A JOURNAL OF THE SOCIETY FOR MUSIC THEORY

MTO 28.1 Examples: Martin, Tonal Ebb, Sunken Il Chords

(Note: audio, video, and other interactive examples are only available online)
https://mtosmt.org/issues/mto.22.28.1/mto0.22.28.1.martin.html

Example 1. Johann Sebastian Bach, Prelude in C Major from Das Wolhtemperierte Clavier, Book I,
mm. 1-4

Example 2. Ludwig van Beethoven, Piano Sonata in E Major, op. 14, no. 1, mvt. II, mm. 17-20. V goes to
IT'in m. 19, contrary to the usual T-PD-D-T paradigm
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Example 3. Bass line schemas for three situations where II may follow V
The contexts for these schemas correspond to the three different possible hierarchical
relationships between the structural levels (i) of Il and V. V is subordinate to (<), equal to (=), or
superordinate to (>) Il at a, b, and ¢, respectively

II follows a back-velating V

II-—V undergoes bifurcation V prolonged by appavent 11
(where 11, >V, ) (where IL, =V, ,) i.e., an upper fifth divider
(where IT,, <V, )
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Example 4. Wolfgang Amadeus Mozart, Piano Sonata No. 17 in D Major K. 576, mvt. I, mm. 1-8
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Example 5. Robert Schumann, “Der Nussbaum,” no. 2 from Myrthen op. 25, mm. 28-35.
Bifurcation of I1°6556 — V7 in mm. 32-35
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Example 6. Frédéric Chopin, Prelude in E Minor, op. 28, no. 4, mm. 1-12. Cadential dominant
decorated by neighbor “I11°4334” chords in mm. 10-12
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Example 7. Leaping passing tone and upper fifth divider. Reproduction of Examples 90 and 91
in Jonas, 1982
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Example 8. Analysis of J. S. Bach, Prelude in C Minor, BWV 999 showing fifth divider
Example 2 in Cadwallader and Gagné (2016, 110), based on Schenker (2005 [1923-24], 3—-4)
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Example 10. Graphs of “Traumerei,” mm. 21-24
At level d), the asterisk (*) indicates the appearance of a sunken II chord
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Example 11. The concept of unfolding illustrated with two napkins as a visual aid
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Example 12. Origami sink fold applied to water bomb base




Example 13. Dominant sink fold yielding 81I at c)
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Example 14. Top: Schenker’s deceptive cadence prototype from Der freie Satz (reproduction of
Fig. 71, Ex. 1). At b), the rising succession V—VI is “led back by means of interpolated fifths into
the direction of the descending fifth V—I" (70). Bottom: Fux-ian feigned closes (inganno) quoted
in Harmony, (reproduction of Example 108 with added annotations). The second feigned close is

suggestive of a dominant sink fold.
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Example 15. Cross-domain mapping

Conceptual
Metaphor

Origami Musical Structure

More concrete, More abstract,

tangible, and

intangible, and

=)

grounded in tactile grounded in auditory

experience experience

Source Domain Target Domain

Example 16. CONTAINER schema
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Example 17. “Der Nussbaum” text and translation
Translation copyright © by Emily Ezust, from the LiederNet Archive

German English Translation

Es grimnet ein Nubaum vor dem Haus, A walnut tree blossoms in front of the house,

Dutftig,
Luftig
Breitet er blittrig die Aeste aus.

Viel liebliche Bliithen stehen d’ran;
Linde
Winde

Kommen, sie herzlich zu umfahn.

Es fliistern je zwei zu zwel gepaart,
Neigend,

Beugend

Zierlich zum Kusse die Hiuptchen zart.

fragrantly
and airily
spreading out its leaty branches.

Many lovely blossoms does it bear;
gentle

winds

come to caress them.

They whisper, paired two by two,
gracefully

inclining

their tender heads to kiss.

Sie flitstern von einem Migdlein, das
Dichte

die Nichte,

und Tagelang, wiisste, ach! selber nicht was.

They whisper of a maiden

who thinks

day and night long

of... but alas! she does not herself know!

