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The Twilight
of the Tonal System

INTRODUCTION

Before beginning our study of the materials of music since 1900, we will first look back
briefly at what happened to the system of triadic tonality, the primary organizing force in
the music of the preceding three centuries. In the course of doing this, we will find it con-
venient to introduce a few terms that may be new to you. Throughout this book, new terms
will appear in boldface type the first time they are used in the text.
“Tonal music and the principles that govern it did not develop overnight, of course, nor
did they decline overnight. In fact, tonal music still thrives today in music for television and
film, commercials, jazz, and some popular music, and it has even seen a limited revival in
the past few decades in the “serious”™ music of some postmodern composers. Nevertheless, it
is safe o say that by around 1900 the tonal system had become so strained by chromaticism
and by the desire for originality that further development of the system seemed impossible.
. We will use the term post-tonal in this book to refer to music that does not follow
the iraditional conventions of tonal harmony. This does not necessarily mean, however,
that the music being referred to is without a tonal center. The whole issue of tonality in
post-tonal music will be discussed more thoroughly in Chapter 5.

DIATONIC TONAL MUSIC

\most all of the music of the seventeenth and eighteenth centuries is essentially dia-
tonic-on all levels.! “Of course, diatonic tonal music does not lack accidentals or altered
tones; after all, a tonal piece of any length will almost certainly contain altered tones. But



4 The Twilight of the Tonal System

EXAMPLE |3 Liszt: Les Préludes (1854), mm. 3542 (simplified texture)
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the notes of a single diatonic scale are used, thus reproducing the pattern only approxi-
mately. A real sequence has the effect of quickly throwing the music out of one key and
into another, even if only for the duration of a few chords. Rea} sequences contribute a
good deal to the brief tonicizations that are typical of much chromatic harmony.

EXAMPLE 14 Wagner: Siegfried (1871), Act Il, Scene |, mm. 238-245
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EXAMPLE |-5 Liszt: “Blume und Duft” (“Flower and Fragrance”) (1862), mm. |-6

A real sequence begins Example 1-5 (mm. 1-4), using only dominant 7th chords
(the last one enharmonically spelled) from the keys of Db, Bb, E, and Db again. The root
movements involve two chromatic mediant relationships and one tritone. Notice that in
each case the dominant 7th chords share exactly two pitch classes. This is true only of
dominant 7th chords whose roots are separated by a minor 3rd or a tritone. Example 1-5
illustrates two more characteristics of chromatic harmony—suspended tonality and non-
functional chord successions. The first term is used to refer to passages that are ton-
ally ambiguous. The dominant 7th chords in Example 1-5 do little to establish any key,
because they are both unexpected and unresolved, and the Ab7-C-Ab progression that

The Twilight of the Tonal System 5

ends the excerpt is of little help. Presumably Liszt had the tonality of Ab in mind, sice

the piece ends similarly to mm. 5-6. Play through the example and see what you think. To
say that the chords in Example 1--5 form a nonfunctional chord succession does not imply
that it is useless, but rather that the chords do not “progress” in any of the ways commonly

found in diatonic tonal harmony.
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Nonfunctional chord successions are often the result of what we shall call voice-I
chords. Such chords are the result of goal-directed motion in the various voices
than an attempt to express some traditional harmonic progression. ( Voice-leading
such as the augmented-6th chord and the so-called omnibus progression’ also -
found on occasion in tonal harmony.) This goal-directed motion is usually st
often chromatic, sometimes in similar motion and sometimes not. The resulting
calities are usually tertian (triads and 7th chords). but the chords form nonfunc
successions or brief tonicizations. For instance, play through Example 1-6. The ¢
tial elements are a chromatic descent from B4 to F4 in the top voice and B2 to
the bass to make a convincing cadence.* The soprano and alto move in parallel
thirds until the last two beats, the alto stopping its descent on reaching the leading
which eventually resolves. The tenor enters on a C4 and moves in parallel motio
the upper voices for three beats, stops momentarily on Bb/A#3, and then moves to t
of the dominant chord before resolving to G3. The bass enters last, doubling the so
momentarily before moving into its cadential figure. On a higher level. the pr
sion in this excerpt is simply tonic~dominant—tonic. beginning with the incomplete
triad at the opening of the phrase. But on the surface, the chords created by the va
voices, beginning with beat 2 of the first measure, are as follows (the ¢°7 and the F
enharmonically spelled):

’

F-E-Eb—c"7-F7-B7(>5)-¢

Although there is a IV6-ii*7-V? progression in Bb here, it is doubtful that anyone w’

hear it that way. The only traditional harmonic progression in the excerpt is the
authentic cadence (with a lowered 5th in the dominant 7th creating a French 6th . -
ity). The music preceding the cadence makes use of voice-leading chords and cr
nonfunctional chord succession.

