Music 326: Counterpoint
MW 11:00-11:50 p.m., 2 credit hours
Spring Semester 2018
Brian Post Instructor
Music 102
Office Phone 826-5438
Office Hours: M & W 2:30-3:30

Course Materials
Owen, Modal And Tonal Counterpoint, Schirmer Books. 1992

Course Description
A basic species approach to Renaissance counterpoint will be used in the
early weeks of the class to create a solid foundation in the use of
consonance and dissonance, with a rhythmic expansion to the species
approach for more musical results. Baroque styles especially the music of
J. S. Bach will be given greater attention while the twentieth-century
counterpoint will be limited due to time limitations. Students in this class
should have a working knowledge of the principles of four-part voice
leading, triad and seventh chord inversions, spacing and doubling,
chromatic harmonies, and chord analysis by Roman numerals.

Course Objectives
By the end of the semester will be able to compose and analyze the
following contrapuntal element:
All types of Species Counterpoint
Non-Harmonic tones in Counterpoint
Theme and Variations
Figured Bass
Chorale Prelude
Inventions
Canons
Fugue

Learning Outcomes

Music Department Assessment Goals and Outcomes

Goal 1: Students will demonstrate the ability to hear, identify, and work conceptually

with the elements of music - rhythm, melody, harmony, and structure.
Outcome 1A: Students can write harmonic progressions demonstrating correct voice-
leading using standard elements of chromatic harmony including mixture, Neapolitans,
Augmented Sixth chords, and enharmonic pivot chords.
Outcome 2A: Students can identify and trace essential developments in Western Art
Music history.
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Outcome 2B: When listening to an unfamiliar musical composition, students can identify
its historical era, cultural sources, genre, texture, instrumentation, and possible composer
when appropriate.

Outcome 2C: Over the course of four years, music majors will perform a wide variety of
music - in solos, large and small ensembles, from different eras, in different styles

Outcomes of an HSU Education can be accessed with the link provided
below:
http:/ /www2. humboldt.edu/academicprograms/node/183

Campus Policies and Resources can be accessed with the link provided below:
http://www2. humboldt. edu/academicprograms/syllabus—addendum—campus—resources—policies

Assignments
Assignments may be done neatly in pencil or computer generated..
Illegible assignments will not receive a grade. Incomplete assignments
will not be accepted.

Assignment Re-dos
An assignment may be redone if the original is handed on the due date
and the redo t is turned in by the following class period after it is returned
to the student. A maximum high score for a redo will be 90 points
instead of 100. Any missed points will be deducted from a 90-point total.
A late assignment may not be submitted as a redo.

Academic Dishonesty
Any student found using another person's work as though that work were
his/her own, or any student who knowingly permits another student to
use his/her work shall be given a grade of F for the course.

Bringing Books To Class
You are responsible for bringing the text, workbook and pertinent
handouts to every class. Many times we will use both books within the
span of one class period so please come prepared.

Projected Course Schedule

Week Subject

1/17 Chapter 1: The Nature of Polyphonic Music,
and Style and Chapter 3, Two-Part Counterpoint
Assignment#1: Page32, Exercises 3-2, Due 1/24

1/22 Chapter 4, Two Part Counterpoint: First and Second
Species
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1/29

2/5

2/12

2/26

3/5

Assignment#2: Page 37, Exercises 4-1, 4-2, and 4-3,
Page 40, Exercises 4-6, 4-7, 4-8, and 4-10 Due 1/29

Chapter 5, Two Part Counterpoint: Third, Fourth and Fifth
Species Counterpoint

Assignment#3: Page 48-50, Exercises 5-1, 5-2, 5-3, 5-5, 5-6,
5-7 and page 50, Exercises 5-10, 5-11, and 5-12.

