in classifrins the nedal »oint
as a nonharmonic tonn, described as always dissonant by his om defi-
nition, he states a nelzl noint occurs Mrhen a series of chorids nivots

.3

about a riven tone which remains in one voice. e then »resents the
following musical examdle, in which the nodal point is not dissonant at

any time, with the crxcention of its a»nesarance as a chord seventh in

1I\Ium’oers in parentheses followingz the names of textbook authors
nentioned in Chapter IV refer the reader to the correcsponiing entry in
the select bibliorranhy, found in Appendix I.

2Donald Twecdy, 'anual of Harmonic Technique (Roston: Cliveur
Ditson Co., 1928), p. 26.

3Ivid., p. 212.
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the submediant chord just precedin;s the caidence. The tone iliustrated

as a pedal noint is simply a comacn chord-tone continiinr in the sane

voice.
Examnle 9.
) il;! lJ]]l
=T

L [da J]

|
44

T®

¢:I v 1 ¥ Iv IV, 1Y, ¥, 1 Y
6 T % A ¢ Te T§T8 e
4
The exaanle is in agreemeat with the definition he pives of a
pedal point, but both appear to be at variance with his Jdefinition of
nonharmonic tones. J(ubsequent to this exauple, [weedy reiterates his

original definition of nonharmonic tones, stating, "The inharmonic

tone, being always dissonant, is a means of exoression for intense
1

enotion or for securing amphasis.’ (Italics by the author).
Carolyn Alchin (1) gives an exclusively nonharmonic function
to the pnedal point. '"'he nedal point is a tone sustained by one n»art
. . s . 2 ..
through a succession of harmonies of which it forms no part.' ‘his
definition is condition~d only by the requirement that the nedal »oint

enter and close as a harmony note, and that it should be entered on

the accent at the beginning of a phrase. Althouth the same term nmay

=]

11bid., p. 212.

2Carolyn A. Alchin, Apnlied armony (2d ed. rev.,; Los AnTeles:
L. R. Jones, 1935), p. 81.
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be used by many theorists, differences in the interpretation of the
device may be seen to zive different meanines and connotations to the
term. Alchin states that when the nedal o2int in the tass foris 1o
part of the chord above it, the next tone above the jedal point must
be regarded as the bass.l weldis states just the opnosite. "If the
oedal tone rsicj lies in the bass, the voice next above it sust be
treated as a middle voice, avoidin~ distinctive bass ororressions, as
otherwise two bases result. This fact is of «reatest importance."2

The two forms of the oedal point traiditionaily used are the
nedal noint on the tonic, ani the vpedal noint on the dominant.

Exemnle 10. ixaniole 1L,
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Roth uscs of Uhe pedai point =.pear to have evolveld [rom cadentiel

patterns to help estaolich or reaffira the key. The pedal noint on the
tonic may be used at the beginning of a phrase, or at the very end of
a chrace or & calential noint in a conncsition. The nedzl voint on Yhe
tonic sometimes 1is used to enrhasize & plazal calence, beins ulel as
a corren tone with the subdouninant and toni: chorit at the »Hoint of its

conclusion or resolution as a ‘lisconance. In the same viay, the domi-nt

P93 PSS

LEOLE cldie, Harmonic Taterizl and its Uses [Chicaso:
Clayton F. Swmay “o., 1725), . L12.




into the doninanl chord ac o hol?f aculonne,

cr continuling Tuther to the tonizc chord as @n awwhentic calence.  The
chords to which the nedal noint is dissonant may be cither l1iatoniz or
chromatic chords. Uoed with chrometic herarmiss, the Lonic =zl joninant
nedal noints heln keep the disscnant chords oriented to the tonality,

and thus exercise a stronr tenal function.

The pedal point may occur in two or three volces sirulteneously,

uoually at the octave or fifth, in which cace this device is called

double pedal point or a trizle pedal point. The »edzl roint nmay e

repeated without tieg, or interrimted by rests, oroviiin: a rhythmic

repetition of the teone. In this case it is called an intcrranted

redal point. The renetition mar be nwed to mpart alded ripthwiic strecs
to the chord mrorressionsg, or to reinforce the suastainisr ¢flect cn
instrments with lin®ted sustaining: ability, ouch as the pinsnoe or the
harpsichord. The medal point is found more freguently in instrunentsl

than in vocal music.

2. Approached by Prolongation and Left by Otep.

Example 12.
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A strecsed nonbarionic tonc reachoed b orelenzation Ly coran

tone in “he same voicco, and left Ly sten, eiiher a half-ctey or a thole-

B

O

e

2ten, 1s roferred 4c Ly the torns voovemelon, del-ored £one, sl v

———— —— —

end prepared apphosiatura.  These termie are Toant oonlicd to thic

Aevice when the tone of resolution moves up or iovn stepwise.
Score theorists use the ternm retardation for the device when the
dissonant tone resolves upward (Example 12¢). The disscnant teme tonids

1

strongly to resolve upuerd when iU hajsens to be the leadlng tone of

o

o 1

trne scale, or is one of the other active scale tones which sy hLave an

expected tendency Lo resolve upward in 1uvs melodic contexte The direc-—
tion cof movement of tre susnendel tone normally follows the lire-ticnel
tenlency of the particular scale desree.

Pecause of this tendency dispocition, resulting from tonal
considarsations rather than an artitrary -lefinition of nonharmonils tones
in this study, dishineticn Tetween the usvarl resclation (retardatl on,
and the rore fremwea? dovniard rosolution is unesseatial in Yhis caue
and Jdocs not Justify the use of two clasoifying terme for the came
device. In the interest of reducing the cateqories of nonharmonic Lonoo
to the smallest nmumber consictent with classification accordines to tauvic
princinles, no classification distinction nzed te made between an un-
ward and a dovnward resolution cf this Zevice. In reneral, tho urin-
ciole which ZJeternines the directicn of reselntion is thet discoenant
tonzs tend to move to the nearcst tcne of resolution. I tre intr:va
o2 possitle progreszsion is the cane in eithsr direction, as 2-3, or
9-8 in the major scale, the more ucual lirection of moverient is

downwari.

A distinction in terrmirolceszr is made by some thoeoristes when the
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cizscnant tone 1s tisd to the rocceling tone of orosaratli-on (Txansle

a9

21,0 ot e St Ge R N . . e a1 - .
12%) anl wren it is not Lic! (Txazole 12&;. ror cxai~le, Stanloy

3 ey MEsls oo - ~ 2~ Al 1 - o
Shannle (1) and ravilin .. Dobinoon (27) ro.fer to this deviee e o2
suspension when 1t Lo tied, anl a proosrel svoo clabire when it 1o -0t

. - . ~ V) e e L ’ \ .. . X R
tirde Toote arl Jaaliinc (&) urd ellose (1)) wme the toma snsoenston

vithout differentiatlon Tor all zccented Zorms of YWis Aevize, anl £in
no esusential 1iiference betomen the disoon b tone which 1o tiad ni ths
one hich is not tind, in accordance 1ith the cctwl oraciize o J. .
Nach. The only 1iffcremcze is a matter of lrrroe of stretu; the reonean
tone 1s heard ith a =trcar rhythnic milse or accentiation than io
the tone which is not repeated, but sactained by nrans of a tie. In
the rise of this levice cenvosers frequently taice 1ato account the sae-
ing quelities of the instrwuent for which they are vwritiag, or the
words of the text Leing used in vocal writing. A suepended or delaved
tone may bte tied to its orenarztion vhen writing for or-~an or orchestra,
and repeated when writing for niano er haraosichord. The Jissconant tone
ray be tied when the sane srllable ol the text ocours with both the
prevaration tone and thn susenlal tone, anl re.catel when a 11ffereny
sr1)able ocours with cach tone.

'~ . . . .
) cede . . N LI e en + 1.0 P T e R
Prout (22) states thet the tio 1s an cssontial choroou o rishic

of the gucnension device, ~nl that the woe ol this Jevice srithout tho

pe

t

3~ et v ~ o -9 - - o e Y et 4 = Ny
¢ is »rop-riy called an adoojiabwras  hee term aomor-iatnra ic Jound

with a variety of anhlicciions and definiticns, with muich sasuing o=
fusicn. Prout states the aspo-riatura is distinquishel by its rrvthoic
stress and anpears on the bteat, meost cffectively o-enrrine with a

chan;e ef armony. oy his definition, the arcoslatura mzy be enbired

by slilp, sbep, or repevition, and resolves by ctend up or dowm, Lo & ncte



of the chord. The essential i Terencze he macer Lebuorn the ciasoonnion
and the appo-riazura is the tie itself, without re~zrd to the zorticuler
JU}

asoroach or denarture wsed with tne a:cortlatura. If the 'icionznt tone

v a susnension, a2l 17 the lilss~onant tone s ot tled,

[

calls

-

(@

s tied,
he classifies it as an a-~ho- <iatara. Ve strooses this lictinrcbion as
Favings mich sirmificance, slthouh the Sifferentes are not alwaze ~lzar
in hiz definition of ter—c. Tle states that "The smno-~iztwra entering
ty reosstition chould not b confMizedl with the cusHension o . . the
istincticon i of wreat im-ortance as the two interoretations arc wilely
Aifferent in rhythm an? style."l Prout roceris the UifFfar-noer o8-
Jectively as matters of inberpretation in riythm and style. ‘le fails

to rive a clear semantic distinction showins: differences in the mannrr

of anvroach which would serve to define the twoe teorns wev o ilselor,

The term a»npor~ictura has been used for a muntrr of accentel

devices, warticularly when no wirecuent exicts ey to the nanner of
asyroach, ani consequentls has teen eclven nultinle lefinitions end

reanings. ConTuoin.s the meanins of the term anpor-iatura with the

suspension device can serve no constrictive purHols in the pelecary

S

of theory. The tern anno~~iatura will be discussed in connection with

the device more comxronly 'tnovm as "anpnov-iatura'.

The terms 1272:7~d tone and sus»Henis 1 tone are lescriptively

Sonectional relative to the hormonic snd melolic context in vhich twis

device is found. Mwnonde? toncs uwsuallis v elone to vhe receline ¢hiorl

an!l are btelAd over or custaine! vhile a ¢

N

wrnoe of ehord omturs o th:

acnent. Theoc sooowniled Torcg, having tecomn lissonant with a chinec

llbbnﬁzer ‘rout, ‘larmony: Its Theory ani Prastire (Lonton:
Augener % 7o., 18%9), n. 2.




of harmony, trhen move Lo an Lo cont song of the new cheord for reoo-
J )

yiolowy einc Crom o the Losina
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lution. The ternm g“°won9101, its
suspenlere {to hold wacer, forodns a continection of;, ori cinally wac
apnlied to this levice in surict counterooint, ani has been the oot
comsistently use !l term for this levice throustout the harmaeale Zeriod.

Dicrter {29), in a textbook used extensively in Arcricen .cn-

=rvatorics ketfore orld ar I, conciders ths subnension the rmost

immortant narror of Tiniiner harmonies torether. e defines ths sus-
nensicn as a Aovise which "arises throuch the delayine of a »rorression
of a voice, which is cxneczted at a definite tine, or even nccecsery,

and in such a manner, thet the voize, wWhich hais Lo »rerrcze one denree

devmwarls, in order to occcnpy itc Hosition in the Tollerin: chor!

linvers otill wson the tonc of the first chord, vhiile the olhrre ro-

zress to the secont, and this vol-e Jors not pass over into thne

. 1 .
harricny until later ® Fervunately, aore rocent atitents to lefine

this device are mere dirc:u, avl orecented with oreator ccgnony of verds.

devster cives the following definition as uced in music: "lhe

holding over of one or more tones of a chord into the followin: chor

(=3
-

ths oroducing a monentary discord, susceading the concord which the
ear exnezis." The term may be Interpreted sz an:lyin-s both to the
holdine over of the tone of preosarztion an! to the delay in ths ajpeir-
an:e of the tone of resclution. Thus, the term suspension implies both
the common-tone »renaration and the dolaved, stenwise reacolution of the
Afceonant tone. TVis tera will be ouced sutsemently bosoioe of o
etymolo~ical ajxsronriateoncss and beernmse o7 1ty hictorical ac-entanne

in cenaral ucace.