The voice-leading chords in Example 1-6 were created primarily by parail

similar motion. Three independent gestures combine to produce the voice-leading ch

EXAMPLE |-6  Grieg: “Gone,” Op. 71, No. 6 (1901), mm. 1=2 (From Edition Peters.)

Andante doloroso

e: (i) v,! i
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‘+-7. The first gesture is a chromatic ascent in the melody from Fid t(;) G5

octave above). The second element is an augmented triad in the inner

" g in the third measure of the excerpt). which moves, more slowly than tr}e

+ atically downward through a minor 3rd. The final element is the ostmgto in

ing back and forth from Bb2 to A2, finally settling on A. The nonfunct1.0n31

chords created by the combination of these three gestures are sometimes

times not: some of them are highly dissonant (mm. 3839, for example).

tonality is the result, even at the end, where the final sonority does little to con-
.med tonality of G.

~ “Gray Clouds” (“Nuages gris”) (1881), mm. 33—48 (© 1952 Schott & Co,, Ltd.
all rights Reserved. Used by permission of European American Music Distributors, LLC, sole U.S. and
. agent for Schott Musik International )
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ved dissonances, as in the Liszt example, are typical of some Jate nineteenth-

‘c. In many cases they come about through the juxtaposition of apparently

. musical ideas (melodies, sequences, and so on) with no attempt being nl{lde

dissonances into any traditional context, and they often contribute to a feeling
tonality.



8 The Twilight of the Tonal System

Augmented triads and diminished 7th chords are both examples of equal
sion of the octave. Real sequences frequently divide the octave into equal parts,
ally by transposing the pattern by a minor 3rd or a major 3rd. This is closely r
to the concept of the interval cycle, which is the transposition of a pitch class tw
more times by the exact same interval. We mentioned earlier that pitch clas,
sometimes represented by the numbers 0 through 11, with 0 usually represent’
The other numbers® are assigned chromatically upward, so that C4#/Db is represented
D by 2, and so on:

0=C 1=Cf 2=D 3=Di¢ 4=FE 5=F
6=Ff 7=G 8=Gf¢ 9=A 10=Af 11=8B

The chromatic scale can be created by an interval cycle that moves by ascending a
step, which we will calla C1 eycle: 0123456789 1011. An augmented triad r

from a C4 eycle, as in 04 8 or 1 59 and so forth, and a diminished 7th chord results
aC3cycle,asin0369or 14710, etc. All of these divide the octave into equal part

will learn about other interval cycles in the next chapter.

SUSPENDED TONALITY AND ATONALITY

Earlier in this chapter we used the term “suspended tonality™ to describe a passage
a momentarily unclear or ambiguous tonality. This term is appropriate only when a
the context of a tonal composition. It is not the same as atonality, a term that will a
frequently in this text, and which needs to be defined at this point.®

In a very general way, atonality means music without a tonal center. More . .
cally, it refers to the systematic avoidance of most of those musical materials and de

that traditionally have been used to define a tonal center. Those materials and dev’

would include, among others, the following:

Diatonic pitch material

Tertian harmonies

Dominant-tonic harmonic progressions

Dominant-tonic bass lines

Resolution of leading tones to tonics

Resolution of dissonant sonorities to more consonant ones
Pedal points.

Although chromaticism led historically to atonality, chromatic tonal music is not the
as atonal music. A more thorough study of atonality will have to be postponed until *
chapters, although the term will come up from time to time throughout this text.
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NOTES

" tonic” here simply refers to the notes in a given key. The notes and chords
" to C major are all drawn from the scale C-D-E-F-G~-A-B-C.

gory Proctor, “Technical Bases of Nineteenth-Century Chromatic Harmony:

Study in Chromaticism,” p. 131. (See the Bibliography at the end of the book

“complete citations.)

nibus progression is discussed in Robert Gauldin’s Harmonic Practice in
Music, pp. 599-602. and Stefan Kostka and Dorothy Payne’s Tonal Har-
ny with an Introduction to Twentieth-Century Music. pp. 477-480.
prefertouse Tand E (or tand e) for 10 and 11,

" e are various well-founded objections to this term. Nevertheless, it has by
attained a permanent place in our theoretical vocabulary, whereas pf)ssible
ovements, such as “pantonality,” have not. Also, though “atonal™ is used