* 5-13 may be done for 25 extra credit points only if handed
in on time Due 2/7

Chapter 11, Stylistic Innovations

Assignment #4: Page 127, Ex. 11-1,11/2. Page 136,
Exercises 12-1, 12-2, Due 2/14

Chapter 15, Review of Basic Concepts and an introduction
to eighteenth century style and Handout, Non-Harmonic
Tones in Polyphonic Texture

Assignment #5: Handout#1 (See Appendix II), all
Due 2/21

Chapter 15 continued and Chapter 16, Polyphonic
Style in 1700

Assignment #6: Page 39-40 of handout#2 (See Appendix II),
Exercises 5-A, and 5-B # 1-3,

Page 41-42 of handout (See Appendix II), 5B 4-5, 5-C.

Due 2/28

Chapter 17, Invention
Assignment #7: Page 207, 18-1, 18-3, compose the
exposition for your own invention in major or - G, D or A
major, Be sure to provide a roman numeral analysis with
the exposition. Due in class for discussion 3/5

Chapter 17, Invention Continued

ATTENTION - no late assignments given through 2/28/18
will be accepted after 3/5/18
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3/12

3/19

3/26

42

4/9

4/16

Assignment #8: Compose the first section of an invention
using the exposition you wrote for assignment #10. Use the
plan given on p. 208 ex 18-5, Be sure to provide a roman
numeral analysis with the section. Due 3/19.

SPRING BREAK

Invention continued

Assignment #9: Complete the invention that you wrote the
first section for in Assignment #11 following the plan given
on page 208. Be sure to provide a roman numeral analysis
with the piece. Due 3/26

Chapter 19, Canon

Assignment #10: Page 226, 20-1, 20-3 Due 4/2

Chapter 21, Fugue: Overview; Subject and Response

Assignment #11: Page 241, 21-1, 21-3, 21-5, Due 4/9

Chapter 22, Fugue II: the Exposition continued and
Chapter 23, Fugue III Development

Assignment #12: Page 248, 22-3. Due 4/16

Chapter 23, Fugue III Development

Compose the exposition of your fugue for discussion in class.

Specific times will be assigned during class for me to check that your
exposition is done correctly. Subjects will be given in class for you to

work with.

Take Home Final: Compose a three-voice fugue in any key except C

4/23

major based on the harmonic plan of the Fischer Fugue
given on p. 232, ex. 21-2 and the subject assigned to you in
class.

Due Wednesday 5/9, 10:20-12:10

Discussion of Expositions - everyone must attend to hear
what I have to say about each exposition as this will help
you to complete your exposition more accurately.
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4/30 Chapter 23, Fugue III Development, continued
No Late Assignments will be accepted after May4, 5:00 pm.

5/9 Final Exam May 9, Wednesday, 10:20-12:10
Hand in Fugue

Overview of Assignment Dates

Assignments
Assignment#1: Page32, Exercises 3-2, Due 1/24
Assignment#2: Page 37, Exercises 4-1, 4-2, and 4-3,
Page 40, Exercises 4-6, 4-7, 4-8, and 4-10 Due 1/29
Assignment#3: Assignment#3: Page 48-50, Exercises 5-1, 5-
2,5-3, 5-5, 5-6, 5-7 and page 50, Exercises 5-10, 5-11, and 5-12.
* 5-13 may be done for 25 extra credit points only if handed
in on time Due 2/7
Assignment #4: Page 127, Ex. 11-1,11/2. Page 136,
Exercises 12-1, 12-2, Due 2/14
Assignment #5: Handout#1 (See Appendix II), all Due
2/21
Assignment #6: Page 39-40 of handout#2 (See Appendix II),
Exercises 5-A, and 5-B # 1-3,
Page 41-42 of handout (See Appendix II), 5B 4-5, 5-C.
Due 2/28
Assignment #7: Page 207, 18-1, 18-3, compose the exposition
for your own invention in major or - G, D or A major, Be
sure to provide a roman numeral analysis with the
exposition. Due in class for discussion 3/5
Assignment #8: Compose the first section of an invention
using the exposition you wrote for assignment #10. Use the
plan given on p. 208 ex 18-5, Be sure to provide a roman
numeral analysis with the section. Due 3/19.
Assignment #9: Complete the invention that you wrote the
tirst section for in Assignment #11 following the plan given
on page 208. Be sure to provide a roman numeral analysis
with the piece. Due 3/26
Assignment #10: Page 226, 20-1, 20-3 Due 4/2
Assignment #11: Page 241, 21-1, 21-3, 21-5, Due 4/9
Assignment #12: Page 248, 22-3. Due 4/16
Take Home Final: Compose a three-voice fugue in any key
except C major based on the harmonic plan of the Fischer
Fugue given on p. 232, ex. 21-2 and the subject assigned to
you in class. Due Wednesday 5/9, 10:20-12:10
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Course Evaluation
Your grade will be based on the following percentages