. -
1R10htnr, pe 127,



Josenh chillic-er [lx) ives a conclue deocrintion of Lhe
historical develciment of saoninsions, cencluling Lhal the cerrent nuee

of suspensions and the susoorting harmonic structure onler vhie sushen-

The effest of a susnension is to intensit the chord by means
of common “ones which, while teing susohenield, rise in rainx
as a chordal function alorer vwhich rice they are then releaccd.
Every suspension concists of three consecutive vhases: preca-
ration, suspension, anil resolution. Cur cers, iue Lo heredity
and habits, accept a suspension only cn a stron< beat. [he
source of this habit is strict counterzoint, in which disco-
nances were on_y oermitted on woek beats and on strons beats,
by suspeniin-~ ("tving over") a cowaon Lome.  Classical harmonic
structures had net bteen fulls -rystalllzel at the tine cngnen-
gicns were used in counternoint this way, and so thece susended
tones nroduced antiquated harmonic strauctures resembline thoce
£ the oli organum tyne.

The followin~ firure illustratcs the evolution of
cstructure un'ler susnencions. Tt has been mradaclly realizeld]
thet it 15 necessery to suzmort the eleoventh bty the ninth; the
ninth bty the seventh.

Txamnle 13.

XV1I Century WVIITI Century <1X Century
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Schillinser states that the histcrical crystallization of the
suspended chord seventh, S(7), as an inlesendent structare occurs in
the eirhteenth century, and the sus»oended chord niath, S(9Y), in the
middle of the nincteenth century. 'le concludes that the haruoal:
structares under cocnensions mwt conform Lo the Herfoctod o Dor
corrvecrt usane, showm in his illustrations (sce xamle 1s). 3chillin-r

also believes that, whiile susencions in el

b

socical throry are alvavs



6
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descending, it is immortant to hove a cystenm of rlarcifiantion which

“roviles for aucemlinge recolaiions of s wnlons,

B BN 4 + - -7 YT R -t -
e ostruet ol e litione slven by

use of sini-le, louble, ont trils ouoensi-one are as follows:

L osinle sugoevcuion rocalres an S77) in orizh the
susvended Yame iz a orepcred Tthe (The 0(7), illustrated in
xamdle 13, more commolly i¢ knewn as the =2 sosmoncion

A
3
WLON .

A double susnrnsicn rec:ires an “f?) in ~Mizh the
.//J

suspended tones are the prepared Ttn and 7th.  [The S{2) 1o
bnovm as the 9-5 susohsasion).

A trisle siasoension requires opreparation of the 7th,
9th ani 11th in an 5(11). (The $711) also is knewm as tho
L=> susypensicn).

cer makes tho ohservation thal all other structural

uses of suspensions nct zonlforming to the above natiterms are -—rule ana

1

entiquatsd, and creazte harsh and on ty-coundin: zac when orchectreted.
Mrirer obocrvetions regarding the tralitiosnl use ant Iofini-

tion of saenensions in the eighteenth- end nincieenthr-centwy strlou

ny te male as
1. A zeoension alwars 1o o streocced or accerbol tone.

2. .usponcions mst be prenared and resolvc4 his coiition
oreclules the asc of the term 'anoo tiatarea as this
)

~

froguently Lo dcTlacl Lo inclule wxine Lo uhb Glsoor

3. Doth the susmensions and lto rosolndtlon rst ocour n thie
came voicc. [in infreguent exccotlon moy ke foiad when toe
suss ded tone is reccelved ot & hidhicr or lovier ontave 4uoa
result of a ~na~ve n cherd fesiition.e Thic oreed y colerte
tuo the orinciple reoserdicyg rezclallion; the octave anl Lhe

vnisen are regzadied as the sane tenr in harmonic structare).

e & suspenied Yone an! ition shenld not be dounled
in any other voice in nartwriting te orevent faili u.e of
perallel ostaves.

~

Ce A sugnension ncliiher necveits or aorrects consesutive Tifth
or octavas that woild ocenr withoul, the sz~ cnsion.

lscnil?in-er, 1. 570.



6L

1. oy T ~ v - ' a H— +1,
o The e eonZion fregoentls is oodven B oo

2 Nenvayae <, Ti Lisqe Y- LEPIRI I O
ite orerorotion. Doy Lo Jhorior, hut nel Tones

note of prcparation.l

7. The susncnsion muy or »mary not te tind to its nate of

prenearation.

"« A suspension usually resolves dowmwar’, bat may resolre
unvard without any essential chrnge in Lts factlon or its
Jeefinition.

In accortance with the above observations and She: Yoo L o7

clacsivicetion rin. asol here, the susomelan vy Yo 2fined as

:
aQ

follows: i'he suspconsion is an accombe © a7 1= .n”:c vone which is

asproached by oreparation and resolvel by sten, noad v deoard.

3. Apyroachel Ly Proloncation and

C: 1w I T il

The dcvize illuactrated i1 xamdle lla wey b2 conceived the-o-
vebica’ly as an zcxntad ssonsnece 1€ o aural ccne- &8 27 iz

harmony czn be =2statlichel in the second meacure.  “he canpe chor s

a2y be heard and ansg’ sl as a cubacilant chord in the firsé invecsolon,

. .

in which case Lihe tied note is a chord tone and nec dissonuace 1o i szl

Lciose (1), n. 12
Jrearrence in trhe 371 Tach
oreparation noue is nevor
aote,  Hormally She tine v’
or twice, that of

-

Fnee rieeetengaeye
L"'{ aD e
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tied note in am e 1hh i s asunal iosonnnceo, tah the devien oollon
i used becavee it deviates from the rincipsle that (ilosonant vonse re-
solve stemvise to the newrcst tone cf resolntion.

An Loparcent eicoction Lo thic oriacisle is found in the co-
called indirect rocelustion, or resolution by suictitution. 4L sxip

sometimes may be foun! beltvcen the dissonant tone ani Jhe a>carenl tone

of reseclution in the same voice, whille vhe actual tonc of reoo.uticon

J)i I; Irg- I% ]Z7 I

<+ -

™his manner of recsolution is rerarded as conformin: to the
b

traditicnal »rincinle for tle resoltion of dissonsnne, as it resre -

sent

]

an octave transoosition of the tone of resolution to ancthoer
voice of the chord. Cche hermenic natiern usually iavolves a chanee of
chord position from closed to onen, or vice versa. Cheoreticallv and
accoustically, the octuve and the unison are rorarded as the care tene.
This pattern represents nmerely the octeave Joubiinr of a tone found or
implied in the chord of resolution.

“hat riay annear to be another exception to this vrinciple is

found when the melodic mevenent from a dissonant tone nrocecle by &



60
skip, usually a thirl, anld oulsequently retwrns in the o7 enite lirec-
ticn to the noraal tone of reselution.

Tarnle 16,

(a)

l .
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This nonharmcnic nattern, which also contains a tone or resolution, 1o

regerded as an enmbellished recsolution of the jissonance, an

WiLl e
treated in the ciassification of ~outbi-~ed no-harmeonic evicel.

+hen the »rolon-ation, or tied tonec of the a:rToach occurs siv-
sequently as a tone ¢f the new triad on thie followin+ beat, the
"suspended" tone then is a concord, ani not ‘dissonant at any 2oint in
the measure. As a harmonic tone of the new chorld, it way, aiil freguently

is found to prorress Ly a sikip to ancther chord tone (Txamnle 17,

Txarnle 17.

N

;

C: ¥ I,
4

This tyve of nattern ceontains no liuscnance to be resolved.

some theoriute incluie this pattern in the definition of oo cnion,




-,

o7

Juctisrins the btroalencd defi-iticn of the Lerm o whe rocie of Lo U

alcnes ‘lorris (1w, a pliecc the term ong oncion Lo ohile v ¢ wnen U

srolonced tone cloce not form o ticsonance, but he ‘deoscrliies wvne ellec

1

as 'varue and characterlevs.” e does not clarity his terrminolc v oa

[

9

this »oint, an»zrently becanse of the lack of a savisfuctory basis Lor

dzssifvine thio device in any other catccory.  Tescox ani oonann (9

st

a

- P
nov

D

tut chiect to its leins classed as a nenharmonic device.  "The laticr

b 1

3~ N 3 «r  rrvyes - . v vy = LRSI BP NI EE I S - ~ .
is, stristily sHhea'tlng, nou a shgwnsion, b 6 clavssol broLorwoas o

susnension of the third, since the fifth suil s dom to the milosine

thir! of the chorl. 2 Pricdec and Swoner (2 reloio this dreviee to to

susnensions ent rotardations, but rxolain that 1t Joes mnt coilnei ic
with their definition of cither a susaeision or a retariaticen leonulce

the 1icsonant tone rosolves disjunctly, or by siis. Dhey annly thc

tera drivini nete to this deviece, a term fJdefine! by taincr anl Tarrs

3

23 ‘moterg riven throush the ens.ing accent.!

Rridpe and Javyer illustrete drivine notes wiin the follow. nr

L

rusical exannle.

Txanple 18.

r
Al

N
N1

that sone thecorists rogard thicv perticuler evice as a sus o« wsior

ti

it

1“orris, n. 70,

Teacox and Tehmann, o. 102,

2 -

5ir Jotm tainer and U0 AL Tarreott, A Ciotionery of Tnclicnl

Terms. (Tonlon: “lovello ™ Jo., Ltl., 1097).

!

Trid-~e andl tavyver, o. 190,



G4
ull (11) also a»iies the term Irivine note to this fevice,
definin: it as a note "tron~ht forvarda in tine, jast as casnensions
ere noves hell back."™
The wee of mresolvel dicsonanee ecelses very cornon in the
twenticth centur:, 'ut ves cencrally ro-aried ac an "incorrecut o=
cedure in carlicr aeriods of harmonizc ol conlrava-ial oractice. £ onon-

v

harmonic tone a nroazind Ly reoleonration and left by S-is 1o Toreion te

tralitional harmonic proctice ant! requires no selarorical clasoilisatio.,

L. Abnrozched bty ten anl Left bty Crolearztion.

|
Prain
I 2

—

D

N

\
\

I ¥ I

The step=nreolonr~ation nattern of this Jevice is ceen as a
reversal of the orelon-ation-csten mattern of the cus-encion. A nuiier
of theorists deceribe this lcovice ac Leins the odnngite of a sugrmgion
becanse of Lhe reverced relntionuhio of Jhe nororoneh and e oo ture.
fnother ianortant ifl¢rence 15 found in the fact thet thic deviee
occurs as an unancerted diivonimec, vrecedinge Lhe Lone of reoclation,
vwhile the snuszension is accented. There is a cemcral 2cocetence of the

term anticioation rfor this device, with fow excetions. the uoe of

this term clezrly is suy-wsted by the rhythaic ososition of the liogsenant

Lo, o, 2.



tone, which in Tact "aiilel ater ! 1ts 2oocarance 1n the rollowin«s ohorld.

rhe otsclete ter drivines note, us<d by sone Dciich vhooriste

for thie device darin« the latucr eart orf the nitetcentn centurs, is
seldon encountered in twenticth centrs har-ony tamthooks.l ‘1l (11)

anslics the term irivinc- note to the anticiizaticn ac well as to tasic

device nmut.er three.

Ciston {21) usce the term anticinotion, deseribines it as 'a ‘tind

. Y . ~ . . .
of alvance sy a~ of a note." Cttnan (20) sroviles a ~ore rxolinit

definition: "An onbicizabtion is a non-harnonic tone whish counis Uhe
sane nitch ac the harnonic tone follorine and is foun! in a weak

rrythric josition.”)

Yinile the o mlication of the term anti-zination to this device

aspears to be rencrally asreed unon by theorists, the Lerm cometinies

is ~iven a broader and wcre inclusive interpretaticn vhan is convilotent
viith the classification herein vrescnted. ‘lorman (18) atte .oty a
further refinenent of terminoleory for this device, in an aooarent effort
to clarify any confusion such as that left by {ull. “forman deiines an
anticipnation as "an unaccented forcieon tone wihich cceurs direstly aneed
of the next beat {or afterbeat) an! then reasscars directly on the nest

L

teat (or afterteat). e comalinates his Jelintion by attemstineg to
distin~uish between an antisisation vhich i1s tied to its roceolution and

one vwhich is not ticd. TTorman refers to the “icueonance thish s re-

neated on the aceemted ~wice of resolution as an antini-sation, and

Lereteriak

(Tonlon: furencr, ¢l”
namne for synconcted notes.”