¥ some writers only in reference to the preserial works of the second Viennese
school, it is used in this book in its broader meaning of “not tonal.”
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EXERCISES
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4. For each dominant 7th chord below, list the three dominant 7th chords fhat
two pitch classes with it.
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1. Berlioz: Requiem (1837), mm. 66-78. : = — | P o
—_—
This passage modulates from Bb major to G minor. be . e |
(a) Are the keys of Bb major and G minor in a chromatic mediant relation o - - e P = -~
. . . . . . . . . & R \____/
(b) Still another tonality is implied in mm. 71-74. What is it, and what 18 o 6—.\__,/

relationship between that key and G minor?
(¢) Explain the construction of mm. 66-68.
(d) Provide a Roman-numeral analysis in G minor of mm. 6870 and mm. 75~
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2. Grieg: “Summer’s Eve,” Op. 71, No. 2 (1901), mm. 9-19.
(a) L?bel the root and chord type of each of the numbered chords (e.g
“f8,” etc.). :
(b) List the tonalities implied by these chords.
(¢) Which of those tonalities is confirmed by a tonic triad?
(d) The 16th-note figures use pitches from what tonalities?
(e) What single tonality is the most important in this passage?

(f) How many pitch classes are shared by chords 9 and 11? Chords 12
Chords 15 and 167

(g) Do these shared pitch classes appear in the same register?
(h) Discuss the use of sequence in this passage.
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: “Der Tod, das ist die kiithle Nacht,” Op. 96, No.1 (1884), mm. 7-10.
" lyze the first and last chords in the key of C.

_ Label the roots and qualities of all of the others chords.

Assuming that second-inversion triads tend to be heard as tonic § chords. list
of the keys implied by dominant 7th chords or ¢ chords.
" tonalities other than C are weakly implied, at best. Explain in your own
words what is really going on in this passage.
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_er: Siegfried, Act |, Scene 1, mm. 193-200.

" . this passage as best you can in your own words, following the approaches
" in the previous exercises and in the chapter text. Incidentally, would there be
" Jeation for hearing the Bb in chord no. 7 as an A§?
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Part C: Composition

I. Continue this example, using chromatic mediants above the asterisks wnd
employing conventional voice leading.

2. Wagner: Siegfried. Act 1, Scene 2.

Use the first two measures of this accompaniment as the first part of a three-patt
real sequence, moving down a minor 2nd each time. Place an <m> between cach
pair of chords in a chromatic mediant relationship.
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only augmented triads in a four-voice texture, see if you can combine a
chromatically ascending soprano line with a circle-of-5th sequence in the bass.
Continue for several chords.

I Compose a passage similar to Example 1-7, using a chromatically descending
nelody with chromatically ascending half-diminished-7th chords as an accom-
paniment. The accompaniment chords should be in second inversion and should
ascend faster than the melody descends. Let the dissonances fall where they may.

3. Compose an example in four-part texture using a conventional harmonic progression
and employing mostly stepwise motion in all of the voices. Then elaborate with a
wenerous application of stepwise nonchord tones. especially chromatic passing tones,
neighbors, and suspensions. The added tones, in most cases, should not create sharp
dissonances (minor 2nds, major 7ths) with the chords tones or with each other. Be
sure to do this work at a piano! The excerpt below can serve as an example.
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FURTHER READING

he suggesied reading assignments are intended to help you obtain a broader exposure to

e subject of this chapter. The approach and terminology used in the texts will probably

differ from cach other as well as from this text. Complete bibliographical information is

Provided in the Bibliography at the end of this book.

MDWELL EDWARD, AND CARL SCHACHTER. Harmony and Voice Leading. See Chapter 31,
Cliromatic Voice-Leading Techniques, and Chapter 32, Chromaticism in Larger
Contexts.

BExwarp,

BRUCE, AND MARILYN SAKER. Music in Theory and Practice, Vol, 2. See
apter 12, Chromatic Mediants.
|\l BIKA. ST

Cl

N, AND DOROTHY PAYNE. Tonal Harmony with an Introduction to Twentieth-
#iury Music. See Chapter 27, Tonal Harmony in the Late Nineteenth Century.
SAMSON. JiM. Music in Transition. See Chapter 1, The Nineteenth-Century Background.

SIMMS, Bry AN R. Music of the Twentieth Century. See Chapter 1, Tonality in Transition.