Homework 85%
Written Final 15%
Grading Scale
93-100% = A  Superior
90-92% = A-
87-89% =B+ Excellent, above average
83-86% =
80-82% = B-
77-79% = C+ Average
73-76% =C
70-72% =C-
67-69% = D+ Below average
63-66 % =D
60-62% =D-
0-59% = F Failing

If you are unable to meet with me during my regularly scheduled office
hours I will be happy to set up a meeting time that will work for you.
Please do not hesitate to come and talk to me when you feel the need or
call me at 826-5438.

MUS 326 Course Description, p. 6



APPENDIX I - FIGURED BASS

APPENDIX I - FIGURED BASS
CHAPTER 9
The Inversion. of Triads, Figured Bass

Triads are in root position when the root of the chord sounds in the lowest voice. In first
inversion, the third of the triad is in the lowest voice, and in second inversion the fifth is in the

“lowest voice.

Example 9-a - Ix &3
—8— . O
root ' third fifth

root position first inversion second inversion

Figured bass is -a system of musical shorthand which became a common practice in the
seventeenth century, Figured bass was-a way in which a composer could denote the desired chords
and inversions to be played in an accompaniment without writing out each note. The figures
(numbers and/or accidentals) written below the bass note indicates intervals above the bass which
are to be sounded. Figured bass does not indicate which specific chord member is in any particular
upper voice. (Later, harmony teachers adopted figured bass symbols as a method of teaching

seventeenth and eighteenth century harmonic practices.)
In figured bass notation, a bass note with no figure present is assumed to be the root of a triad.

Example 9-b — . '
. E may be realized ﬁ

———

If no figure is present, but an accidental is found below the bass note, that accidental is to be
applied to the third above the bass.

Example 9—¢ FF———  may be realized FER—

b

The following symbols may be used to denote a triad in roof position. Observe that, in each
case, the third and fifth of the triad are assumed to be present in the chord, although the numbers
3 and 5 might not appear in the figured bass.

Example 9—-d % .

853_bb3ﬂ3b5ﬂﬂ5

A first inversion triad is indicated- by writing the number 6 under the bass note.

-

Example 9—e .
T raleed Pl

-_— ——

6 6
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The interval of a third above the bass, which is also presént in first inversion triads, is assumed
_and is not shown in the figured bass unless the third is to be altered. The altered third above the
bass is indicated by the use of the appropriate accidental.

. ' et
Example 9—f . Mo realized E

6
Bﬁﬁ ﬁn

Second inversion triads are indicated by the figure g

- o
Bxample ¢ = = =
N 6 | ¢

4 4

Accia.?en!‘als in figured basses may be indicated by: ' : :
1. Placing an accidental in front of a number; the accidental is to be applied to that interval
above the bass.

2. Placing an accidental by itself under a bass note; the accidental is to be applied only to the
third above the bass.

3. A number with a diagonal line drawn through it, the interval represented by the number is
to be raised a half-step.

Example =1 P e D

3 2

Sometimes in actual eighteenth century scores which employ figured bass symbols, a flat is
found indicating that a sharped note is to be lowered a half-step and a sharp is used to indicate that
a flatted note is to be raised a half-step.