23iston, ne 71

3Ottman, p. 130
L

jorman, p. Gl



ilentifics the sqanee Adevise vhen ticd 25 synmcosoLion.
—~ 3 o I -, s P ' .- M s el N S - o AT
Dif710ulty of clacaiflestion ocwe v Lhe chotae o Ler Tn-

~

olomv is male e enient u.en the regsence cr avoence of o tie, inr: -l
to both the susHoncion and the anticination.  Oone theoricty eouste e
tie wilth symccoaticn.  Synoconation 1s a metrical streos o1 a noraally
weax beat of the ncosure, an! i a matter of rhythrilcal ehasis rauvner
then nelolic pattern. OUtrecs can bte createl in cihier ways vhan by ohe
use of a tie. Jymconation can be acnieved by the use of a reut o the
stren~ beat, or Ly the woe of an accenl on ohie wealr Vocte  Altlou o

the tie ori-itally was equatel with scoaticn in enrly soecics covaver-

. . ,
el as a ie-—

coint, the Hrecense or abience of a tio i not to he riosar
term'nine Tactor in the classiTication an! terninolo - of a nonnarmo-ic
device Iarin- the ol -tecosl 2nd nainctosnt coentiries,

Uorman orovents a further contlizcation in Lrratnolomr and U Ti-

mition when he introhaccs the torm {rec anticination, definci ns Man

unaccented Corelsn tone wilch occurs directly abea? of the next brat

(or aTterbeat) anl then inctead of reansearin- lirectlr rococls Lo a

diferent ncte of ity Hrover chori on the neit beat for o

Mo different bacic devices in the aoroash=denarture sryoben ol classi-

i

fication are therclby confounded, by appiyin-: the verm antici-a.len Lo

a device which recolves by a suip as well as to a ievice wilch recolves
by pr0101~ation.2

1

Sorie theorists annly the ternm anticipaticn to devizes wiich

l”bid.

e

2 / e

in interostinge foovnote ancars on the lact »Hars T 1220 o

a
e Torman's harniony bewtlociz: "ol b

! cotien 1o mcither 200 o
nor desired on thie toralaoloonr, ormLolisay, ol T altions v lone b i

this hocite Theo autlior conciicro all of thn ter iroloes snlosorialion
an’ each of the ofinitiony Lo Ua com lecl - i Ahe ahlic domeing!



Tl
\

are cither an reache?® by Ll or deoarted fron by skhin. Jorman wees Lhe

ters frec anticlaction for an nasoente U nontioraenisco bome Mo 15 Lo 0L

of Lhe antizinetion ~fvem Lo tar by (L7) aclwos Lhe cocsitilicr ol a
sin to the disvonant tonc. oot and pallling L) dnelntle the cosri-
bility of a skin fron the llsconnt tone Ln Lhcir delinition off intici-
natien, as an alzerneoe form of the irvice.

Chadiricik (9) statce that the anticissuion mar be 1ot by a olin
to another tone of the same chord, calling this levice an irre miar

anticipation.

Txamnnle 20.

op

C: 1 '

Shadvidelr stiatqas Darther that 'an enbire chord nav arcor in
alvance ol the tegt vo whiech 1t qmaburallr “elonts, foimi/n: amtici-
nationy in ell VOiC”u."l Juchoa chord datlorn mas te coswidere d
harmenic or nonnharnonic, de seading upon the harmonic analysic used.

Eucry (7) dilfers with Chatwick, obuerving that Lhr antini-
pation mav occur as doutle or trisle, iavelvin: wwo or throc volors,
but at leaot one voice must retailn a note of the revious elior.. ".hen

ell voices procecd thus early to the fullowin: chorid, they o resant a

lonadwick, p. 140.
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rrythiic, tut not a harnonice, anticipation ani crace Lo Le Inawm un ey

ol

trhis nare If the oririnal acsumntion of thnis stuly ic velil, that

all nonharncnic tones are dissoneant, the term anticiszivion aay nst

oroperiy be anplicd to the chord in which all voirscs "antizinzoe Jhe
follovwin~- chord anl no disconanec actnally 16 »srescnt in the herscenic
structure.

Ve have tlms a variety of definitions for the term anticinntion,

wrich presents a consider:sble orckblem in attrmatin~ o claccifr this
Jevice on the basis of a .roazh onl deoertuwrc. Ui varisus deflnitions
~iven above incliwvle the Tolloving povcibilities, whilch wwonli ansarcently

require inclusion in a comorcehencive iefinition ol the teora.

Anoroach Denertare
O

sten arolon atinn
sten sten
5:iin
nrolon ration
sten
s&in

. C
C
Il

N
N vy

w
e P b
'3 O

wn

An attempt to inclule all oi these variants o a lcvice unier a sinle
tern combines several caterories of devizes ba.ed uoson an assroach-
departure systen of clascification. [lo avoild such a troail ulce cf the

~ .

tern anticination, wiith ‘ts inherent 1iffichlities of delinition, a

definition sich as that lven by vttnman is rosarde ! ac the oot losical
anl rost »ractical for insitructinnal H>ur coscs.  The svoter of closoili-

cation beinm nrovoced here requircs that only onre torm ba ncaed ror ench

devize, and thot only onc sHecific levice be assosintod

in the vocabulary of nonharucnic tonns.

e

lZmery, . 90.
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. Avoroached by ooo ant e

Cxamnle 21,
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The diatcnic as)roach ani deonarture iu the aoct freguently uced
nattern of nonharmonic levicco. The melodlc movensnt moar e in half
steps or in whele sue.o, according to the sarticular scale derrees in-

8]

volved or the harmcnic style beiny used, »nermitting either jiatnnic or
chromatic nieve.cnte [he uoual dlatonic character of this device perulis
a scalewise wovenent in all voices of the chori nro-rcscions, droviiines
the melodic eavhasis characteristic of contrarantal harnmcny. Th
nant tene is found on both stresscd and rinstressel Harts o7 the
bat rore freguently on the latter.

Mo distinat forms of this basic natiorn arce Zournil. Mhe onore

corrmon form is that i which the digsonant tone is resolvadl in Lhe

4



tone of recolution which iu
lirection, with a retarn to the saae note.

The me difference betaeen thr tioo foras of this device, toe
melodic direction of the (dznarture, tralitionelly is of suflficient

mortance to classify then scoarately.  The anoarean si=nli-ity of

“ae twro nhatbterns belies the wiie variety of toraiqolosr anl 0 Tinlilone
el bo annlan theoe haviesms U She wola e of Lheary.

The first fora of thin lovice {Tmaccle Z1) is loveim au oo
nassing tonn (acsented or wnacsoted), L ars tone Tanemted ar

mnaccentel), appossiatara (accented), aad oo Doan s cnem nnt o

The second forn of this Jevize (Lian 1o 22) 13 kavwa as a

tome {umer or lower, awiliary tone (unher or 1over), nassine tone,

: 2 PSR 3 avyeet A
tone, alternating tone, a oor-iavura (eeocemtal), chansiae

ce
o
- - e

tone, and slow morldent. The fact that the sane te:rmns are a> licd Lo

voth feras of this levize in come Instances Ccuwe ~sbs thabt a

lationship exisces betieen the tvo d

soae textbook vriters woall seea to 1v3ly no disuvinetion whatsoevs o

Allen Torte (7) resaris Lhe diflcrence hetween bhe two o o

PR TR T SR R r r o vad A Y At O A . IR S
of thisz levice of Dunilanerital cilnlfizanece, requirias tro Zlztinact

BN , o AR T o H IR R I, I DD PPN Sy - B
teras and Aelinttions.  Plhe pasoing neone L7 Tors ralizally froe toe
oncilinary notes The anxiliary aoos doovcts fron and returss to Lhe

1
sae noLe.  Me tassins 1ote eonnests bLre L0 r ot mobeo T e
- o .

of the distliactive uwsa of the Ywo forms of this dovice, two ilem -

5 “yven - - . SRR AR IR RN Yy < Eal * 3 3 . T -
frine teras are jaotllizDls hrea for deflinltion and AR
E 5 . N - Fal Doae S~ [ ~ L% RN i, n -
Loeh o greater source ol ¢oofoion than the varicoty of uovag
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R
[
ool i use Ls o othe veeletr o e liilbions cven Tor oeaon tera. 10 a

student's unicrsbandin: of Lercinolo-y 1s liaitel to the srecentation

A2 wiagsle tooitbook or a sincgle inctractor, Lhe conceots wrisvilyinag

the terainclo-r asyoear to oresent no o milleznl reblaase et tolo-

b

hools or Instrctional resentovions g comared, however, the acbual

Tranin- 2f the Lems uscl hecones sy less ouvions.  Mhe vreat varlel s
of definitions ~ive Zor cororennly Slrode bewrainoloer Togtn o ane Lo L

coacinstion thabt the reciae el nition off erch Lerm Ao ooaech ore oL M-

fizent for unlershandine than the sorticolsr choloe of Sorliniolony
tvac e artherncre, for oconsiitescy of emins the lelintblons civen

L o

h- -+ P Yy it P + oo\ A1 . -~ + N PR . ¢ oy A
Lt terainelory chonld e related Urectly to the coobern of lacsi-

filcabion ennl

oyode hach ol t nocation in nonharaoniz tone ter ln-
clory can be aserlled to the absence of a lcrical vasis of classiii-
cation, or to incensictencics In slasc’rficatlone  In soe casen, Ler o
appear Lo have been chosen arbitrarily «ith no basis of classificsul-n

as a euile Lo definition of the terus. arec recently omnliohaol tein=

hooks eviience yprealer concern for a systenabic clacsif{icatlon of

nonharmonic tones, resulting in a nore loriza’ uce of tormainolory.

On the basis of frequency of asare 1 pore recentl te

RANSINHEIN

. . . . . .
the ter passins Lome 1o caorcolo D ann She aoroprinte e Tor i

lovice illustrabtel in Zxan~le 21, Jor the crove roagon, e bern

.

h - - - S v siyeeie s o o + N S < SRS TRE N 2
neirtteorins tone 15 one-csblol for the levice Illnnibrated da

1

These two torms will be aeod sabsequently in roferrins o e Lwo
Torms of basic device naber flve in Lhis stualy.
In orler tlat tihe coasents exlodicd in these tw7o teras have

meaning for comrinication, the terns must be definel clearly anl in a

sanner consictont with the arroach-lesarture ifization.
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An exanmination of some of the meanin L aosclabel with Lhe Leaoas Darsd

. I apm~ =12 7Y s I U Ve b, e s sk O -1

vene (rxanole Z21) and nedlchtosine tone (Sxal cle 22 iqlioabte L evtent
™ S N - . v i - . N e - 3 3

of the ororlen, anl srelt cleariy the v ceusit v odefinition In

relation to claseilication.
Zichter (25) refers to nausinr tones as "harmonic by-tones™,

definin~ then as ton~s whizh "arise throurh the £filline oub, hv means

1

of tones lyinc betuoern, of ~reater or gnlier ueao e voloe-=nteno 0t

AN N A veat L

2 - - . . BN -k NP PR P PR -,
Alz»in (1), =lco polerrin: Lo ambarmnale tonen o et

PR R R B I Y . 4+ A R [ TR L4 - 13- L - : .
stoates Lhat sush tones wieh Maove b ooiey o cnobihuor ooy inchoal

of returaing to toe Tirot Lone are enlled pasoiag, Lot
T

Il {11) cives a ich brocler 27001 ion of aonnine Heeren g

Motes thich de not form any ot of the shoric,'d T neqhoraaais

H 1

tomes are 1efined as diszonanbd tones, cohily Irinit

te

0 2 he annl e ]
+ 13 - Vv A T Y ool
UD 2Ll NoNawmItnlc eVLICES.,.

Gorrcis (10) uscs the tern hassine note te ineclaie both formo

of this device, thai is, both the nassing? tene anl! the 1ei-hborin-
tone. Ye describies onassins tencc as belonsng to the caleory of

3 - - . Yy oy BT PO SR Y Ea vy ) o~ -1- b RS = R -
"sabsiiary not s, Wwossential nobten Joreim to the harmons,t and

- - PR ) bl ; P e ~ A e Y A ey b - -
Aore soecifically, M"MA dassing mete nar elther fess Torvarli Lo oa e

! H ~ . . - .
note or back te the notc it startod Trovtd Horris ~lves the Tollo Tac

ilinctration for his delinition of tha ~aussine tone (Twaele 200

T, -
~iztter, n. 122,

2Alchin, De 5
311, p. 2.

hﬂorris, De 30,
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Mitchell (15) 2lesciTies oasoin: tones ac cither zovsonant or

]

dicsonant, prccentin: anothor concent of this lovize wiich inclulices

-

the chordal oitip and allows Jor both accented and unaccent

~

V. . A T e . . 1 . . . o -
this "iletall ot mcilodiszc [ mration.” itchell lvewn the ol

. . . . 2
illustration of the passing tone.