SIEINKE. GriG AL, AND PAUL O. HARDER. Bridge 1o 20th-Century Music. See Chapter 4,
Expanded Tonality; Chapter 5. Ultrachromaticism I: Chapter 6, Ultrachromaticism 11;
#d Chapter 7, Denial of Harmonic Function.
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T\x/ of the scale contains no half steps, it is sometimes called the anhemitonic
seale. ‘

' —1  The Anhemitonic Pentatonic Scale

Scale Formations
in Post-Tonal Music =

- ps through any C5 cycle will generate an anhemitonic pentatonic scale. In
‘xample 21, the steps would be E-A-D-G-C or, in pitch-class numbers.
‘tch-class arithmetic may be easier for you to understand if you visualize it
- gram, substituting O for 12, as in Example 2-2. From that diagram you can
sle, that for a C5 cycle to move past 9, one has to move clockwise five steps

[ & ]

¢

?

=2 A Clock Diagram

INTRODUCTION

The music of the Baroque. Classical, and Romantic periods was based almost ex¢’
on the major and minor scales with which we are all familiar. Though these scales h
been discarded altogether, composers since the early twentieth century have also
of a large number of other scale formations. Not all of these scale formations are
fact, some of them had been used long before the tonal era and had since fal .
fashion. But new or old, these scales were all unfamiliar to audiences accustomed tt:

minor tonality, anq so they helped composers to distan'ce themselves from the olders ~ member of a pentatonic scale can serve as the tonal center: thus, five “modes.”
It is unusual in post-tonal music to find an entire piece that uses only a single scal are available.

the exception of chromatic and microtonal scales). Instead, one typically finds that on’ :

measures will use a particular scale, or the melody may conform to the scale while the of the Pentatonic Scale

paniment does not, or the music may include only a few notes that seem to imply the
The organization of this chapter is based on the number of notes in the ~ Fomal center is D onal center is £

18, five-note scales are discussed first, then six-note. and so on. (In counting the n& R — —5 - 4

notes, we do not include the octave, so the major scale, for instance, is a seven-note i e o — ——

Examples have been chosen to illustrate clearly the scales being discussed, but

should be aware that in much music it would be difficult to say with certainty w

formation is the basis of a given passage.

H
$
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‘course, the pentatonic scale can be transposed.

FIVE-NOTE SCALES ; . itions of the Pentatonic Scale

“Pentatonic” is a generic term for all five-note scales, but when one refers to &
tatonic scale, the scale in Example 2-1 is usually the one that is meant. Notice tn::—"_»ﬁ e
intervals between adjacent notes of the scale are all major 2nds and minor 3rds. ' 1

¢
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18 Scale Formations in Post-Tonal Music

The pentatonic scale is obviously a limited source of melodic pitch materi
is also limited in its tertian harmonies. The only tertian chords that could be co
from Example 2-1 are triads on C and A and a minor 7th chord on A. This n
the accompaniment to a pentatonic melody will probably be either nontertian or
tatonic or both. In Example 2-5 Bart6k harmonizes a pentatonic melody (top Ii
example) with major triads, using the melody note as the root of the triad in each ¢
accompaniment here uses no particular scale, although the tonality is certainly C
measures later, the same melody is harmonized again with major triads, but this ti
melody note is the Sth of its triad. The last melody note is changed to a D, resul.”
“half-cadence” on a G chord.

EXAMPLE 2-5 Bartdk: Bluebeard’s Castle (1911) (piano reduction), mm. 765-770 (© ¢

1921 in the USA by Boosey & Hawkes, Inc. Copyright Renewed. Reprinted by permission.)

Larghissimo (d= 68) poco allarg.
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Other versions of the pentatonic scale are possible—versions employing +.+ °
and major 3rds—but they occur less often in Western music. One example is the scal

times known as the Hirajoshi pentatonic—as in A-B—C—-E-F—which occurs in the ¢

section of George Rochberg’s Slow Fires of Autumn (1979) and in the second move:

Janice Giteck’s Om Shanti (1986); another, sometimes called the Kumoi pentatonic-

D-E-F-A-B, was used by Ralph Vaughan Williams for the opening theme of his C
for Bass Tuba (1954) and by Jonathan Kramer in his Moving Music (1976).

SIX-NOTE SCALES

The only six-note scale to see much use in post-tonal music is the whole-tone
constructed entirely from major 2nds (although one of them has to be notated as a
ished 3rd). In terms of pitch-class content, only two whole-tone scales are possi
other transposition or “mode” will simply duplicate the pitch-class content of ot
scales in Example 2-6. Whole-tone scales may be labeled according to a conventi
identifies the whole-tone scale that contains C (pitch class 0) as WT-0 and the . ™
contains C3/Db (pitch class 1) as WT-1. Enharmonic spelling of the scales is comn:
instance, WT-0 might be spelled as C-D-E-Gb—Ab-Bb-C.