Examaple 9—i = redicea PR
_ —_— b

T — = =
# #

This text book, however, will follow the principle that whatever accidental is required in the
music will be used in the figured bass analysis. Thus, a sharp used as in example 9—Kk is a precau-
tionary accidental and will not result in a double sharp.

le 9-k '
Example E——  aiied A
— | —
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APPENDIX #2 - HAND OUTS 1 & 2 and Chapter V Non-harmonic
Tones in a Polyphonic Texture

. HDFE4L

I. Illpstprate, in four volces, the use of the following zoh=

——

harmonic tores and seventh chords, cireling and labeling the Zllustrated
tone in each case, Whers harmony is provided, cse i%t; otperwise usz
root movementa illustrative of the eighteenth cemtury, Supply the correct

key silgnatures in each problem,
; be Fedal tcme. [Uas

1 Deivle PT. o 2 Acsented PT- 3. Pypezgiaturn, iy (er IV) wit 4

; |

i

|
J

T T, W 4 ¥ & . e _

9 er
f ' | 5 .
p = m.‘.‘”::;nﬂﬂ:f ﬁmﬂ &, Fle nEpERIEn 7 #=3 suspdanien Y. F-F suspieiion
|l v — 7 - E ,_:_’{ - " - -
AT T s : =
1 Pl Ju T
- | Fi . 4_ L
Ar X % g T w1, » I Y 1 " —
j 5’.;3 {Bass) suspension o 43 Turmreten -ur.ﬁmnlq{ - E!‘f&lh‘?‘?#ﬁ: 1. ;nhdynﬁ-;:luhﬂ':"
o - - JE—— ? - I
e r T e —
- - |
| i
[F T i, Ll | Fal I; < i ‘:'- Z I
| = : i :
¥ : ———1 : . : !
A T ¥, b i X i AT T-T e :
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k%()::d::Lf Cgan%ﬁ'

(When
tae correct placement ¢f the tie

II. Illusirate in two volces.

two volces are written on

cmt: :\:;' f‘j*-'n ')

is opposite tke note head; f

1 43 suspganiod 2. _:f.(,'\sufﬂ*_‘"’," _.:{. 2% ¢ susppopod- 4, Hﬁmﬂmn.:f»
\ . - i &

i

o i L

o

Bh

PeD UE, DEVaLOAING AND E0RTINGING _ THE il
e ﬂamri:“m?mﬁm.cmu;um Y _

“ il

‘. H RETE et
3 3 " . & R
y % & 3
11 ¥
£
. - l’ 't" I‘:' * , ' *Jb-:‘ l‘ -
w - - }
- gt
iy Y -
Al N }
i Il " I i
L Vv - =
- 4 = a—

Ohy ?ad: tion

.

6. Three additional 7th chords in succession, vrevering and rescilving ssch 7ih.’

Continua tre melcdic pattern as begun.
"Ll =. . ~Fattern P -
-~ h‘ﬁ

£re

T

' I -~ )
VA 1; -'é.i‘ LI ;
Ll .+ Sewenth R.’.H,/S‘WH} '_?‘ﬂa’;‘”ﬂ"d Sevanin
R - L PRESHRATION
[

—

-,

p.e;'m "
. G: _.....I'.'i. JUR= = A ;ﬂ‘-'
- Fa— » : ‘_"‘ | ‘rlﬂ .
IiI. Iilustrate in three VOl.“s

A
- Au gxenrs o

Vi fiiq

A
Vig WY E -

¢, Changin Tones
(59#:1."5;102-;9 be_;n_g n'.':.mwr.{;)

"8  Aumersrion Sn‘rwa

m

31
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Chapter ¥
Mon=haermonic Tonss in a Polypnomlc Texturs

A Baroque contrapuntal work gemerally has a high degree of raytkmic

econtinuity, and a strong impulse to mave forward,

hegeated notas in counterpoint terd to be static and detract from the
forward flow of the lines, with these exceptions: _51 rgpeated notas found in
a theme, and material derived from the theme; 2) repeated notes occurring
as a new parase begins on the note ‘that ended the previous pharase; aad 3)

. anticipations used at cadences.