Ixaaple 24.

==—=cc-=—=c=cc->
=T 1t 7 1r r

s
=
=
=

Turony (17) sucsecte that all nasuing toarse arce orooerly re-

L (VL
o

raried as only ohodte tones nlel ozzur as unacconted formo ol Uit
doevice, but he is not eatirely clei> 1a 1 werd to hils om - lasai’i-
\

cation of Lhe acceqteld form of the pascin: Lone. "o explalns thet

"wor historical reasons, some bheorisle olaceIfy acoentod pasoing cone s

L itchell, ». 12L.

2Tbid., 5. 12°.
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as a oo abarast

Uindo lth (U0 coatribabe s o ocou ool ot o7 conaclon
to the terminols -y and classification of non’ ~reiomie Lo o0 TRz 10—
nition of the passing tone device coineilic “rith the a oronch-1looarvare
2lassiffizcation bein: ueel for 20ls goaire For Ly 00 oriae teone

Jevice, however, he uses the term chanein: tone, Gefialns Jhito lavieos

as a non-chord teone vmich occure "votloen a chorad Lone anil ib. rooeti-

ticn, in wealker mebtric posiltion than ciilior, abt the uvan-e ol a

02

seconl ahove or b lov.

Ve rives the follewing illastration of

changins tones.

Branple 25.

=g

B

& —

Tindenlthte ter.inulo 77 here iL7fers Troe bthat ol a rnajority cf
theor_ols and o7 te confuoe’t vivth a deviee Yo b liesasood lober,
Te locs o the tornm neishhoring tons, abt I oa rmanaer vl ohn Lo s

to still moro sonfusion. g drecents threo crlbogorisc ol nelrhioring

2
tones el iilnctrat-s his definitions, ne felloow.”

Tho Tleishroring Tons is a casocculon Lithoad cregnaration

luxale 25).

le 2¢
\ | . J ‘Li — |

liurphy, pe 170,

231nd@¢ith, Pe 39.
3 \
Ihl‘_“., De 1;3.

.
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The neicttoriac Jone Lelt by Lo follows ius
chorl tone ab the interval o) a weconl, arocccliilc to
anoth chori tone by L iio. L ol in realler acbric
hosit

nan the chord tones:

}_‘. (1'\
t

xamle 27

|

!

4 I Sl A= : Z) -
= s S 7

Fr 2

=

P S\

Ihe I ethoring Tone Anproachied by CKin oreceing
its choril ton- @t the inborval of a sccond, helnr sena-
rated from the ~revious chord tone by a skin:

-

(Exannle 20).

N

The definition of the term nei~hboring tone civen by linie !

oresents en estredely troal interpretation not Lhared by moot other

oy
D

-
b
Lar)
ct
.U‘
o
(&)

v
}_/t
Q
}—lo

Jdevieas in the adroach-de artnre classi“icatilon. Thils avo arent

attennt to sinm 1ify the cal:s cories of nontoomionizc levizcer alis —ore

.4

- ™ .2 L 3 M - PR T~y - A <y caqe 4 . - Nyt
confuslon “han olarity, carbi-nlarly with the anucud ivber=stnes o

]

termnolo~y apnlied o the devicr: illustrat d.

':' ]

LT

. 1 ~
vy !

ncichboring tene device e dcfivs the 2hiantiag nobe as velns ML

came as the passing tone, excent that it returns to the came nocle frow

-

. . i - . . N . _ N
which 1t cane" Tmery cives the term pascinn tone a nust Lroadior

inzlusion of nonhurmonic Lones avoroachiz] by okin and

Avelves three different cat-corias of basl: ned araionis

98!

) aiso uees B perm chan i -aote in rolorenca Lo thic

lCnery, e 26,

IS
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definition than loce Tinlelith, wing 1t Lo incluie & ievice wl ok Ll

to the dicsonant tonse A ckip-nole 1o a varicty of oL Lo

vihich, but not [rcui whlch, a velce nay oliina,

Chaivick (3) wuseu the term ¢ -bhollic™ ot for the nel~Yhoriae

tone device. "he passine tone, wWhich, insteadl of troccadine fo Lhe

~et harmonle tone atove or beolods, rebirac Lo Lhe sare one, is onlled

o}
the erhellishnent.

Lny atternt to correolate the abvove -Srroretations of Lhis
nonharmonic device and the terms ahlicd to L0 Iato prosive definillions
for pedarorzical purnoses recults in chaoo.  Lither onz Lt nolang
arbitrarily & —ame andl O Tinttilon Tor caca 1evize, or determine a snit-
atilie ternin.ilory and lefinition on Lk vacis of sone lorieal srotem
of neniarmonic tone classification.

Several recent attempts to systemavize the teashiing of non-

[\

harmonic ton=2s rave siv Ll fiel {he exnlanaticon of assins btones and

eirtboring tones, and »nrevile a Lasis for the eneral asceotance of
terns and definttionse A 1ucid erxslenacion of thwse tao devices

upon an approach—lenarture analysis is civen b ciooe (1L), eed (270,

1 Cttuan (20).  'ellose cives a very detailed exnlanaticoa of e

Q_’

nasciny tons bas~d unon the an-oronsh-lderartnre clac. i7icstion. e
defines the pascineg tone as a nonharma nic vonn vhich Lo tiateyooilnt:
Ve

- cy - S N, 3. AR Yl - N N ey v et .. e
hetieon Lo hormmonils tonss ol AP Slorent Sidtol, S annoint bon

~oeed in two gatesories, the unsceocented ond the acecentr i, with a

o~
‘o

bty

melodic directilon cithor ascending or deccovling. Tlins the puoer

-

SN

i

nN

Chalwlick, p. 105,

TaTlose, ne 107



(s

apyroach and of decarture as the »rivary bacic of clzss'flication, a

sin~le term and ‘lefinition rar te anrlicd to voth nunaccented and
accented forms cf thic device.
The nei-hboring tome, secend in order ¢f nonharmen’c {reguency
te the pascing tene, ic exrliained by clese as a nonharmonic tone
-

1 o4 : . oL
avoroachel by sten an? left by ste in the ozocite dlircction. e

same basis for clacuifiration is uwsedl ae forr the mascing tene, w0

inzlules the lover neli~hborinz tone and the us or neicshboring tone.
The approach and Jdeparture are ctenvics melodle movenrnts 'n cvery
case, with no cxcenticnc. The neighborin: tone may be acceented or
unaccented.
fteed (2L) and Ottman (20) give a similar exnlanstion of this
device in very concise form, swinarized with the followin~ illvstrations:
Txamnle 29.

Pascing Tone ticighborineg Tene
uraccentesd upper

| | 1 1 H | . ™ L i
] )
A Y L
— ~

Passing Tone leishbering Tene
zccented lover
\ J— \
 — [ *ﬁ
) | | AY P NN
A4 T 1 v
N

The an-roach and denarture in every cace are stenise, co-forminzy te the

1

tagiz of classification presentel for thi: device.s The Jdictinztion

Ib:a., o, 131,
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hetween the passin~ tone enl the nelshhorivs tone Shae 1o o nattor of
direction of resclution.

Piston defines passing tones as "tones which £ill the

bevieen two 1ilTerent harmonic toncs not neccssiarily menbers of the
same chord. This intervai will be either a trird, a fourth, or a
second and may te bridr-ed diatonically or chromatically, or 'y a corri-
nation of both, as lonp as the nmelodic nrormrescion contains no skin.
Piston disacrees with “c7ose anl others in regard to the classification
cf the accentel form of this device. PLLlthonsh the nassine tone mzr
ccour on the beret, or cimultanconsly with a chance of harmornr, it is
inaccurate to creal: of en taccented pasiivgy tone's ALY mascinge tonco
arc unaccented unlecs they are nroosely ~iven an artificzial accent.
The so=zalled tancceomted nassing tone! ic nore correctly claciific! oo
an appoggietnra."z

In accordance with the aproach—ienarture nrincisle of clecai-
fication, a device ansproachel by sten and left by stes 1n the same
direction is the same levice whether 11 occurs in an uvnetressed or a
stressed position in the measure. Jonclutoncy of clasoificaticn thus
allows the passinz tone to te recarded as accentéd or unaccentedi. The
seme reasoning asplies to the device apnroached by step and leflt Ly
step in the ovposite directicn. The neichborine tone ~onseccnently nay
be rezarded also as an accented or unaccented form of this basic ‘levice.

The author sucrests that the confusion found in the varicus

-

textbooks examined may te eliminated hy the use of a lo~ical syetenm of

tde

classification and a consistent lefinition of the terms zoplied to

Lialter Piston, rircinrles of Tlarmonic Anal-rcic (Tosbhon: . .
Cchirmer “tusis To., 19337, o U0

2

,ifi.
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nonhermonic Jdevicec,  The problem of terminolery may bLe ~reatly iz li-

fied Tor nelsrorrical »resentation by nmawing the definitions conulistent

and concise.

6. Anoroached by Step and Left by kin.

Exanple 30.

ra N — : :
== ?f [g FL =
{
e b i@y |
= =
= l

C: I T hi'd s 1

This nonharmonic pattern derives from a type of ornamentztion
in early »olyphony which cvolved as an exception to the princi-le that
dissonances must reseclve stenmwise to the tone of resclution. The
dissonant tone usually may be regarded as a tone of the follovdin~ chord,
heard prematurely on an unstressed part of the prececding beat. Tt
functions rhithmically as an antici=ation of the next chord, but cne
which resolves in another voice by suvstitution. The resolution c¢f the
momentary dissonance often results from a skip of a third in a direction
opposite to that of the approach. Ilelodically, the dissonant tone fun:-
tions rhythmically as an anticipaticn of the next chord, but one which
resolves in another voice by substitution. The resolution of the mcmen—
tary dissonance often results from a skir of a third in a Jdirection
opnosite to that of the annroach. ‘elodically, the disscnant tone
functions as an embellishment of the two tones which form the anproach

and departure.



ol
Harmonic anal:sis of the first chorl zives the ncnharmenic tone
the apvearance of an unresolved dissonancee. ‘'lowever, the unstressed
position of the dissonance in the measure anl the immedizte asocarance

~n

of the tone of resolution in the followin;; harmony ~ive the amral elle:

of a direct resclution. lome theorists regard this nattern as a fora
of anticinaticn, decnenling uwron their interpretation anid levinition cf
the device.

This device is known most frecuentlyr as an escare tone, or
using the Trench term, an €chanpfe. Prout (22) calls this device a

changing tone.l Torte ‘7) an:lics the term suwhmeirical auxiliary tone

.

to this same device.® This device is clessified as a free auxiliary-

s . ngo . . . .
ny Pimsky-Korsakov (2£4), and as a frer anticination by Cutter.

o

Cutter considers the free anticiraticn and the Tree tone to btie closely

relasted, the distinction being in the harmonic relzticnshiy betucen the

dissonant tone and the chord of resolution. ’'le defines the tern free

anticiration as "a free tone guitted by a sizip, which telon::s to the

J

following chord. w5 Cutier defines a free tone as a nonhzrmonic tone

"Cuitted bty a sk

».-—4
-

The term escane tone 1s suggested for this rdevice on the tasis

st

un or icovn, anl not a membter of the following chord.”

lProut, n. 11l

Coorte, n. 330.
3limu”"- orzarov, n. 95.

hPenjanin Tutter, Marmornic finalisis (Toston: (liver Titscon
Co., 1902), p. 24.

57414, n. 3l.

6Tbid.

,

o)
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of its seneral accestance in current ucase ani the hictorical conuist-
ency of its apnlication te this levice. T[he escade tone cattern is

anproachel unward by step and resolves dorwrar! by skip, often a okin
of a third, beinz an enlellishment of a descendineg scale step in the
melolic line. The escane tone ancars con an "wnotressed beat or {rastion
of a beat, is heard altcr the chor! i5 sounici, anl rosolves in the come
chord or in the next chord. The inversicn of the escane tone celdom is
found in rizshtrenth and ninectecat cenvury hamony.  Vohs (13) notes a
rare excention to the dovmuard resoluticn of this levize in the sc-
called "Laniini Jadence,” in which the sixth scale degree is inscerted
between the scventh (lealing tone) ani the ortave. - This natitern is
named after rrancesco _andini (1325-1597), anl is found in the works of

many fourteenth anl fiftecnth-century comoocers (see Ixansle 31).