Scale Formations in Post-Tonal Music 19

Tone Scales
WT-1
| e n
Py ¥ LH e
o Fo— 70 H 5 e a2 =

S Y

9

q»
g

scales can be generated by any C2 cycle.

- “le-tone scale is often associated with Impressionism, and especially with

t it is also found in the music of many other composers. Interestingly, it is
"-ed than the pentatonic scale, both melodically and harmonically. No triads
_mented ones are possible, and the only complete 7th chords available are

" 1 7th chord with the 5th lowered (the traditional French augmented-6th

-~ aised.

© 2-7 begins with three measures using WT-0 followed by two measures
- The tonality or tonalities of the passage would be open to some interpretation.

kas: Ariadne and Bluebeard (1906), Act llI
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20 Scale Formations in Post-Tonal Music Scale Formations in Post-Tonal Music 21
A more recent use of the whole-tone scale is seen in Example 2-8. Here th
tone scale (WT-0) is in the vocal duet, except for the A at the end of Toni’s
Notice that the pitch class G#/Ab is spelled one way in Hilda's part in m. 984 and
way in m. 986. The tonal center of this excerpt, if there is one. would be difficult
mine. The accompaniment will be discussed in more detail later in this chapter.

ted scale (also called the “hexatonic scale”), which has been used in
susic and jazz, consists of alternating half steps and minor 3rds (perhaps
wonically). Two related instances are seen in Example 2-9, in both of which
-ures are transposed down a minor 6 to create an augmented scale. Notice
- «class content of the tw¢  -ales is the same: 0-1-4-5-8-9.
EXAMPLE 2-8 Hans Werner Henze: Elegy for Young Lovers (1961), Act |, Scene |
mm. 984-986  (© by Schott Musik International, Maintz, 1961 © renewed, Al - Taaffe Zwilich: Piano Trio (1987), il (piano only)  (Reprinted with permission
Reserved Used by permission of European American Music Distributors, LLC, sole U.S,
Canadian agent for Schott Musik International.)
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The Locrian mode has rarely been used, probably because it lacks a consonant
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tonic triad and a perfect fifth between scale degrees | and 5.* An unusually ¢
the Locrian mode occurs in the opening of Shostakovich’s String Quartet No. 10,
(1964), second movement.

It is most efficient to learn the modes in relation to the major and natural-mi-

patterns. The following information should be memorized:

Major Modal Patterns

Lydian—same as major with raised 4.
Mixolydian—same as major with lowered 7.

Minor Modal Patterns

Aeolian—same as natural minor.

Dorian—same as natural minor with raised 6.

Phrygian—same as natural minor with lowered 2.
Locrian—same as natural minor with lowered 2 and lowered 3.

You will not always be able to identify the scale being used just by det .

the tonal center and looking at the key signature because not all composers us
key signatures. Instead, a composer might use the conventional major or ...
signature and add the accidentals necessary to produce the modal scale desired.

the case in Example 2-11, where we see a G minor key signature used fora G« . 7

EXAMPLE 2-11 Debussy: String Quartet, Op. 10 (18%93), |, mm. 1-3

Animé et trés décidé

"The caret over a number indicates scale degree.
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the leading-tone F} in the viola part. Such nonscale tones are as com-
music as they are in major/minor music, and we should not let them

- analysis.
~no key signature at all for Example 2-12, the opening theme of a movement
paniment to this Lydian tune consists only of A major triads in second

tok: Music for String Instruments, Percussion, and Celesta (1936), IV,
5-9 (melody only)  (© Copyright 1937 in the USA by Boosey & Hawkes, Inc. Copyright
Reprinted by permission.)

€ 213 the music drifts easily from D Aeolian (mm. 1—4) into D Dorian
ange in modal flavor such as we find here is a frequently encountered
this is not a modulation, because the tonal center is unchanged.

'y: Preludes, Book | (1910), “Footprints in the Snow” (“Des pas sur la
"}, mm, |7
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OTHER SEVEN-NOTE SCALES

Many other seven-note scales are possible, although none of them have been used as £
as the diatonic modes. Fourteen modes can be derived from the scales shown in Exam
All of them use major and minor 2nds exclusively, yet none of them is identic
of the diatonic modes. These two scale systems, along with our familiar diatoni-
system, exhaust the possibilities for seven-note scales using only major and minor

EXAMPLE 2-14 Two Seven-Note Scale Systems

]
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“Shepherd Boy,” Op. 54, No.| (1891), mm. |-8 (From Edition Peters.)

t<;b"3

You may expect to encounter these scale formations occasionally in
music. The scale in Example 2—144a (a mode of the melodic minor scale) was used
times by Bartok, and it has acquired the name Lydian-Mixolydian because of its ¢
tion of raised 4th and lowered 7th scale degrees. Debussy makes momentary use
scale on C in the first three measures of Example 2-15. Then the G and A are rep-
Abinm. 148, resulting in the WT-0 whole—tone scale.