Somotime;, in writing counterpoint, a situation requires that a
¢ertain rhythmiec pattern e naintained, and yet there apfanra to be no
"gpace" im which to move the volces %o create the desired rhythm without
resorting to meaningless repeated notes. Cortrapuntal composers nave uséd
a variety of melodic figures thai circle the principal notes and Yy so
doing create melodic and rhythmic interest. The following ezxamples illue~
trate some of these melodic figures, (These figursa may be traasposed

to any key.)

Example 5 - a = 1 Patterns in Simple Time

To continue (repeat) a tone:

‘%EEQEE
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To ascend a third:,

Ezample 5 - a = 2 Patterns in Ccmpougd Time

o continue-(rapeat}'a tone:

To ascend a second:

L, — e S -
JF L S 0S S I A S

To descend a second:
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Ta descend a thixd:

The success 07 a specific pattern from Example 5 - a will depend
upen several factors, including the resclution of non-parmonic tomnes,

where they occur,

Farallel fifths and octaves may ilnadvertently result from the use
of these patterns; the student is advised to comsult Examples 4 = ¢ through
4 = j at this point, Relative to the discussion in Chapter IV concermning
parallel ri:thé, a situation sometimes arises in three or four-volce
counterpoint wherein a fifth occurs bétween two voilces, followed by a
chord tone in one of the voices, follcwed immediately by a fifth betgeen
the sam» two volces., In two-voiqé‘coﬁnta¥pnint the result.wculd defi=-

nitaly be an error, but in three or more voices the effect is within the

style as shown by Zxample 5 - b,

fugue in a ninor, measure 43 : Zach

==

..-*

In two=-voice counterpoint the effect of fifths occurring on sub~-
sequent weak portions of a beat, following, in each case, the interval

of a third, is within the style as shown by Exazple 5 = ¢.

g

Zxapple 5 = ¢ |
Iavention in C Bach

=0
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Whereas the iaterval of a second may occur teiween any two voices,
tha voices should not move together in marallel secopds. Wri%inz an
aftect such as that llusirated in Example 5 - d genmerally resulis iz

contrapuntal chscurity.
Example 5 - d )
AVOID

ST T

perallel sevenths and ninihs are found cnlv when a non-harmonis tore
rresent in at least one of the intervals of the seventh and ninth as in

Zxamples 5 ~e -l and 5 ~-a - 2.

Example 5 - e -1 Exanple 5 -~ e - 2

Fugue in 4 minpor Bach Sinfonia in BY Bacl

9 - ’ LA A

— z = f' : bl J iﬁ&éi&ézzz;;=;:==:

i T ' gb: 1 . T X
d-_ X 7 113

e Tne

Melodic curve is a terﬁ_“£££§ describes the gerparal directicns
pursusd by a melody throughout the lergth of a phrass or subject,
'Eiskteenth century melodic lines mové from one gensral pitca level %o
azother with aprarent purpose and avoid moving aimlessly vack aad forth
over the same few tones, e

Basgic melodic curves may be diagranmed as follews:

Zxampla 5 - 7

. 7\ 2, S 30— L.\
50— 6. T~ ?'/»\\“\h 8, N

Few mslodies encountered in music literature move directly and
unswervingly on one of the patisrns illustrated in Zxample 5 - £, t is
more 1ikely that the curve will be a combimation of two or more of the
above, or will gradually move in the direction illustrated by the diagrams.
Curve No, 3 will in most cases be more like ,wNN“”ﬁ-v than 2 straight line.

