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Melody characteristics

A quick outline for melodic analysis and period structure

Shape: range; high and/or low points; intervallic organization (conjunct, disjunct, balanced)
contour (ascending, descending, arch, inverted arch, axial)

Tonality: triadic outlining; tendency tones; cadences (espec. HC, IAC, PAC)

Formal “units”: motive, subphrase, phrase, period, section, complete piece
smallest ¢« ¢« « & « & = — — — — largest

Phrase relationships (phrase form): see below

Sequence; step progression

Melodic developmental techniques (examples: change of mode, intervallic expansion, inversion,
retrograde, diminution, augmentation, rhythmic/metric variation, surface embellishment)

Methods of extension: internal extension; cadential extension
Truncation; phrase elision (overlap)

Phrase relationships

most similar <« <> — most different
repetition similarity contrast
aa aa ab

Period structure

What’s a period? It’s a group of 2 - 4 phrases in which the initial cadence(s) is less conclusive
than the final one. In Theory I, melodic cadences were the only issue. Theory Il adds harmony
and harmonic cadences to the equation.

In other words: melodic and harmonic openness and eventual closure.

Two phrase periods (open, closed):
Parallel period (phrase form =a a’)
Contrasting period (phrase form = a b)
Additional terms: antecedent and consequent phrases

Three phrase periods (open, open, closed):
with an antecedent pair (a a’ b)
with a consequent pair (abb’)
totally contrasting (a b ¢)

Four phrase period—the double period (open, open, open, closed):
most common: parallel double period (aba’ b’)
many other possibilities (e.g. aba’ ¢ or aa’ bc or whatever)

Phrase group: two or more phrases which belong together but do not form a period. The reason
they don’t form a period: they don’t fulfill the “period requirement” of openness and eventual
closure. Cadential structure (if 2 phrases) might be PAC PAC or even PAC HC.
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In his book Form in Tonal Music, Douglass Green writes: “Analysis is the separation of a whole into
its parts and the exploration of the relationship of these parts to the whole and to each other.” This
excellent definition encapsulates much of what we will do this semester — identify the parts (and their
musical charactenistics), then compare and contrast the parts and try to discover how the parts create the

whole.

General ideas about form and analysis

An important distinction needs to become a part of your analytical process: the distinction between
tonal structure and formal design.

* Analyzing tonal structure refers to identifying the various tonal centers of a piece, considering
how and why one tonal center moves to another, deciding which tonal centers are the most
structurally sahient, and so forth.

* Analyzing formal design, most simply put, is “identifying the parts,” as discussed in the first
paragraph above. Of course, one then moves on to compare and contrast the parts and try to
discover how the parts create the whole.

* Ulumately, it is the unique combination of tonal structure and formal design which creates each

individual work of (tonal) music.
A quick review

In theory Il you leamed about binary form — a small “part-form” with two parts, each of which
sometimes is repeated. The tonal structure of continuous binary form involves a modulation — part |
frequently moves from tonic to dominant (or, if in minor mode, tonic to relative major); part I then
modulates back to the tonic key. This type of formal design does not have a lot of contrast — the two
parts are usually pretty similar. In fact, rounded binary form includes a return of the opening material
in the tonic key somewhere toward the end of part I1.

Theory 1V added ternary form — a small “part-form” which has three parts, most typically shown as
AB A or ABA’. These three sections are usually pretty self-contained, and the middle section often
contains elements of contrast. Recall that you discussed “plain old” A B A’ temary (sometimes called
simple ternary) as well as compound or composite ternary form. The latter most typically has A, B,
and A’ sections which themselves are in binary form.

If the information above appears to be Swahili to you, some serious review is in order.

More about formal design

In a very general sense, form is about processes of repetition, contrast, or variation. Repetition and
contrast form two ends of a continuum, while variation falls somewhere in the middle — it contains
elements of both repetition and contrast or change. At a very basic level, these three ideas really govern all

that form is about.
«—— repetition———— variation————— contrast ——>

In addition, one also must consider expectation (which is either met or thwarted), closure and
nonclosure, and methods of development or expansion. The results of efforts by composers to
balance and combine all of the above have resulted in various types of formal design. The labels for these
various types of design, shown on p. 2, should be thought of as convenient generalizations for description
and discussion, but you must remember that these are nof musical “recipes.” Thanks to Dr. Richard
Hoffman for the following taxonomy of design.




2
Here are some basic types of formal design:
binary (two parts) variation (theme, var. 1, var. 2, var. 3, . . )
ternary (three parts; A B A’) rondo (ABACAorABA CAB A or other designs)
through composed (ABCD . . .) sonata design (exposition, development, recapitulation)
strophic (Aa Ab Ac Ad ) plus other more specialized formal designs
Here’s a different take on the same basic ideas. There are four (or more) basic types of form:
1. Strophic form, which may be shown as Aa Ab Ac Ad . .. Much vocal music is in strophic form,

in which the same music recurs with different lyrics (different strophes of text — hence the name
“strophic form.”) Think of “The Star Spangled Banner,” hymns, some Schubert songs, and so on.
Modified strophic is a form which is essentially strophic but subtle changes may occur in the
recurring strophes.

2. Additive or through composed form, which may be shown as ABCDE ... Thisis
essentially the opposite of strophic form, falling onto the extreme contrast end of the continuum.
This type of form is comparatively rare in common-practice music, though some through
composed works are additive in nature (an example: Schubert’s song Erlkénig.)

3. Forms which include statement, departure, and return of material. This provides a mixture
of unity and variety, or, repetition and contrast. Ternary form provides one example; rondo is
another. To some degree, sonata design synthesizes the ideas of statement, departure,
developmental contrast, and retum.

4. Forms which are more processive in nature. Most people say that fugues are not so much a
form as a compositional (and contrapuntal) process. One might term it “statement then continuous
development.” The same is sometimes said about variation forms — that they are more about

process than form, per sé.

All of the different musical parameters — melody, texture, harmony, tonality, rhythm and meter, and so
- on — contribute to the creation of form in a work. In fact, theorists often refer to or separate out “tonal
structure,” “thematic form,” “textural form,” and so forth.

Tt

A plug for thinking about hierarchy

Hierarchy basically is different levels of significance and their interrelationships. Consider the
following chord progression: 1 V% I Vf;’ I 1v IS’ V 1. You’ve already learned that the underlying
structure of this simple progression is tonic - subdominant - dominant - tonic. The other chords are
hierarchically inferior to the underlying structure, serving as “neighbor,” “passing,” and “cadential g”
chords. One could easily project this idea of hierarchy of tonal structure onto the overall tonal (key)
structure of an entire movement or piece.

Another example: hierarchy of formal design. When you are describing the formal design of a
ternary piece, the letters A B A’ form the highest or deepest hierarchical level. When you then say that the
A section is made up of a parallel double period with the phrase form aba’ b’, you are now moving down
into a lower or more “shallow” hierarchical level.

So: you need to retrain yourself. Theory I - IV was about learning chord grammar and the simple
part forms (binary and ternary), among other things. It is now time to “pull back on the microscope” and
consider the big picture first. One can then spiral ever downward into the lower hierarchical levels.
In fact, part of becoming a good analyst is knowing which “Jocal details” are the most significant.

\o?
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