EXAMPLE 215  Debussy: The foyous Isle (L'isle joyeuse) (1904), mm. 145-15|
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Some seven-note scales make use of one or more augmented 2nds. A
example is the harmonic minor scale. Example 2-16 would seem to be constructed
G Aeolian scale with a raised fourth scale degree.
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all of the possibilities would be impractical ! It is enough to be aware that a
“~age must be approached on its own terms, not with the assumption that only
are allowed.

€ pentatonic. is a generic term that has nevertheless come to refer to a spe-
nis scale, illustrated in Example 2-17. consists of alternating whole and half
and whole steps), so another name for this scale is the whole-step-half-step
+ mame for it is the diminished scale because it can be partitioned into
“th chords. In terms of pitch-class content, there are only three transposi-
fatonic scale—the three shown in Example 2—17—but they can begin with
_pora whole step, and they may be spelled enharmonically.

Octatonic Scale

- \ S !
OCT(1.D) OCT2.3)
J— )| ¥y H =N ]
-y ¥ T o+ -y 6] = i
- — | Fo sty 77 i : p.2 i3 ntid i
1 o L T e 1 Y L& MAOK § I Al i
o © oo

‘vention we label the three transpositions of the octatonic scale as shown
-2-17. For instance, if the scale contains the pitch classes 0 and 1. no matter
ur in the scale. we label it as OCT (0,1).
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The octatonic scale is a rich source of melodic and harmonic material. Jt
all of the intervals, from minor 2nd up to major 7th. All of the tertian triads exc .
augmented triad can be extracted from this scale, as can four of the five common 7
types (the major-7th chord cannot). If it has a weakness, it is its symmetrical cons
a characteristic it shares with the whole-tone scale, which can make establis}
tonal center more difficult,

Certain nineteenth-century Russian composers, notably Rimsky-Kors -
among the first to make use of the octatonic scale. An excerpt from a twentieth-
Russian work appears as Example 2-18. In this passage Scriabin uses QCT (0,1).
center here, if there is one, would seem to be Eb.

EXAMPLE 2-18  Alexander Scriabin: Prelude, Op. 74, No. 5 (1914), mm. 14-17  (Exce

et
!)V

the International Music Co. edition, New York, NY 1001 8)

i
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In Example 2-19 Messiaen is using OCT (1,2). The passage is headed t
cadence on F§, so these measures may be functioning as a kind of dominant on C§. -

While the use of whole-tone and modal scales declined as the twentieth
progressed, the opposite seems to have been true of the octatonic scale. The octatoi

has also found a home in contemporary jazz, where it is especially useful in impro-
over diminished 7th chords and altered dominants.
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Messiaen: Vingt regards sur 'enfant Jésus (1944), “Le baiser de I'enfant
- Jésus,” mm. 54-57

Pressez encore

X%
x4

in post-tonal music avail themselves of all or nearly all of the tones of the
In some cases it is only the harmony or only the melody that is chromatic,
s both are. In Example 2-20 Hindemith omits only the pitch class D in

- 18-note melody. Hindemith’s melody is obviously a tonal one, beginning
ending with a convincing melodic cadence on A. We could even “explain”

* in terms of diatonic scales—F major (notes 1-6), Gb major (notes 7-14),
es 14-18)—but such explanations of chromatic passages are not always
kto Example 2-8 and consider the accompaniment. The voices, you will
4 almost entirely to a whole-tone scale, but the accompaniment uses the
as its pitch source. All 12 notes of the chromatic scale are used in the first
of the accompaniment, and though there are some conventional sonorities



28 Scale Formations in Post-Tonal Music

(an A major triad in m. 984 and a Db major triad in m. 986), it makes no sense to g
discuss the accompaniment in terms of any scale other than the chromatic.

EXAMPLE 2-20  Paul Hindemith: Sonata for Trombone and Piano (1941), |, mm. -5
(trombone only) (© Schott & Co,, Ltd, London, 1942. © renewed All rights Reserved, -
by permission of European American Music Distributors LLC, sole U.S. and Canadian agent for
Musik International. )

.
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MICROTONAL SCALES

In modern usage, microtone means any interval smaller than a minor 2ud. Th
might assume that microtones are a very recent discovery, they actually were us
music of ancient Greece and were mathematically defined by the theorists of t
Nevertheless, microtones, like the diatonic modes, were rediscovered in the twe
tury by composers who used them in new and varied ways.” Though in most ~
microtones employed have been quarter-tones—that is, an interval half the size of
2nd—other microtonal intervals have been used as well.

