SCHENKERIAN ANALYSIS AND PERFORMANCE THS550 A
Dr. Peter J. Evans, instructor ~ (978) 235-6463 (cell)  pje723@gmail.com
PJE “office” hours, Tuesdays 2:00-3:00pm Room 202, Thursdays 2:30-3:30pm Room 202

About this course: This course will introduce and work with Schenkerian modes of tonal
analysis, starting with simple counterpoint and diminutions, then working with complete scores
via a layered approach that starts with a score and reveals a simple surface, foreground and
middleground. Course activities will also include composition, improvisation and performance
coaching in a style reflective of this methodology, which Heinrich Schenker used in his own
instrumental teaching. For success in this class, students must complete assignments in a timely
fashion, and come to class prepared to present and discuss material.

Assignments, general:
Wednesday—>Friday; shorter assignments, composition exercises, reading
Friday—>Wednesday; longer assignments, analysis, reading
with counterpoint and composition exercises, students will work
from the background forward
with analysis assignments, students will work
from the score backward
overlapping in the middle-ground
finding middle-ground

Schenker’s motto, for semester-long consideration:
“semper idem sed no eodem modo” / “Always the same but not in the same way”

Texts on Reserve at Bakalar Library:
Course text:
Felix Salzer Structural Hearing; Tonal Coherence in Music. MT 40 .S2 1962, vols.1 & 2
(copies of both volumes in one edition available from instructor for $22)
by Schenker:
Heinrich Schenker, Five Graphic Music Analyses
Heinrich Schenker, Free Composition. MT 40 .S29213 2001
Heinrich Schenker, Harmony. MT 40 .S2912 1973
Larry Laskowski, Heinrich Schenker, An Annotated Index to his Analyses of Musical
Works. ML 423.S33 L4

Semester Dates & Qutline
March 6: mid-term projects due in class
March 18 & 120 SPRING BREAK
April 24: in-class presentation and performance of student projects
May 1: Final projects due in PJE mailbox by NOON




A Counterpoint Portfolio is needed to demonstrate mastery of voice-leading skills, through all
five species both above and below choices of canti firmi given in Sazler Exs.16, 19, 30, 54, 60,
65a, 65b, 82, 83, 87, 90. Further Assignments will be assigned at the discretion of the instructor,
though Projects will aim to strike a balance between specific aspects of analysis and students’
creative compositional, improvisational and performance interests. Additionally each student
should meet (at least) twice per semester with Dr. Evans during his office hours for a
Schenkerian-Style Performance Mini-Lab.

Attendance Policy:

The first priority of a student is to attend all classes in a punctual manner. If you must
miss a class please consult with professor at least one class in advance. You are still responsible
for assignments due, and they should be given to instructor prior to your absence. Feeling
unwell, waking up late, being stuck in traffic, gigs, needing more time to practice, etc., are not
acceptable excuses for absence. Absences for medical reasons require a doctor’s note; absences
for family-related issues require consultation with the Dean of Academic Affairs.

Written assignments should be handed in when due. Late assignments will be subject to
grade deductions. Extremely late assignments are better than not handing in at all

The instructor will adjust the semester grade according to the number of classes missed.
For the 26 meetings this semester three absences are allowed without grade deductions. Each
absence beyond three will result in a semester-end grade lowered by a third of a letter-grade per
each absence. Prior consultation with professor can yield limited exceptions.

Absence on dates of presentations will result in a grade of ‘0’ (‘zero’) that cannot be
made up. The instructor reserves the right to un-enroll or fail students with multiple absences or
multiple consecutive absences.

Grading Rubric:
Attendance / Participation / Quizzes / Assignments 40%  Counterpoint Portfolio 15 %
Mid-term project 15% Final presentation, student choice 10% Final project, assigned 20%

The use of electronic communication devices is prohibited during class time. Students whose devices
interrupt class will receive grade deductions for that day’s work.

Students need to demonstrate mutual respect for others in class, despite differing levels of ability or
experience.