Exaaple 31.

\ } ! J
e e o 22 a
& 7

Ylorris (19) illustrates the same Lanlini Zadence pattern and
states the dissonant tone may bte analvzed either as a pascineg note or
as an a»pogriatura. I succests that the wrocer tera for this inversion
of the escare tone is nassing note,® vhich is in Jdirect sontraliction

writh W

e
[ @]
Q
3
%)
oy
e
3
r?
o+
—
e]
)
(o]

I the passing tone, a tone "foreirsn to the

harriony, nassing diatonicelly or crromatically botwreen otheor notes re-

lonzing to the harmony."3 7he terminolomy and the analrcis riven by

liohe, ». 83.

2.. .
Yorris, ». 107.

3Ivid., o. 109.



Co
Jorris for the invertel escape tone i hiohly irresoular ac w1l nu
inconsistent.

Piston defines the échaipée specifically, and in ascordence

with the approach-departure classification. ‘ie then nrovides for the
inclusion of variations in the use of this device. "The echa,oce
leaves a note by step and then proceeds by a skip of a third in the
opposite lirection. The first note may be a harmcny note or a non-
harmonic tone, such as a suspension or an anporgiatura. The note
folloving is usually a harmony note, but may be an anno~ciatura or a
cambiata. Larger skins than a third nar be found, often trhe recult of
the intecroolation of an ap“Ojgiatnra."l

The escane tonce sometines is used as part of a »uttern involv-
ing more than onc dissonant tone, and as such btecomes one of the
combined nonharmonic devices to be discussed sutieguently. The term
escape tone is reservel for the single nonharmonic nattern containing
only one dissonant tone. The escane tone is defined in the a~roszh-
departure classificaticn as a nonharmonic tone approachcl by sten and

resolved by a skip, usually a third, in the opposite lirection.

7. Aoproached by Skip and Left by Proloncation.

Fxamnle 32.

A | ‘iL |
] ] [ ]
r . ¢ B m— —
L Yol I f a
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Lialter Picton, Irinciplcs of larmonic Analvsis (Toston: ..
N

Schirmer llusic To., 19337, . S4.
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’his nonharmonic tone patiern occurs infreauently, ant is not
given a distincuishing name as an indesenlent levice by mozt theoorists.
The resolution by prolon-ation relates this device closely to the
anticipation when the dissonant tone occurs on an unaccented part of
the measure or beat. It rmay with some justificaticn be considered an
irrecular form of the anticipation (see device number four, paze 71).
Gessions (30) illustrates this device and designates it an anticipation
(

(see Examnle 33).1

Examnle 33.

ae
4
N -

12N \
N

(

{
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Emery (5) names a nonharmonic tone ajproached by skip a

skip-note, which he defines as "a variety of passing note to which,

but not from which, a voice may skip. It differs from the appoggia-

tura in comming after the chord, or accent, while the anpoggiatura

comes on the chord or accent."2 Althourh this definition seems to be
specific, no distinction is made tetween a dissonant tone resolved by
prolcngation and one resolved by sten., The icfinition is incomnlete
in this resnect, leavins further oznortunity for misinteriretation.

Hindemith (10) also regards this device as a form of antici-

oation, using the weak metric position of the dissonant tone and its

s
2

essions, p. 132.

Emery, n. 96.
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resclution by prolon~ation as tiwe basis of his clano i leation.™  The
dilfference in the manner of a. roach 15 resaricl Aas a ceconinry Tacter
by "'indeunith. The comon characteristics of thie two —atterns are o d

to justify placing both devices in the same catcors.

The terms passing tone anid a) omciatura, vhen adplicd Lo this

Ol

-]

device, are defined in so many dilferent wvays as to Jufy classifliszt
A broad interpretation of these two terms is uced by some theorists to
encompass infrequently used nonharmonic devices such as those illius-
traded in Examples 32 and 33, but this practice precluies a precise
definition of terminolory. /ith a similar ‘lezree of inex:uctness, the

terrms unprenared dissoncnce and uniyreparcd susnension sometines are

teed for the acrentel form of this device, the resolution of the 1isso-

nant tone by »rolon=ation being recarded as irresular,
o

#ishart greatly sinolifics the classification of nonharnonic

.

devices by plazins them in two gomeral fomilics! or cat-gorics, 1,

’

the 'fanily of anro~~iaturas and changing notes", ani (2) the "family

2

ol

"his device anpears to be incluied in his cecon

‘

of susnensions.™
category, but without a specilic name -siven to the device. 7To golve

the problem of nomenclature anl lefinition of nonharmcnic tones, istart
dismisses the matter with his statement that "The ear is the sole juire,
and hit or niss metho.lds are by far the best way of learninog to macter
then.n3

Two linitations in the musical usefulness of this device in

Liindemith, n. 1O.

2oeter Jishart, ‘larmony; a Study of the Practice of the Trezt
asters (London: Mutchincon's niversicy Linrary, 1773, 2. L1..

SThid.



eirhteenth- and nineteenth-century styles recult from both the zcoronch
by skin ani the lenarture by srolonsation. A lissonsnt tone which is
anoroached by siip is a stronrer and less conventional use of dictconance
in this »neriod than one which is anprowached by stes or by srolongation.
when a dissonant tone 15 reached by skin, tralitional nsnee indicsutes
that a resolution ty uvte» is nore accentable to the ecar.

The closc relationship of this device to the anticipation and
its infrequent occurrence in traditional harmonic styles do not justify

its having a special term. It will be regardel here as an irremlar

and little used form of the anticination.

8. Approached by Skip and Left by Step.

1

I T
Exami);.t_ e

r @{ ij# - -—«-eroi-
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1, At
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A greater variety of terms ‘s anplicd to this device thin to
any other of the basic nonharmonic devices. The following ternn are
among: the more frequently encountered names for this device, toth when

the dissonant tone is accented and when it is unaczcented.

1. apposriatura 5. changins tone
2. unprepared suspension €. canbliata
3. indirect suspension 7. neighborirg tcne

L. free suspension 3. nassing tone



90

fhe directlon of 4~ roacn Lo the dlrooninee, el
is not rezaided as an 1anostant diferentiating facteor in any of e
textbooirs exaninedi. [ne directicn ¢l roecolublon alvare is in the wunpo-
site directicn to that ol the asroazhe The 2lusonsnt tone ocoare Loth
in an unstressed and a stresocodl melbrical cosition in the rmesosure. Jonc

s R N [ N Yoy 8 PRPTRPUR T B . g 3
hWeorivte a~»ly the same term to bolh the azeomtod anvi Lhe v zento

Torms ol this devize. Cther theoricts profer the terms 2 oo -labors

or susnension for the accented form, anl the torrs chaneine tone,

carbiata, neishvoring tone, anld pussing tone for the unacceated form.

The variety of Jdefinitions given the above terms comrounls thns

-

difficulty of ectaplishing a contencue regariing terainolesy. Bl

conflictine use of terms is most eviident vhere no syetenatic atienst

o

is made to classify nonharmonic tones in some loical manner, or wheaie

L)

the definiticns are sc broad as to inclulde diver-rent nonnara.nic lcovices
Te nieaning of any term must be establiched by definition, ant
the definition must have relevance to the classifications Since all of

the above terms have been applied to dcvices other than this narticular

Iy

one, an orcanized systen of classification ic rscential to avoll an

equivocal e of ternirnoley. T

The arbionous use of terma aseors to

he the creatoct cowrce o conuglon in the oxl
2ular drvice, even thoush the Jevice mar be 1deniiflied c25ily @ a
soecific noniarncnic »nHattern.

) Wees the tern changine nots for this dovice, but

gives the term a broad iIntcr rct:tion which incluwies neighboring ton o

.

naking no distinction between an anproach by stes or by sikip.

Changing notes o o o are thove tones [orci;m to thc
harmony, which cither aprear in the character off @ sic encion

: : - — L I e
or annorrlatura at the tire of entrance of the nar o (Ul
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1n a &cemec un oI T MUl el Ll ,
ccelves Lo bRy ooomoenic aobol, ory efbenr the mnnongor ol L
P ,e e vy KN . o . Sy N
nascing noves e the nnaccontod Lart, werve Sorotie oo

aiormaenc ol two Lie noles.

The c¢hanln, note can therzfore axenr in oo, 1o
. ey -~ . . M
st heowever e Joinel cleosely to the haracnic nobtelt

tichter analyces the nonhzarmaonic toner in the following exan le zz

chan~in;; notes.

A

xarvle 2%,

ct
s
h}

-
.

e}

Alenin (1) =2:11s cvios

clitae, defining ix

~

. ' . . G I T : < .. .
precively as a "bytone talien ty loay end resolved by otepn.” ur oty

(17) uses the sane term and definftion, leseribineg the device as a

nonhar:;onic teone "entered by skin and recolvel ctoovicest? IS the
device 1s very briefl, he notes, the tane lovice then is callet an

acclaccatura.

Tweedy (31) uces the term apooriztura for this device, defin-

ing it as "an unprepared neishtoring tone."” e thus qualifies hic
previcus definition of a neishboring tone by now rrritting a nel -
boring; tone to te rcaczhed by a sitip. The ilstinction betwecn a nel-h-

terine tone anl an anro~siatura trcomes obacure Zith thic inter;reotation.

.
- ;
Lhisnber, pe 127,

2
N Y . -~
e -Tl, LJ- (e

3.. ,
arpky, pe 170,

hTﬂecdy, . 170,
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Toetschiiug sbtaLeu iy etly thet Tihe Lonos oo Looon

L "l

unyrenared nelohlorino-nctis.

-t 1. s WP, PN - b N
e thion interpoliatec a notztion te

b4y

nhering-note for than o levine.

-
O
=

3
)

ex7lain his use of the torm nol

Mhe distincetlion 1s »urely theoretizal ant huo no
oractical value. At stated c;'(Vluuuly; cyvery inharponic
tone is a llel hor, no matter et oo 2 nime it ney
assae. oo oowlent is thercfore alviscld to ato bt the
ceneric torm "lleishboring-note" for the ALpo -iatura--
and also for the unorepsred Sus,cnsion.

~

Ir
b

Piston ¢ives a mere inclusive definition of the bterm anios-ia-

[ [

by step, or by renctiticon.

tura, #izh incluies the a:oroach bty

The ammo:riatura (Italian asoos tiare, to lean) is
distinmished b ity rrytimic ctreod, or nelolic welicht. U
anears on the beat, mest L7 Livel; with a ohanee o7 Ny
Tt ma enter by sliia, cten, or rosctition, an? resclues Ty
sten un or lowm, to o ncte of thr ehorl. The a horclatara
ctorineg by reetition sheul! ot be con™ino b with the oo -

semcion. The listivation iu of weat inoerinnee as the tio
Interorotations are wilely ilferent in r“'tlv et st el

Sioly that an anooslotura Ls Man ascents U oo

.
=
]
[
t
o
jurs
("'

, e N

note . e defincs Hassing toncs in an ~cuelly bLrood Jashion oo notes
. - 5 .. R .
yMich Jdo not forin any »nart of the chorl,"” thus avelilng a precice

lefinition of terminology.

Poote and Spalding [€) use the term aipo~ :iatura to inzluice

botlt a sten and a si<ip to the dissonant tone, definins the ters as

"a tone foreizn to the chori with which it occurs, ani envercd Ly ston

or by lean

1~

oetnehivg, ne 150,

27bid.

3" . ™YoLl o) . (AT SN, LA P B [~ 4, - -
walter Picten, “rinzinles of Taronic fnclroie (Tooton: T L
.

cohirmer Tusic Toe, 1933, pe J2.

l‘ o

Tlull, o. 2.