A number of methods have been derived for specifying microtones in music
tion. In his Chamber Concerto (1925), Alban Berg notated quarter-tones by placin
(for *“Zwischenton™) on the stem. The “Z” means the performer must raise the t
musical line is ascending chromatically and lower it if it is descending. Julian C
his Dos Bosquejos for String Quartet (1926), used a slanted line after the noteh
cate a quarter-tone alteration up or down, whereas Bartok used ascending and de
arrows above the notes in his Violin Concerto No. 2 (1937).

Other methods have typically involved variants of the traditional system of *
tals. Gyorgy Ligeti used microtones of various sizes in his String Quartet No. 2 (1.
his system. an arrow is attached to a flat, sharp, or natural sign, pointing up or do

resulting intervals are no larger than quarter-tones and may be smaller. the prec

being determined partly by context and partly by the choice of the performer. K.
Penderecki in several works uses variants of the traditional sharp sign to indicate
quarter-tone and three quarter-tones higher, and variants of the flat for a quarter-.
three quarter-tones lower. Traditional accidentals are used for half-step intervals.

A method used by Witold Lutoslawski is seen in Example 2-21. In this
employs four special accidentals:

lower the note by a quarter-tone

i

lower the note by three quarter-tones
raise the note by a quarter-tone

R
1

raise the note by three quarter-tones

i
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two phrases in Example 2-21. Lutoslawski fills in the quarter-tone chro-
+ A4 and ES, cadencing first on C, then on Db. The midpoint, of course,
quarter-tone between these two pitches.

Id Lutoslawski: Livre pour orchestre (1968), mm. -4 (first half of violin |
{Copyright © 1969 Chester Music Limited for the World, excerpt Poland, Albania, Bulgaria, the
of former Czechodolvakia, Rumania, Hungary, the whole territory of the former USSR, Cuba, China,
" Vietaam, North Korean where the Copyright, 1969 is held by Polskie Wydawnictwo Muzyczne-PWM
Krakow, Poland. International Copyright Secured. All Rights Reserved. Reprinted by permission.)

smaller than a quarter-tone have been used on occasion. One example
mentioned above; another is Ben Johnston’s String Quartet No. 2 (1964),
with 53 tones to the octave. Harry Partch advocated microtones of vari-

‘ally a 43-tone scale using unequal intervals, and he designed instruments w

> In her Acrostic Wordplay (1991), Unsuk Chin leaves the details of the

to five of the ten instrumentalists, instructing them to tune anywhere between a

a quarter-tone sharp.

-.struments would seem to be the most suited of all traditional instruments
~ “crotones, pianos and organs the least. Nevertheless, microtonal works for
r pianos have been composed. Examples include Three Quarter-Tone Pieces
{1923-24) by Charles Ives, Henri Pousseur’s Prospection (1952) for three
sixth tones, and Johnston’s Sonata for Microtonal Piano (1965). The most
* -nt of all for microtones is the electronic medium, where the entire pitch
" precisely partitioned into intervals of any size or combination of sizes:

" ussion of electronic music will have to be postponed until a later chapter.

ES

hould not assume that everything there 1s to know about scales in post-

- has been discussed in this chapter. There are always other possibilities.

siaen, for example, was interested in what he called “modes of limited
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transposition.” These are scales of from six to ten notes that have fewer than -
positions without duplication of pitch-class content.” He identified seven su
including the whole-tone and octatonic scales, and used them in various com
(as in Example 2-19). This quality, known as “transpositional symmetry.” is d'

in more detail in Chapter 9.

Another possibility is the simultaneous use of more than one scale type.
already seen this in connection with Example 2-8, where a whole-tone vocal
provided with a chromatic accompaniment. In Example 2-22 an E Phrygian mel

over an E major ostinato.

EXAMPLE 2-22  Bartok: Mikrokosmos (1926-37), No. 148, “Six Dances in Bulgarian Rh
No. 1" mm. 4-8  [Copyright © 1940 by Hawkes & Son (London) Ld. Copyright Re .
correction edition © Copyright 1987 by Hawkes & Son (London) Lid. Reprinted by permission of

Hawkes, Inc.]
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NOTES

t Persichetti illustrates and names several on p. 44 of his Twentieth-
ry Harmony.
Yasser, in A Theorv of Evolving Tonality, attempted to show that a
- - scale would be the logical historical successor to the chromatic scale.
Partch, Genesis of a Music.
‘Messiaen, The Technique of My Musical Language, pp. 58-62.