35 R
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Compossrs of the eigatesnta century frsqueatly wrote zelodic liines
15 which the suce2ssive aigh polnts, as well as the successive 157 O
are selatad to zach other by step or half-step. GZExaaple 5 - & fllustrates

thais grocedurse,

Exanple 5 ~ 5 = |

Fugue in e minor ’ Zach
. " Hrs i Hish High [ L
i g dlith WP ettt ) (I —
e e e S .
. = y ~+ 1 1
T z — 2 r i r 4 .7 4 1 F— 7 & '"15 > ’
J ¥ ] #+ -+ y+ -+ r L
Low (aw Low - Low Low Lo Low Love Low

Example 5 = g ~ 2
Fugue II, WIC, Volume I Bach

ot = — — — e — — — — — — ";F'
. 4 ™ |

Contrapuntal melodies geanerally mova sredeminately scalewlse Tit
a few lesaps, As a rnie, the larger the leap, the less frequently it is
employed, - Neither the major nor the minor seventh iz often used melodic-
211y in a downward leap, nor is the major seventh often fournd in an up=
ward leap, except in seguential patterns. The minor sevent: scmetimes

pecurs in upward leaps.

Succesaive leaps in the same direction, except those leaps <£hat

outline a single chord, are sénarall:r avolded in eighteepth century

counterpoint, (4lthough the Malberii bass" pattern outlines chords with successive
leans, it is outside the 2aroque contrapuniel style, due, apperently, to the
Azel. of purpsseful direction in the line. .

1 z“-—._r :
sasste S - -3 =
Cutside the style _{? -

P - -
' iiberti tass

Leaps in ome direction were gemerally prepared ard followsd by a —
ccmpei:satory scale lins in the opposite direction. This procedure pay

be observed in Bxample 5 = 1.
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Exampla 5 - 1 :

sinfonia from Cantata 15§_

Nl = awair uoe d
TTT Jialg LIN N T snmaans, TG RiD - + | —
“Praram g LERT NEMA& ‘m“ \J
LEART dNTIS PG
A TRALE NAAMIY

Leaps following a scale line in the saze direction are ganerally

outside the styla, esyecially whea i{khe lsap falls on a bveat, The leap
1s softered whea placed on a weak porticn of the beat., e

—

Example 5 = j

A [

T e
The ‘fﬁ'fayﬁfm’snc. “Ths LE”_S_WE’/ ) )
4 voice mc;'i:rs—ft;ﬁ’_?:’;calewise, ‘1s often contrasted with a
voise uoying less rapidly on a broken triad figure, as in Zxample 7 = g.
The rhytnmic independence resulting from this procedurs contridutes to

clarity,

Rhvthmic counsiderations, as thay relate to counterpaint of the

eizhteenth century include the following: a«/ﬁ#al?ﬁ h,jviuQ‘

1, A tis beiween a long note and a short note’ (as found in i
examples 5 = g apd 5 - 1 above) is especfally characteristic
in counterypoint, ) 4
} 2« A division rest (7 in g) or a subdivision rest (:? iny )
1s likewise characteristic, giving the phrase a forward-
moving thrust, : . .
5« These rhythmic patierns are especlally charactsristic‘or
' vigorous counterpoint in simple time: JJ3; ﬁ. cﬁj ET 44 J—j 4
Le A tie between a short note and a long note that falls on a
a beat 1s not often found in elghteenth century countervoint,-
The exceptional situations wherse a short cote is tied to a
lonz note include:
a.) An obscure inner voice whers the syncopatinn caused
by the tlie is not apparent.
I _..0,) _A use of the syncooation which is so striking as to
be chosen for deliberate development by the compeser,
as in Example 5 - i,

Example 5 = k
Art of the Fugue, Contrapuactus II
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S

7
8.

9.