S5Tni1,

—

6

Joote anl malling, ». T19.
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in very nebulous 8
similar to nassing notoew in

1

v

e

1
~
aod

matic." ls in a oubd

funzticon in btwo W

‘vith

In the
tici thus
wheshicr che worW

~reati

nre

vreparaticn

“('r‘fJ’fl'f
a
us rnsion' ¢

o)
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o . LI Rt
~ - . . + 5 . - N . PRI .
. ' ot et 'aeoo oo
A ugh ac tivy can v lilmionic or chro-
Ty 4- R R PN + o~ 4 -~ ~r .
nent cxslanclicon that arorristaras

N

Daratlion vy the srevio in

o NMeue

by the previens note

case tre rresarel an»0 -icturz can re
sushension. It ls a debzbtable point

STEALS} the anHor-i ,,Lu‘ .

iram

havint been prenared, or tied. The anthor feels that tie

Sirst rvoothesis s correct, an? thot the toine of the 1 to
deces not arlfect the Jmu¢cnl Senee, as vhe navee of the
inoirrent will cdeteraine more oflen innn not rlhetlaor the

tie is uord or omittel.2

Cha)ple conclu’os from his anal sis thet "Wherefore any v -

1o 4 o

noTTintiara

Yis wse of terminolony,

bezome a sisnension

The cxamples cited Yy ‘ha ol

clo~y and definitions, pao i
terac he a nlies to tnis

fication iu reflectel in the

fermulation of Jdefiniticons.
Fregquently the ncani

deduced fron given exarspires

hy alloi

Jevice.

s oencsion.! o compourr’ the confacion 1o
shapple conelul~rc that M'a »nassing mote oon

. . W
continun as an a porsistura.’t

e orovide ne clurificution of his terrin-

1 icatve a yeneral overla oin~ of thie

-~

‘he aboence ol any systemallc clas

disorranized uce of terme and in the

n ol inziequately defined terns uzy te

o

e of usec.

st

if the exans show concistency

thiree

ali-

l“naw)Je, n. 3.

27Thi 1, ey T. 09,
3tmit., o 70
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“heon the exanntles themsc v o contralict the piven definitlons in boxt-

i

books, the instructional roccss is reatly Rinlorcd., 4An cxias lo Iro;

Prectical Harmony, °2art II, by Jorris (17) illustrates this onarticular

v

kind of cenfision. lorris Jdefines a dassine tone as a tone "foreion

to the harmony, nassing liatonically or chromatically between other

notes belon<in- to the harscny." In the same chopter, “orris :ives the

followine musical exaniles, identifying the tones aarked "x" as
" ~ 3 s u2
passing notes.

Zxamle 36.

THHe
K

™
b

-
1

\J

$

b
Y

In a footnote to these examnles, liorris states, "X nay bde
analyzed either as passin;; notes, or as apgo:giaturas."3 Jeitiier the
examnle nor the analysis correlates with the definitions he gives for

the terms pnassing tone and appo-~iriatura. "The apnocriatura, like the

suspension, is a note vnich nmomentarily occnpics the nlace of the note
to whick it eventually moves. It 1o usunally a note Toreisn to the
harmony, and orlinerily comes on an azeonted nart of the measure, re-

Iy

solvine either u» or dovm."

liIorris, . 105,

2Tbid., Tx. 1hl, p. 17.
3mbid., ». 107.

bibid., p. 99.



n soite of atter o Lo ooy i T e roenrdiing s noniermon Do

dovine nony ol the ol b botiooiis U ly omoaalioricins dulteaonn, ro-
X K :

y i Suttaint,

clained recently by ichert, that ~eneral, Rit or ~ls: +~ Alols are the

!

best aroroach to learain: nonvoraonic deviecs [see owase 22000 eaont
theory bocks «lilbit ¢ r ~tor ~oncern for ethelolor; and a syston-
atis strcturing of content for classroom inutructicn, wwith a sl -t
treni towarl a more uniforn us< of termincloay.

The loric of anyv systen of classificuation reguices thet cach
device in eneral use e civen a snecific name, anl that the sane vor
should not hre usel Tor two or zmore different ‘levices in the clacsifi-
cation. The term ancorriatura is susrested as the ot suivabis U
for a Jdissornsnt tone aniroached by siiin ani lelt by oten. ezent
usa-e inlicates this tern is nore wildely aceestel Jor this levice than
any other term.

The variet:r of icfinitiong used for the torm anror~intura

att ots to the need for a onecilic 1ofiaition Tor oroh Lerm i
harneonic tone Lor inclory 1s to bie nenanin~tul in theory inctrastion.

L)Y - . NI
~d uson the arnroanh-

The Jdefiqition surestel Ly the aathor is

departure classification, anl statel In a neaner to avoll nere than

b4y

one meanina for the term. The anrnoug-iztara is wfinel a5 a nonhairnoniz
tone androached by skin anil resolved by sten in the onosite Yirection,
with the dissonant tone a):earinz in an accented netrical osooitlion.

The rhytiumiic quaiificalion is based unon [frequency of use in harmon'c

oractice.

Ry followinge a consiotent system of lfefinition, usin~ the

meloiic characterictics of each device as the »rilcary basis

fication, a device recains cssentially the same nattern whether the
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dissonant tone 1s azcentel or nnaccented. In actual use a device &y
occur onlv as accented dissonance, as in the case of the gusencion
it may occur only as unaccentedl
anticination, or it nay occur either as azcented or nwmaczenteld disso-
nance, as in the case of the passint tonc.

~

The more systemntlc nrosentations of nonhrrmonic tonrs iven

by eliose (1), eed (21), Ctitman (20) ani Yons (13), while thev Aiffe

in a number of respecis, are in asrecnent wwith this intoerpretation of

[%)

the term a»porsictura. They tlve thc same Izfinition of the torm anl

define the nonharmonic tone as an accented dissonance.  “aally cimi-

ficant is the fact the the term annorcriatwra is reserved only for thic

particular device as lefincd, avoiding multi:le meaninzs of thc tera.

9. Approached by Skip and Lcft by Skip.

Example 37.
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The nonharmonic tonc encommassed in thic levice is usc ! infre-

quently in eirhicenth- and nincteenth-century harmonic nractico. o

a nonharmcnic tone, by d-fin’tion it muct be disconant to at leaot one

the chorids witn which 1t aspcars. [he effect of its resolution by

ral

skip is that of an unresolved dissonance. In the sans

by skin is not characteristic of the meloiic usc of dlsscnance, Lt
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a nonharmonic tone.

Catner (23) observes that dissonant tones beaome increasinelyr
imnortant in music of the late ninezcentn century, with azeented disso-

naices and unrcsolved dissonance contributing to the increace of tencion.

finally the resolution may be omitted entirely and the non-clhiori tone
is accepted into the chori itself.wt

Limiting the classification of nonharmoni: tones to thoue de-
vices used during the period of tonal music represented by the style of
the Rach chorales, the unresoived nonharmoni:z tone is so unusual ac to
reguire no particular classification or termiaology for neds v orizal
DUrHOses.

The basiz nonharmoniz Jdevices examined ahove are those that
contain only one dissonant tone and which are identified by the intor-
val of apnroach, the interval of denarture, ani the metrical nosition
of the dissonance in the measre. ot all natterms of usare Hossitle

wler this tyoe of analysis are found in actual use, hovever. Those

natterns that satisfy the need for both tension and relaxation in a

melodic sense have becn most frequently emdlo,ed by composars.

Combined Yonharmonic Devices

The nine basic single-=tone nonharmonic natterans liscussed avove
represent the total possibilities of nonharmonic usages in which only
one dissonant tone is used. Additional nonharmonic patterns are pocsi-
ble in compbination devices. A nonharamoniz "device" is understool to
consist of a pattern of three or more tones, incladin~ an initial chorld

tone which is the tone of an:roach, one or nmore Jlissonant tones, anil a

—— - o

lratner, p. 163.



99
tone of resolation. Three zeneral typos of combined nonharmoniz
usaces may be identilied.

1. ratterns in which two or more nonharmonis devines
occur simultaneonslr in different voires.

2. Patterns in which two or more nonharmoni:z ‘evices
ocour successively in the same voize.

J. DPlatterns in which two or more tones anpour Lelween
the tone of anproazh and the tone of resolutiom.

The first tyve, the combination of two or more nonharmonic toncs
simultaneously, may involve the same device or different devizes. “or
exanole, a passing tone may bte used with another vassing tone, or a
passing tone may be used with a susnhension. lionharmonic tones used
simultancously in two, three, anl four voices are called double, triple,
and quairuple nonharmonic tones. The occurrence of the same devic
siniitaneously in four voi:zes, the quairunle nonharmonic tone, is used
very infrequently. HNonharmonic usapje requires that at least one tone

f the preceding or the following chord be hearl azainst the dissonant
tones. Jhen quairuple nonharmoniz tones occur in four-nart writine and
all voizes move in such a way that they are consonant with each other,

a new chord results and no dissonance occurs. In regard to terminolory,
an entire chord which thus antizipates the followin~ chorl in all voices
is not properly called an "anticination® in the nonharmonic sense. (he
"anticipation' in this case is rhvthnic, the harmony orosressing in
advance to the chord which would normally occur oan the followinzr boat.

Example 3ia illustrates a sinsle anbicipation, 33b a doublc
anticipation, and 33c a double anticipation combined with a oassing

'

tone in the alto voice. The chorls containing nonharmonic tones in

Examples 38b and 38c may be analyzed thcoretically as tonic six-four
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~hords. The contimuation of the dowlaant in the bass cives the aural

effect of three nonharmonic toncs until the expected cha

*hance of harmony

is reached on the following beat. The analysis indicated by the

harmonic rhythm allows these exwnples to be identified as nonharmonic
devices. Examole 384 illustrates a rhythmic anticipation of the tonic
chord, in which no dissconance is present.

Example 38.
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The most frequent occurrence of the double, triple, and guadrioyle non-
harmonic tones is found in the use of passing tones.l

The main principle guiding the use of nonharmonic tones com-
bined simultaneously is that no usage is permissible which allows
faulty voice prosressions or oiyjectional parallel movement of voices.
Otherwise, each nonharmonic device in simultaneous combination is a
single entity and is treated as any sinzle-tone nonharmonic device.
No special nanes are found anslied to devices in simultaneous zombi-
nation, therefore the sroblem of terminolo~y and iefinition does not
arise in relation to double, trivle, ani qualranle nonharmoni:z tones.
Tarminologry is of greater concern relative to the combination devices

vwiaich use two or more nonharmonic tones successively in the same voice.

lror a detailed discussion of single, doutle, triple, and
quadruple passing tones, see “c'lose (liu), vage 105.
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The sezond tyve of comixined <devices, the occurrcnce of two or
more nonharmonic devices in succession in the same voice, may be ana-
lyzed as successive single-tone devices. "o speacial analvsis or termi-
nology is required other than that provided by the classification
system for single-tone devices. The repetition of neizhvoring tones
is the most common rorm of this usare. Typical patterns are those in
which an upper neighboring tone is repeated (Fxample 39a), and those
in which upper and lower neighboring tones appear in alternation
(=xample 39b).

Example 39.
(a) (b)
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The device illustrated in ixample 39b has been confused by the

use of a number of terms to identify it. The terms chanzing note,

alternating tone, auxiliary tones, embellishing tones, and nota cambiata

are among those used for this device by theorists. The problem of
nomenclature is solved simply by analyzing the pattern as two consecu-
tive neighboring tones, upper and lower. This analysis places the
device in the single-tone classification and requires no adiditional
terminology which mirht confuse the analysis and description of the
device.

The third type of combined nonharmonic tone usaze, in which

two or more tones anpear betwecn the tone of anproach and the tone of
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resolution, is identified by a variety of terms and descriptions. In
reference to the anproach-departure classification, these devices may
be placed in two categories.

1. Patterns in which the dissonant tones are approarched
and left scalewise in the same direction.

2. Patterns in which the dissonant tones are approached
and left in onposite directions.

The first catepgory is a passing tone :levice wvhich emnlovs two
or more rlissonant tones in succession between the tone of aworoach and
the tone of resoluation. This pattern is found often in a melodic nove-
ment from dominant to tonic, throurh scale degrees 5-6-7-8 (Ixample .da).
™o or more dissonant tones may occur in chromatic movement between

scale degrees, providing chromatic passing tones (Fxample 5L0b).

Example 4O.
(a) , (b)
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The second category of devices classified under type three
includes a variety of ornamental devices in which a dissonant tone moves
to another tone, either consonant or dissonant, beforc moving irith a
change of direction to the tone of resolution. This pattern generally
is characterized by a skin of a third between two dissonant tones, iLoth
of which are neighboring tones of the tone of resolution.