+al dozen scales are named and defined by Robert Fink and Robert Ricci in

guage of Twentieth Century Music: see especially the list on p. 114,
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EXERCISES

Part A: Fundamentals

1. Taking the pattern C-D-E—~G~A--C as the model, notate pentatonic scales «
on the following notes: 4

G T B Eb

2. Notate whole-tone scales starting on the following notes, and label each one &

WT-0 or WT-1:
E ¢4 A F

3. Notate the following modal scales:

(a) DorianonF (e) Phrygian on A (i) Lydian on Db
(b) Mixolydian on E (f) Aeolian on Ab (j) Dorian on C
(¢) Lydian on Eb (g) Aeolianon G (k) Phrygian on B

(d) Mixolydian on D (h) Locrian on F# (1) Tonian on Bb

4. Notate the following octatonic (diminished) scales, and label each as OCT(0,1),
(a) One beginning F§-G (d) One combining a°7 with b°7
(b) One beginning Ab—Bb (e) One combining d§°7 with e°7
(c) One beginning D-Eb (f) One combining a§°7 with e§°7

5. Notate and label every major, minor, augmented, or diminished triad available §

the following scales:

(a) Pentatonic on A (d) Mixolydian on Ab
(b) Whole-tone on B (e) Octatonic beginning E-F
{c) Phrygian on C§ (f) Augmented beginning B-C

6. Of the scales listed in the Summary section:

(a) Which one(s) consist of two augmented triads?
(by Which one(s) contain no whole steps between adjacent notes?
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. Part B: Analysis
I Pucciniz Turandor (1926), Act 1. Rehearsal 42, mm. 1-7 (voice only).

The tonal center of this excerpt is Gb. Name the scale.
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2. Debussy: Six Antique Epigraphs (1914), I, mm. 4-7.

(4) Name the scale found in the melody.
(b) ,j{'he melody at the beginning of the excerpt suggests G as a tonal center. If it
18, the melody combined with its accompaniment uses what G scale?

(¢) The cadence at the end of the excerpt suggests C as a tonal center. In that case,
the melody combined with its accompaniment uses what C scale?
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3. Anton Webern: Symphony, Op. 21 (1928), I, mm. 1-14.

This s a “concert score”——all of the instruments sound as notated. What
being used?
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4. Alfredo Casella: Eleven Children’s Pieces (1920), “Siciliana,” mm. 1-19.

This excerpt suggests several scales, all with D as a tonal center. Be sure to con-
sider the accompaniment when answering the following questions:

(4) What scale is used in mm. 1-9 of this excerpt?
~ (b) Andin mm. 9-11?
; (¢) What scale is hinted at in m. 127
(d) And what scale is used in mm. 13-17?
(€) There are eight pitch classes in mm. 18~19. Do they form a diminished scale?
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atransitional cadence in mm. 7-8, a new scale is introduced in mm. 9-12.
/s ‘G is the tonal center (it could also be D), what is that scale?
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7. Debussy: Preludes, Book 1(1910), “Sails” (*Voiles™). mm. 38-44.

{a) Two scales are used in this excerpt. The first is in mm. 38—41. Wha{ .
(b) The second scale is found in mm. 42-44, Name it.
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Part C: Composition

1. Compose short melodies illustrating the pentatonic, whole-tone, octa. .

chromatic scales.

r

Compose short melodies illustrating the Dorian, Phrygian, Lydian, Mi.
and Aeolian modes. In each melody, try to emphasize the tonic note a8
those notes that are especially characteristic of that scale.

this example, using the G Mixolydian mode.
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ue this example, using the F Dorian mode.
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, an example that makes use of several different scales, using the Casella
- (Example 2-B-4, that is, the excerpt from Chapter 2 exercises, Part B,
ise 4; please make note of this format because it will be used throughout the

-as a model. Label each scale you use.

an example of two-voice counterpoint using the octatonic scale. Start
ow, rather simple tune, unaccompanied, and bring in the second voice
measure or two. Continue to a cadence on an octave, Compose for instru-

in your class, or be able to play it at the piano.

FURTHER READING

- Techniques of Twentieth Century Composition. See Chapter 3, Modal
wrces, the section titled “*Additional Scale Resources™ in Chapter 4,
-er 16, Microtones.

LL, JEREMY. Pentatonicism from the Eighteenth Century to Debussy.

N, AND DoroTHY PAYNE. Tonal Harmony with an Introduction to Twentieth-
usic. See the section titled “Scale Materials™ in Chapter 28.