=,) A situation in which the =melodic line ia tae 7olce
with the tisd note seems o move to a diffsrext voice,
~ as in Example 4 - %,(’—-
The rhythm pa.tternﬂ. i seldom found, unlesa justifizd by
4 = a), b), or ¢) above, ‘
Rhytnmic independencs is i:*_no:'ta.ht in ackhleving clarlly iz sontra-
puptal writing, Independence is echanced when om2 7oice holds (or
moves slowly) while another voice moves rapidly. Exceptions tc this
principle that continue for more thaz one or two beats generally
involve direct contrary motion, or parallel motion, between the volces
Contrapuntal -lines typically =zd on a strong beat, They seldom end
on a weak beat, and almost mever conclude on a weak portion of a beat,
Tery seldom do both volces tie into a beat; tais lack ¢f moticn is not
vypical,
Baroque contrapuntal writera gemerally limited the number of rhythoic
patterns that they nsed within a work, thus maintainicg the balance
between rhythmic unity and variety, !"Sorrowed divisions" (duplets in
compound time and triplets in simple tine) can be especially damaging
to rhythmic unity unless, as in particular exceptioral cases, These
rhythmic pattarms mre exploited throughout the work, (See Fugues VI
snd X, WIC Vol, II.)

7he following sxamole is provided to. summarizs and revisw peints 4 axd $ abova.

te 5 —1- - ‘ .
** Dutside the siyle a typical eighisenth century solutic
1. . 2 ' .
% "-l 5. ] B T ==
A [l A . 4 v .P _“l ’_J_
- o 0 2 7 =
31 | T =1
' Both (211) voices Move at least oze
tied into a beat voice cn each beat
3 Lo
4 A 2 Lo Y o_J';-; Tt ¥
|~ m— s — - L e
L] l L{

4 short nots tiad
to @ longer note —
occuring on & beat

'_,-:tie‘ equal notes, .
v /or lopger moles ™\
i to srerter notes !
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Assignment 5 = A

' 7. Mark the errors om the following examplas Sf iwo and ithres

-

voice countersoilnt,
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¥
0.7 2
Assignment 5 = 3 ' ‘H‘ !

1dd a 1ine to the gziven melody, or Mcantus firaus," Use two eighth-notes
against sach guartar-note (2:1), Analyze the har=ony 7ith Roman nu~arals, ard
label =sack nem=harmopic toms, (reate a purposeful melodis curve In sach 77
phrase and avolid —meaninglasa ﬁ:gu&d notes, End each exercise with a cad=
ential progression’ (A rest equal to the division of the beat i3 affective
at the beginning of a phrase; usz2 oniy cone m sach axarzisa.)

. 21
. 1 1 - | i N
1 1 1 1 1 ! : - I 1 I | 1 | T
T2 t —— T — g :
o 1 i i T
-'-‘
yan - |l J =
ST £ " A J
— L 7 I% L 1 - NN |
4 = Tt T _ 1 ]
f = T
2, ., 201 .
Eil -
L
[f A"
4 -y -y
i . L] L
' r J [l P F T T 1 I
AT F 1 11 | v 1 1 T 7 11 _L‘_i"_F_""f‘
= 1 Ls : L _'i 1l }‘ 'll ] -5 & - T % ! ! [
t . hnd r ) ? +
1 I ] _ I ] i

3.