The earliest form of this device to be identified by a snecific

name is known historically as the nota cambiata. “he term, of Ttalian




103
origin, mcans litverally "exchan:od note." The dovice has been in use
sine the period of early nolyohony, and was first associcted in print

#ith the term cambiata, more commonly xnowm as chan~ing tone, ty

. . e Lo . . . .
Johann Josenh fux in 1725. The term has been in continuous uze since
that time, and historically may be recosnized as an ap ronriate tern
for this device (&:xannle L1).

FExample Ll.
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Yich confusion has resulted from the indiscriminate annlicetion
of the term "changing tone" to most of the various nonharmonic devices
containing two or more :lissonant tones. If the term is annlici to any
device on the basis of historical usaze, its use must be reservedi for
the particular device shown in !Xxamnle 4l in order to avoid eniless
confusion of terminolosy. The gencral misapplication of this tera
daring the past sixty years has resulted in a seemingly insurmountable

degree of confusion among theorists. The term chanzing note might well

be added to the list of ohbsolete terms which have nroved inadequate for
the more nrecise methods of analysis required in twentieth century
nedazopy.

The first explicit clarification of analysis and terminologyr

1Johann Josenh rux, Stens to Parnassus, frans. and ed. s
Alfred llann (“l=w York: . i7. .lorton anil .o., 1943), ». 5Sl.
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for this catepory of nonharmonic devices was miven by 'l. (wen leed in
Rasic rusic.t Dr. lleed recommends that nonharmonic ‘levices containing
two or more tones batween the tone of anoroach ani the tone of reso-
lution be analyzed as basic single-tonc nonharmonic revices with orna-
mental resolutions. In referrine to some of the devices lahelled

changing tones by theorists, or. leed states, "An astoundinz lack of

uniformity exists in the nomenclature of these (as well as other) non-
harmonic tones. It is in the hope of bringing some order to this chaos
that the 'ornamental tone! analysis, so consistently apolied to the
suspension pattern, is recommended here."? The problem of terminolozy
and definition is greatly simplified by the consistent use of this
analysis for all devices in this category. All ornamental devices may
be related to the unilerlying single-tone device, thus requiring no
additional nonharmonic terms for identification or classification.

The followines devices are analyzed by Reed as basic ‘devices

3

with ornamental resolutions of the dissonant tone.” FEach examnhle gives
the basic device first, followed by the same device with ornamental
resolution. Tach ornamental tone is analyzed with the abbreviation "0".

Example L42. The Suspension (S) with Ornamentation
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1H. Owen Reed, Basic Music (New York: liills Music, Inc., 195L).
2Tbid., p. 58.
3Ibid.
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Example 3. The eirhboring Tone {i7) with Ornancntation.
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Example LL. The Passing Tone (PT) with Crnamentation.
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The same analysis may be apnlied to the anpoggiatura and to

the escane tone when these devices are embellished by ornamental tones.

Fach device is identified by the basic pattern of aporoach and denar-

ture which underlies the embellished device.

Fxamnle 45. <“he Apposgiatura (App) with Ornamentation.
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txandle L5. The Escape one (1) with Ornamantation.
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The avoidance of the term "chanzing tone" and other terms which
have been us~d in a broadly descriptive manner for a number of devi-zes
eliminates a source of rreat confusion in the peda~oers of theory. a2
classification and terminolosy of nonharmonic tones is in this way
linmited to nine basic catrmories with onlv nine terms used to identify
all possible devices. The concept of ornamental natterns imusosed upnon
the basic devices provides for the inzlusion of every onossible vattern
found in eighteenth- and nineteenth-century music. A sumnary of th
terminolorsy variants used in the thirty-two books of tho sclcct Rikli-
ogravhy is given in Appeniix II. The use of the above sugrested class-
fication and terminologzy reduces this comnlexity of nonharmonic terms
to a system of analysis and nomenclature which is much more practical

for purposes of instruction in music theory.
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CHAPTER V

ST AT AND CONCLUGTIONS

This stuly was uniertakecn to investirate the terminolo-y
variants annlied to nonharmonic ton-s in the ovedarory of music theor)”
and the varicty of definitions siven for nonharmonic tone nomenclature.
™v0 hyvotheses were established for the study, (1) that theory insiruc-
tion can be more effective and learnine can bte facilitated by the estab-
lishment of a lozical system of nonharmonic tone nomenclature, and (2)
that a systematic classification of nonharmonic tonos can provide a
basis for a standardized nomenclature. A supplementary backorouni for
the stuly was established throush an examination of literature concerned
with symbols of communication in music, and a study of nonnarmonic tones
as a function of dissonance in the evolution of harmony.

There is little disarreement amon:y music theorists recarding
the appronriate content of basic harmony courses which deal with eisht-
teenth and nineteenth century music theory. The lack of a standiard
terminology in msic theory, however, is recornized by most teachers
of the subject as a distinct handicap to pedagogy. The problem of
nomenclature is being met with attempts to reorcanize and re-structure
the classifications of nonharmonic devices in numerous harmonz text-
books published in recent years. ith larcer music vheory classes and
a decrease in the amount of time devoted to iiiividualized instruction
in music, the need for greater standaridization of nomenclature becomes

107
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more avparent. otandardization of nomenclature is just as esoential
for effective comaunication in music theory iacuruction as it is in
other subject fields.

A system of naning in the biolojsical scivnces has lons Leen
established in the binomial system. LDach species is given two names,
the first being the genus to which a species belon~s, and the ceczont
beinz the species name. A most important characteristic of a nomen-
clature system is that duplication of names is avoided. ‘io such
systematic apoiroach to nonharmonic tone nomenclature hao becen :stab-
lished, nor, to the wullor'c knowledze, has any cororeliencive stuly
heen male of nonnharmonic tone terainolowsy to cstublish a vacic for a
systematic namine an? definiwg of termu.

This study iniicates that the rimary protlem in arriving at
a lepical system of norcncleture 1ics in the manner of classiiying
nonharmonic tones. An examination of bthe terminolop; used during the
past two hun'red years reveals that names change their nmeaningc, and
consequently nonharmonic tone lerms acquire a number of AifTerent
meanings throurh attennts to clarify definitions. There is a ten’ency

to adhere to faniliar vernms, even thougzh the concepts embodlie

b

them undergo change as a result of new insights into analysis. 4As a
result, the numerous definiticns given commoniy used tayc appear to
be a greater source of confusion in the sedagery of Lheory than the
choice of termirolowy itself. On the other hani, avtensis to ertab-
lish new terminclogy for nonharmeonic devices has contributed Little to
a clarification of the urobleme. Too many zonzenty and d-{in‘tions

kave becomc attached to the termiacloeryr.
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Juplication of names cnl multinle 2elinitions, in maar
instances, have resul<ed from inalecuate ~loasificntion or from the
conrclete atseonce of any systen of classificalicne  at is needed is
a precice Jefinition for euch term, an established conceot for ezzch
symrbol. An atlempt has been made in this cindy to orsaniuze norharmonin
devices in a systematic fachion and to nrovile a lo<ical basic for a
system of nomenclature.

Jhe classificzation system proposed here attempts to estaklish

a name for each device which has hisvorical authericty for its use anl

R

which has current acceptance. An exanination of the various poscitl
ways of classifying nonharmonic devices indicates that a nielolic

cproach is the most useful vasis for primary clascification. ITupli-

X

ion in clacsification and terminclezy can be avolied by describing

FJ
cr

each device in terms of its melodic approscli end departure azs the
vrimary bacis of classiflication. Sub-clasuificaticn con be estublishedd
tihirough the use of secondary charact=oristics of the devices. Soezifi-
cally, the direction ¢f melolic movement, the metrical »osition of the
dissonant tone, and the direction of resolution in relation to the
direztion of approach are characteristics which distinmulch similar
devices where secondary distinctions are requirei. Annlying these
principles of classification to the nonharmonic deoviczes of the eirzht-
ecnth and nineteenth century harmonic styles, the followin:: syzten of
nomenclature is proposed. The definition of each proposed term is

based upon its description in the approach-~ departure classificati:n.
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Ppﬂp] Point: A tone arooreoachet by oprenacation aal sustal ﬁvl,
usuzlly in The La.o, wWile Bho obhrr voizer move thro wh a surccessicn
of chords “hlch ercance a dissonmnt rolaticnshis w:th the (ust-ined
tone. The nodal roint Yoring ol oxle as & chort Lone, with the
resolirticn by nrolenration.

2. fLouroozhed by Croloncation eal foft vy liip,

cussension:  An accentsd nonbermoric tone anorozcred Ly
nreparation, eitucr ticd or reacated, which rzoolves steswlse on an
unaccenteqd norticn of the mcacu:+, usually downward.

3. Aonoroached by Prolonsation and Left by Skio.

In traditicnal herwonic oractice thic pattern is regarlel os

an incomplete nonhiarmonic Jevice containing an unresclvel dicsonance,
nl as such is not ~iven an identifying term. If the dissonant tone
is resclved in another voice of the chorl cf rescluticn, the resaic-

in~ dattern ra} be class Jied as an irrecular form of the susvensicn,

rarely founi in the music of the elshteent” anl pineteenth centurics.

L. Apsroached by step and Left by Prolonsation.

Anticipation: A nonharmonic tone aorozached bty sten ani
oceurring in a weax rhvtinic positicn, which resolves o an azcent. 1
beat with a chance of Rzimony.

5. Approach~d by iten and

Pascins Tone: A nonharme+aic tone anoroaschel by stes and

resolvel by cten in the sane lirection. The nassinm tone mar be
accented or mancented.

.

eirhborinr Tonc: A nonkarmonic tone z - vroached by step,
either usvard or sowmwiard, anl resolved by sten in the conosite
directicn. The neishboring tone may te accented or unaccented.

€. Aporosched by ted and Left br kin.

Escape Tone: A nonharmonic tone an»rosched sterwize in an
noward direction ani recolved bty a skis of & thi r” in the onposite
direction withz a change of harmony.

7. Appreoachel b Skip and Left by Prolonpation.

This nonharmonic pattern occurs infrequently in eizhteenth anj
nineteenth century music and therefore is not given a Histi"'uishing
name in this classification. It nay bte reveardel as an irresalar fora

the anticipation.
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8. Aovroached by Skin anit Left by Sten,

Angeseriatara: A nontarmonic tone anrceachel ty ckis anid
resolved by sten in the opposite firection, occurring on an accente!
or unac-ented Leat of the ncasure.

9. Lpyproached by Skip and Left by Skio.

Free Tone: A nonharaonie tone asproached by sitip and left
L e A i
by skip 1n the opposite direction.

Comtined Monharmonic NDevices

The nonhisarmonic <devices combined sinultanconsly in iwo or acre
voices require no speeicl terminolory.  lach deviee uzed in this way is
a sin~le nonharmonic tone dovice and is ideatifiedl accordins to its
anproach and denartuare as one of the basic Jdevices described alicve.
sevices which are us<ed in gucceession as repetitions of a singzle dovice
likewise are identifiable as basic single-tone devices and are analyzed
as such, requiring no ailitional terminology or classificaticn for
their identification.

The approzcrn—departure clessification of nonharmonic toncs re-
sults in a total of nine distinct patterns which are named an?l <defined
for pecdarogical purooses. The terminology evolved froam this classirfi-

cation is proposed as a comolete nonhearmonic tone nomenclaturee.

Complete “lonharmonic Tone '‘omenclature

redal 2oint

.
. oJuspeasion
. Anticipation

Pas:ing Tonc
Jdeighboring Tone
Lscape Tonz
Anpogriatura
rree Tone
Crnenental Tone

.

N O3 O\ o
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The proposed nomenslature of nine terms, vwhen 1efipel in refer-
ence to the anrroach-desarture system of clawc fication above, encom-
masses all the standard patterns of nonharmonic tone usa e wlilch recur
in eichteenth ani ninet=enth century hairmuaic practice. A snecific
definition for each term based upon an apdroach=leparture analysis
identifies each dcvice bty description, and precludes the use of the
same terrm for more than onc levice. “nrsoencial variations that may

1

Ye found in these tasic devices may b2 exgslained in reference to the

vasic deviee in quection without the nccessity for additional terms or

definitionc. “he infrequent varia

t

ions which may te encounterel are

larzely ornamentcl in nalurc, writhiont sufficient deviation to ouscure
the basic nattern or to necescitate the comoundine o7 terminoloye in
examinction of any ornamented pattern with the ornam-mtal tones omitted
reveals the basic pattern as one of the devices describe:d above.