Regarding Academic Honesty (p.111-112 of the Conservatory Catalog):

Academic dishonesty, particularly plagiarism and cheating, may result in automatic failure on the work in question
and will be reviewed by the Conservatory Academic Council, which will make a recommendation for action to the
Dean of the Conservatory. Depending on the nature and severity of the infraction, the student will be placed on
Academic Probation or be recommended for Suspension or Dismissal.

Regarding Incompletes (p.85 of the Conservatory Catalog):

All coursework must be completed by the last day of the Examination Period of each semester. Students may
formally petition their instructor to receive a grade of Incomplete. This grade may be recorded only when a student
is unable to complete primary course requirements on time due to illness or other compelling circumstances. An
Incomplete may not be given primarily to allow a student to raise his or her grade to a passing grade for the course,
ensemble, or lessons in question. Incomplete work must be remedied by the end of the subsequent semester. An “F”
will be recorded for courses remaining incomplete after one semester or after petitioned extensions have expired.
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Part of chart showing 17 different ways of playing an Adagio. from J. B. Cartier's reprint (Paris, late 18th century) of

Tartini's L arte del arco’
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had fully grasped the art of composition and had suffici-
ent taste and talent to invent melodic lines more beauti-
ful than the composer’s. A late English translation of
Quantz (Easy and Fundamental Instructions, c1790)

says:

The Gruces and Embellishments Lo be treated of in this Place, are the
production of a momentary [nvention or Fancy of the Performer, and in
this respect are different [rom the common Graces Lhat are distinguish'd
by particular marks, such as Shakes and Beat etc.

Few, and perhaps no one that professes Music, content themseives
with those common Graces, but the greatest part discover an AfTection
for Embellishments of their own Invention. which, however commend-
able in iwself, yet 1 introduced by Persons entirely 1gnorant ol the
Pnnciples of Harmony are seldom proper, but rather apt to destroy the
[ntention and original Beauties of the composition, than to improve it;
such Performers would always do better to play the Notes simply as
they are written, and Lo prefer the Invention of the Composer to their

own,

=) =

Leopold Mozart warned similarly (Violinschule, p.27):

Many imagine themselves 1o have brought something wonderfully
beautiful into the wotld if they befrill the notes of an Adagio cuntabile
thoroughly, and make out of one note at least a dozen Such note-
murderers expose thereby their bad judgment to the light. and tremble
when they have to sustain a long note or play only a few notes singingly.
without inscrting their usual preposterous and lsughable fnppery

C. P. E. Bach’s remarks, in the preface to his Sechs
Sonaten mit verinderten Reprisen (1760), are quoted
above; see §2(v) and ex.13.

Although there were many complaints from these
masters that interpreters of their time went too far in
embellishing, they would all have been equally horrified
at the notion ol performers’ reproducing nearly bare
skeletons of music. 18th-century composers sometimes
left their work incomplete and sketched. Padre Martini
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In order for you to understand a motif fully and to realize its
potential for development, we will describe it by shape (contour)
the relative sizes of its pieces (rhythm), and its outstanding featun
(essential pitches).

rigure 15 sSnows iwo gxampies o1 1ICI0ULC UCVEIOPLIICIIL By LUlLL-
tour. The contour is a line which describes the spacial motion of
the motif. If it describes it adequately, then another motif may be
invented which uses the same contour. It is not limited to the same
pitches or rhythm, yet this new idea will give strong reminiscences

motif

e contour |¢\/I

rhythm n _ E E ﬁ _

r.\
essential a — —
pitches % L8] |
—

FIGURE 12

54

Em7 A7

motif

rhythm m _ E E ﬁ _

FIGURE 14 ;

Developing a formful melody through the use of essential pitches
is a little more challenging. The essential pitches of a melody are
the most important notes of that melody, the ones which might be
retained in the memory after only one hearing. The least impor-
tant and less memorable notes are weeded out by the ear and the

Em7 A7

motif

contour

(a)

(b)

FIGURE 13

melodic development through the use oL essential pIICOes. 1Lne
method for determining the success of this type of development is a
check to see, after playing the new idea, that the successive motifs
appear to have the same essential pitches as the original one.