Same general instructiors as avove, except use three ncotes in tke
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Assignment 5 = ¢
‘Continue these lines, koeping sixteentn-nots zo0tion ia at

least one voice at all times, with eighth.and quarter-notes geners

ally in the other two voices, The first measure i3 solved as an
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APPENDIX I - INVENTIONS

Chapter X
The Twompart Invention

The "Tnventions” which Bach completed in the year 1723 are a
group of fifteen short twa-voica'cumpositiOns.T The compositions were
written, as Bach explained in the title, to be a Zaithful guide,

" whereby admirers of the clavier are shown & plain method of learaning
ot only to play cleanly im two parts, but likewise, in further pro-
gress, to manage three ynxté well and correctly, and, at the same time,
not only how to get good inventions.(ideas) but also how to develop the

same well ..ee"

The outsﬁanding characteristic common to all the Inventioms i=m
thedir e’?EEEE_EEEEEEE_EE.EEE93131t resulting from the intense appli-
cation of developmental technigug;_th;t;mﬁgqy_uged in their compasiticn.

hsab

There are several structural designa used in the inventions; for
example, numbers 1, 3, and 4 are fugal, numbers 2 and 8 are canonic,

and number 6 is in binary form ( A:]| :a7:{] ). EHowever, the majority of
the inventions share most of the following characteristics: (The

discussion to follow may be correlated with Example 10 ~ a, Invention
No, ‘.} .

1. A subject, varying in length from fwo beats to as many as
eight beats, is announced in the tonic, either as a single
voice, or accompanled by another voice. This subject begins
and fusually) ends on a member of the tonic triad, and usually
extends to conmclude on a strong beat, The initial statemént
of the subject may be in either the upper or the lower voice.

2, This subject i1s immediately imitated in the other volce,
either in the tomlc key at the octave or in the dominant ley,
up & £ifth or down a fourth, in any desired octave., The
sirgt voice will continue with material that will not rival
the subject in the other voice, but with material- that is
capable of development later in the work, (This material

1£lthoush the fifteen "Three-part Inventions" were titled by
Bach "Sinfoniae," there is no real difference between the inventions
and the sinfoniae other than the use of a third voice in the lattier.
"Tnyention technique" is not limited to the Inventions, but is found
in many of Bach's keyboard preludes, organ trios, cantata preludes, ete,
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accompany the subject in
aAdditional statements of
in the tonic, may occur.
somewhat upon the lemgth

* is not actuslly a'countersu'bjcct gince it will not always

each of its subsequent appesarances.)

the mubject, sither in the dominant or
The number of these statements depends
of the subject; Invention No, 1, with a

short, two=beat subject, has four opening statements of the sub=
ject, while Invention No. 3, with a two-measure subject,
two cpening statements.
With the completion of
‘sequenmce, usually derived from the subject, beginms, mox
by means of a dfatomtc common chord, The modulation is from the

the initial statements of the subject, &
modulating

Lo

has omnly

toaLe key to the dominmant, if the work is in major, or to the minor

dominant or the related major, If the work is in minor,

When the modulation iz completed, a cadential formula,

usually not related to the subject, is uamed to close the
exposition, However, at this cadence, one voice typically
naintaine gixtéenthe=note motion by commencing a development

of the subject, ' ) ) '

A middle section will now occur, in which the subject 1sde=
velopédand. in vhich several keys related to the original tonic
key are touched upon in succeasion, There are generally at
least two related keys used in this section. Two or three
cadences may also bs used, but the forward motion is not
allowed to stop.

At approximately the three-quarter point in the work, a point
of marimum intensity, a "high point" is reached. The tonic
key mey have been established by this point., Shortly there=
after, a final statement or two of the subject in the tonic
key prepares the close of the work, }A harmonic move to tha*
sub~dominant, preceded by its dominant (seventh) typically
occurs at this point.} The “expacted" closing cadence is
typically avoided by use of a deceptive cadence (V~VI), allow-
ing the composer to exterd the cadential section of the work
80 that it seems inevitably finished at the final cadénce,

Se

e

7

Invention No., I is analyzed in Erxample 10 = a below. The sub ject
has, within it, two motives —~ short "germ" ideas == that the composer
vill develop. Also, we may designate the counter=sub ject=like material

as motive "C.M

Example 10 = a

Tnvention No. 1

“ c.n

Bach

f\l‘j'& 'S +he
d>emina ri

—

~
T r e r s
T i - T e -
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