The following generalizations may be made ?rom the aroroach-
departure czlessification of nonharmonic tones.

1. Dissonant tones tend most strongly to resolve ctemvice up
or down. itesolution by prolonzation occurs less frequently, and
resolution by skip may be regardel as an exceptlion.

2. A lissonant tone agnroached by skip tends to resolve
ste;wise in the onzosite direction.

3. Accented nonhsrnonic tones resolve stenwise up or down.

i« TUnaccented nonharmonic tones may resolve by wrolonsation,

« The ansroacsh and leparture are classifying factors in all

nonharmonic tones.



Jontlusions

1. An examination of the music theory texthocis useldl for this
study reveals a great variecty of terms us i Lo identily neatarmonic
tonezs. o consistent reclationshin is foun? Lietiueen the devicrc
described and the terns or symbels uwrd to represent thenm.

2. liore varictv cxists in the Jdefinition of nonhwsrmonic terro
than in the choice of terninclogy itsell.

3. o two theorists apprar to arree entirely in the termin-
clogy and definitions of ncnabtarmonic toneo.

L. A large vercentage of theory textbtooks contain no system-
atic presentation ol nonharzonic tones.

5. The confusion of nomenclature ani the use of mdtiple
meanines of terms is more extensive in those texibooks which precvent
no systematic classilication of nentarmonic tones.

6. Tecently published textbooxs devote more atteation to
nonharnonic toncs ani osresent them in a nore systoaatic manner than
to oller textbooks. There i1s no reneral acreqment in mztters of
classification and nonenclature.

7. ilonharmon’c tones can be prescnted in a systematic manner

2

to facilitate instruction and learning.

2
Ce A lo~ical and systematic classification of nonrormionic
tones is a prerequisite to a conuistent nomenclature,
9. A system of classification using a melolic anpreach and

departure analysis is the most inclusive system upon hich to tase

a nomenclature.
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10.  lerndinslosy can Le delincd Lo avoil the e of a term for
more than cne balic d:vize anl to aveid mnltiple lofinitiont of termo
bty basing definitlions uron an aoproach—iencrture classification of

nonharacnic devices.

A conzenzus of rmsic theorists repariinc nonharmonic tones is
needed to establivh a systematic nemenciaturs. Consensus micht bect
be achieved throuch the offices of vrofessional orranizations concerned
with music education, such as the "usic Tducators!' lational Confrrone,

-

an! the Imsiz Teachers!' Jational Assoclation.  The ai1Shor offers &

Nrooosal

or classifization andi terninoloy of nonhai-noniz tenss for

the consideratiosn of nasic theorists 2nd teachers of musisc theory.
Yy
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CLASSIFYING TEINeLeyY FOR TAL Iz BASIT HOWTALIONIO DRVISLG

Fach cof the nine basic devices is given 4 numbier of nemes bty
theorists, with distinctions in t(ruxnolon“ often based upon details of
useze in a snecific musical context. I‘ore than one tern uO”(ull!~ is
used for the same nonharmonle device in a glven textboolz. Sonme thieoristc
annly the same term to more than one ‘levice, anl to tones which are
consonant as well as to those which are dissonant. Terninolosv voriants
for each device are bascd unon one or nore of the followrin~T consileraticno,
according to whethier the dicscnant tone

1. 1is accented or unaccemted

2. 15 avoroached upward or dormvard

3. is resolved udrvard or dowmvrard

L. is tied or not tied

C. ancears &s a note value vhich is metrical (having a
duration of the metrical unit or larser) or submctrical

(having a duration of less than the metrical unit)

€. 1is resolved imrediately or with a delaved resolution

7. 1u resolved directly in the came volce or irdirectly
in another voice

)

$. apuvears with the sanme chord as the chord of au.roach
or with a different chord

9. anpears with the same cherd ac the chorl of resolution
or wilh a diflerent chord

19. arpears in the bass or in an uower veice
11. is uweed in a slow temo or in o faest teiro.

The terms given in the folloviing tetndations are those which
are founi as veneral clascifying terms for each btaoic device. The
~urhers corresnonl! to the numbored entries of the Selcct Tibliosranhv
aresenbed in Lopendix I, The alsence of a billicgrsshy reference
nuriter indicates that the device was not ilentified with a soecific
name by the author of the texihook.
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Anoroachal b

Srolon—atb

ion and

Teft by

N -
e o o o

“CCO—~ NNLE L

11.
12.
13.
1.
15.
17,

ale

17.

Aprhroached b

Pedal Peint
Pedal

Pedal Point; Crgan Point
Pedal ‘lote

Crgan Foint; Sustained 'lote
Pedial Tote

Pcdal Yotve

Creen Point

Pelal Point

Pedal

Pelal

Pedial DPoint

Pedal Point

Crecan Toint

Pedal

Orean Point

11,

Preoloncation and Left b

TOoL et lon.,

i |
Pelal ‘lote
Fedal
redal Point
Pedal
Crean Point
Pedal Poin
Pelal Point
Orman Point
(“ﬁaﬂ Point
Irman Coirt; Ctaticnary
Pedal Toint
“edal Point
“elal Doint
{r~man roint
Criran Coind

“tep

() =3 j

3

e o 3

O~ hul e w N
L]

S 0
o o

—
|
.

12.
13.
1.
1,

Suspension

Suspension; lletardation
Suspension; Inverted

Suspension

Suspension

Suspension; Appoggiatura
Suspension
Susnension
Suspension
Susnension;
Suspension
Susnension
Suspension
Susnensicn

Betardation

Saspension
“nspension

Juspension

N

(b)

17.

S0
Ll

19. ¢
20.
21.
22.
23.
2.
25.
26,
27,
28.
29.
30.
Sl.

J(.'

- 3

HEY I

cusnension; l.etardatlion
“uspeqsion; r.etartation

uspension
bpen°1on, Petardation

Lu svension
Cusnensicn
Juscencion
“uspensicn
Suspension
Snspension
.J‘lu nene g i0oM
Susnension
Jusnension
Juspensic

‘uspeonsion
Juspension

Sae
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L.

Approached brr Prolonrntion and Teft by (i,

120

cne

\
i 1& )
c: IV I
1. Free Tyton~ 15. Nelayed Tone
2. Driving ¥Yote 17. Frce Nonharmonie
L. Suspension 13, 3ynconation
€. Suspension 22. Thanringz ote
7. Incomplete Cuspension 22+ haaging Tlote
9. Crnamental Suspension 25. Unresolved Suspensicn
11. Suspension; Preparation 2G. Jusuensicon
1Z2. Syncoration 29. Susvended Tone

15.

Suspension

31. Unessential

Approached by Sten an! Left by Prolongation.

lSo
l(;o

Anticiration
Antiecination
Anticination
ntici-ation
Anticination
katicination
Anticipation
Anticination
Anticipation

Driving ‘lote; Preparation

Anticioaticn
Anticiraticn
Inticipaticn

N

N

N
N4

=

.o

Direct Anticiration

Anticiration

Iv

v

. Avticiration
. Antlicivation
9. Anticipation
0. Anticipation
1. Antizigation
2. Anticipation
3. Anticipation
li« Anticipation
S. Anticicaticn
7. Anticination
Ge Anticipation
9. Aaticipation
Je Anticipation
1. inticigation
2. Anticipation

fone



Y. A rroached by Jtepn and Left by Sie,

4
N

(a) K - (v; ‘ 3 G |

T |

C: I

(@]
[

(a) The term passins tone is anolied to the first pattern {a)
in all of the textbooks listed in the Uclect Pitliofgravhy. some theoriste
use the term anposgiatura for this device when the dissonant tone is
accented.

1

() A variety of terms is found for the second form (b) of his
basic melodic device.

l. Auxiliary 17. Appogriatura

2. Auxiliary Yote 16. Auxiliary ‘ote

3. Tmbellishment 19. Chan—-ing ‘lote

li. Passing jjote 2C. leishboring Tone

€. “hansine “lote 21. Aaxiliary Tone
6. huxiliary Tone 22, Axiliary Tlote

T. Anxiliary 'lote 23. lleichborine Tone

0. llei~hboring “lote 2l Hlei~hboring Tone

9. Tmbellishment 25. Awiliary “lobe
1C. Changing Tone 2G. ‘milellishing “ole
11. Passing liote 27+ “rivhlorine “one
12, Auxiliary “ote 2C. “hanzin- lote
13. Yeishboringe Tone 29. faxiliary lone
1!.. ileighborin: Tone 30. lieishborine Tone
1Y, leishborinz Tone 51, Auxiliary Uone

16. Auxiliary 2. Jeisnboring Tone



6.

A~vroached by “ten anl

—
1
|
C T
1.
2.
3.

L.
6.
70
8.
9.

IFree Anticipation
Auxiliary llote
Chansing Tone; Irresular
Anticipation
Passing ‘ote
Changing Tone
w<iliary lote
Irresular Anticination
Free Anticipation

10. liei~hboring Tone
11, Pa uulne, Slote
12. Anx111arv ‘lobe
3. t*“a\n&e
1. ¥scane Tone
~

. Inlirect Anticination
1€. "elodiec Tecoration

noroached b Ckin ant Left

o -

D

Lo Lo DN R
.

—

v

Echappée
Zchappée
Anticipation;
Tscaped Tune
Tchapplée
“hancing
rscane Tone
Iscane Tone
Shazneing Jote
Axiliary TTote
sdorninag Tone
Anticination
Apiliary
Tree Telorborin~ Jone
1] 1*-1~‘r

11\ 45.-..-

Tote

one

one

by “rolonsation.

¥

A

T =

-

C:
. Anticivcation
. Anticination
. Anticination
. Passin-s Youe
. Sxip ‘iote; Anticipation

. Aaticination
. Anbticipation
. Anticipaticn
« Antizination
15. Ainticipation
11l. Drivins “oue
12. Anticipation
13. Anticination
1¢5. Awtmc1nation
16, absilinry &

WM ONNLEwe D

ote

v

170
13.
1v.
21.

oY)
<.

23.
2L

2(
27.

27,
30.
S1.
52,

L]

I

Anticinatien

‘ree anticination
Anticipation
A1ticipation
A~ticisation
A1ticination
Anticipation
Anticiration
ungreparea Sasacnsion
Anvilcination
intiecination
Jntiecipetion
rree Anvicioatl
Anticinstion
Anticinaticn
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C. A»nvroached bty Skin and Lot by “ten,

1 1
l_____\~/7
ey
c: I
1. Appocgiatura 17. Apposcriatura; Acclaccsiura
2. Apporiatura 13. Free Anticipation
3. Appo~giatura 19. Apoosgziatura
L. Appog-iatura 2J. A:pousiatura
€. Skip liote; Apno-~~iatura 21l. hpporziatura; Carbiata
6. A mo-~-iatura 2. Awxiliary ‘ote; inocsential
7. Incomplete Auxiliary “lote; Discord
Aono-~iatura Yo ADpo wmiabtura

. Unourenared Jusnhencion . Aonorriatura

9. Avde~riatura

10. “leizhborineg Tone

11l. Appor~:riatura

12. A»nopsiatara

13. Avpor~iatura

1li. Appogriatura Apnor=iatura

15. Indirect Susnension; Shearing Tone; Aprocriatura
Incomplete leizhtor 52+ Annormciatura

16. Subsidiary Hote

23!

“hanming “lote
Auxiliary Jote
sielshborine Tone
Luspencion
Awiliary Tone

O

NN P2 N DD
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9. Approached by Sxip ani Left by Skio.

B

(@]
[

l. Free Tone 17. Free ilonharmonic Tone

2. Unessential ‘jote 8. TFree Anticination

3. Embellishinz Tone; Irregular 1%. Passing llote

Anticipation 22. hanging llote

L. Passing “ote 23. Crordal Ficuration

S. Thanring-note 2!.e Trcc Tone

A. Melodic Figuration 25. Tree Chanein~ lTote

7. Incomhlete Arpecciaticn 26. Tree ‘elolic Tiguraticn

s Irresular Anticivation 27. “leiskboring Tone

9. Free Tonce 2%. T1liptic Anticination
13. Tree Tone 29. Auxiliary Tone

11. Passine Tone 20. Tree ‘leionboring Tone
13. Unprenared ‘leichboring Tone 31. Shanginge Tone

15. Incomnlete Ficuration
1¢. =) odin Teccration
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