Em7 AT

motif

tial i il

pitches

4
ol

Em7 A7 Dm7

(2)

Dm7

(o)

FIGURE 15

The object, in the case of development by transposition, contour,
rhythm, or essential pitches, is the same: to establish melodic form
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ELUCIDATIONS!'

ERLAUTERUNGEN {203-5}

TRANSLATED BY
[AN BENT

The musical sononty as it exists in Nature is a triad:

g

Fig 1 5=

-

Because of the inherently narrow compass of the human voice, art = a human
activity — can avail itself only of the shortened form of the sonority of Nature,
which when sounded successively defines tonal space:

Fig.2. )
B + 3 ¢’ :

The Urlinie measures our the tonal spaces within the sonor.ry, and thereby

articulates the sonority for the first time, bringing it to consciousness.

P T T N A

! Excerpted (rom ‘Fraer Satr’; of. Kontrapunki |, Erlautcrungiausgabe of Op 1015 Tonwille 1-7.

(These ‘Elucidations’ were first published n Tonwille 8/g (September 1924), PP-49—51. and
reissucd in Toawille 10 (October 1924}, pp-40-3. and, with minor orthographical changes, in
Meuterunerk 1 [1925) and 0 (1920},

In the numbers of Temwille that include the “Eluaidavon’, ‘Frewer Sats’ n adenndied a1 the third
volume of Kenirapurks, but in M k1 ot 4 sdenuafied a1 the third pan of Schenker s theoren-
cal series Newe mustkaliche Theatien und Phastatien (of which Harmonielehre wis the first, Keontta-
punki = in rwe velume - the second]. By the nime of Mearerwrrk 1 (1950), 11t pame had been
changed to ‘Det frae Sau”

The *Elucdationt” do niet sarvive intacs in the final version of Der frere Satz, largely because of
the smpact of the roneept of Unatz. which had avertaken the term Urlinie i scape and wgrifi-
cance during the law ten years of Schenker's life; but vestiges of it maternl can suill be seen wadely
dispersed there (with the greatest concentration in =11

The Urlime is the first passing-note progression. As such it constitutes the first
melody, and at the same time provides the diatonic coment | Dratonie].

There are no other tonal spaces than those of 1-3, 3§, 5=8. There 11 no other
origin for passing-note progressions, or for melody, The first passing-note pro-
gression comprised by the Urlinie generates dissonance {second, fourth, seventh)
Dissonance is transformed into a consonance because only consonance, with s
tonal spaces (as shown above), unlike dissonance, can promote new passing-note
progressions and freshly burgeoning melodies. This comes about through pro-
longations in ecver-renewing layers of voice-leading, through diminution,
through motive, through melody in the narrower sense; but all of these hark
back to the initial tonal space, and to the initial passing-note progressions com-
prised by the Utlinie. As the outcome of all these transformations and unfold-
ings, there emerge the harmonic scale-steps [Stufen]:

Forl) frivst) )
- 80 .
L)

Wy
3

a)

'[é? H —_— =
) vl “'N‘; Tern)
Caur 11— Cawrn P D V) 1 Awﬂiw—L—v Amalt: N— (DO —Y
30 Gl .
iy [’*‘3 ¢ oder: L’” 4

f‘{nn PR
€ dur: IV. v eV mofpg—v e —Y (DR -V

{204} Despite the notes being sounded successively, the arpeggiation of a
chord remains a harmonic phenomenon:

Elucidations
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Passing-note progression, by contrast, is a melodic phenomenon. It for ever
generates dissonance, even though it can also be articulated in consonant form by
means of transformation. The same is true of the neighbour note, which derives
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Meighbour-note motion on the third and its derivatives:
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Other types of unfoldings, for cxample conversion of a chromatic step into 3 dia-
tonic progression (Fig. 83), or transformation of a verucal situation into 2 hori-
zontal one (Fig. 8b):

Urwyl  Lifme

Wisk  wwal  fiine  awdd  Hine
SL Stimmal
P

e A o] stimme) 513 Wimmel
[z weant ')h-ll'f ey

Only genius is imbued with a sense of tonal space. It is its innate awareness, just
a5 the concepts of physical space (as extension of the human body) and time (as
growth and development of the body) arc inbom, innate in every human as part

of the sense of their own body.
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abwirts (abw.)

Achtel

As ‘

aufwirts (aufw.)

Ausfaltung (Ausf.)

Auswicklung

B

Brechung (Brech., Brch., Brechg.)
5-Brechung
Sextbrechung
3-Brechung

C—dur

Dehnung

Dezimensatz

Durchfithrung

Durchgang (Dg.)

Es—dur

F—dur

Fis

Ges

grossere Werte
H

Hintergrund

Hoherlegung

Koppelung (Kopp.)
Mittelgrund (Mtg., Mittelgrd.)

Nebennote (Nbn.)

Nebennotenharmonie (Nbhm.,
Nbnhm.)

Oberdezime
Reprise
Schicht
Sept

Stufe

Takt (T)
Teiler (TL.)

descending
eighth note

A-flat

ascending

unfolding of intervals (horizontalization)
gradual unfolding of an interval
B-flat

arpeggiation (of a chord or interval)
arpeggiation of a fifth

arpeggiation of a sixth
arpeggiation of a third

C major

extension

motion in tenths

development section

passing tone, or passing motion
E-flat major

F major

F-sharp

G-flat

larger note values

B-natural

background, or remote level of musical structure

transfer of register an octave (or several octaves)
higher

coupling (this implies transfer of register)

middleground, or intermediate level of musical
structure

neighboring tone

neighboring harmony (or chord)

tenth above the bass

recapitulation

structural level

seventh

a harmony of functional significance
measure, bar

divider, or dividing V. Schenker applies this term
to V-chords having various functions. It is consist-
ently used to identify the dominant that precedes
an “interruption”” (Uinterbrechung) indicated in the
graph by ||. Often, however, it indicates V-chords
which prolong an underlying tonic. Thus Schenker
uses the term “Teiler” for V-chords on various
structural levels.

23



2-teilig

4-teilig
Ubergreifstechnik, Ubergreifzug
(Obergf.)

Untergreifzug

Ursatz

Urlinie Tafel (Ul Tafel)

usw.

vergleiche (vgl)
Vergrosserung (Vergross.)
Viertel

Vorbereitung

Vordergrund (Vdg., Vordergrd.)

wie

zu

Zug (Z8')
Terzzug, 3-Zug

innen 3-Zug

Quartzug, 4-Zug
Quintzug, 5-Zug
Sextzug, 6-Zug -
Octavzug, 8-Zug

FELIX SALZER
in two parts (sections)
in four parts (sections)

Technique of shifting tones (often from an inner
voice) above the upper voice

linear progression rising from a lower voice

fundamental structure, a progression presenting the
ultimate structure of a tonal composition. It is the
perfect realization of “tonality” expressed through
the horizontalization, essentially in two voices, of
the tonic. The upper voice ( Urlinie), the fundamen-
tal melodic structure, is a linear progression with
intervening passing tones; the bass represents the
arpeggiated chord, or interval, without passing tones.

comprehensive foreground graph. It should be noted
that in the last example Schenker drops this term
and instead uses simply “Vordergrund” (fore-
ground). As used in the original German edition
the term obviously denotes the entire analysis in
graphic notation, including background, middle-
ground and foreground.

etc.

compare
augmentation
guarter note
preparation

foreground, or immediate level of musical structure

as

linear progression

linear progression through a third

iru-r\er or subordinate progression through a third
linear progression through a fourth

linear progression through a fifth

linear progression through a sixth

ear progression through an octave
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