Sie fliistern—wer mag versteh’n so gar

Leise

Weis'!—

Fliistern von Briut’gam und niichstem Jahr.

Das Migdlein horchet, es rauscht im Baum;
Sehnend,

Wihnend

Sinkr es lichelnd in Schlaf und Traum.

They whisper—who can understand
such a soft
song/—

they whisper of a bridegroom and of the coming year.

The maiden listens, the tree rustles;
yearning,

hoping,

she sinks smiling into sleep and dream.




Example 18. Score to Schumann, “Der Nussbaum,” no. 3 from Myrthen op. 25

\N® 3. Prelude A1

Allegretto.
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Example 19. Formal outline for Schumann, “Der Nussbaum,” no. 3 from Myrthen op. 25

Section: Prelude A A2 As B Aa Coda
Measures: 1-2 3-12 13-22 23-30 31-42 43-56 57-66
Key Area(s): G GC—D G—D G—D a—GV |G G
Stanza: 1 2 3 4 5 6

Poetic Tree; Blossoms Flower- Maiden Bridegroom  Dreams
Content: branches heads

Example 20. Schumann, “Der Nussbaum” no. 3 from Myrthen op. 25. Clarification of mi/3”3 as

accented passing tone in mm. 1-2, mm. 3-7, and similar passages
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Example 21. Foreground graph of the A sections
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Example 23. A generative approach to the B section
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Example 24. Moment-to-moment graph of the B section
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Example 25. “Ich hab’ in mich gesogen” text and translation
Translation copyright © by Emily Ezust, from the LiederNet Archive

German English Translation

Ich hab’ in mich gesogen

Den Friihling treu und lieb,
Daf er, der Welt entflogen,
Hier in der Brust mir blieb.

Hier sind die blauen Liifte,
Hier sind die griinen Aun,

Die Blumen hier, die Diifte,
Der blithnde Rosenzaun.

Und hier am Busen lehnet
Mit siifem Liebesach,

Die Liebste, die sich sehnet
Den Friihlingswonnen nach.

Sie lehnt sich an, zu lauschen,
Und hort in stiller Lust
Die Friihlingsstrome rauschen
In ihres Dichters Brust.

Da quellen auf die Lieder
Und stromen tber sie

Den vollen Frithling nieder,
Den mir der Gott verlieh.

Und wie sie, davon trunken,
Umblicket rings im Raum,

I have drunk in

the Spring true and dear,

so that, having fled the earth,

it will remain here in my breast.

Here are the blue skies,

here are the green meadows,
the flowers here, the breezes,
the blooming rose fence.

And here on my bosom leans
with a sweet love sigh,

my sweetheart, who longs
for the bliss of spring,.

She leans on me to listen

and hears with quiet joy

the murmuring of spring streams
in her poet’s breast.

There spring forth songs

and they stream over her,

full of the spring

that God has conferred on me.

And as she, intoxicated by it all,
gazes around in space,

Blitht auch von ihren Funken
Die Welt, ein Frithlingstraum.

the world blooms also from her sparks:
a dream of Spring,.

Example 26. Poetic progression in Riickert, “Ich hab” in mich gesogen”

Within Spring (fled) Spring (in bloom)
Al T A’ + Coda
. B
Without Poet » Beloved



Example 27. Score to Schumann, “Ich hab’ in mich gesogen,” no. 7 from Liebesfriihling op. 37
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Example 28. Formal outline for Schumann, “Ich hab” in mich gesogen,” no. 5
from Liebesfriihling op. 37

Prelude A B A’ Coda
Measures: 1-4 5-8 9-10 13-16 17-20 21-24 25-29
(=11-12)
Cadence: F: PAC F: PAC C: PAC g: PAC F: HC F: PAC F: PAC
Stanza: 1 2 3 4 5 6

Example 29. Schumann, “Ich hab” in mich gesogen,” textural map

Reality B
traditional Lied texture Poet »Beloved
(voice doubled by r.h.) A IX
Fantasy
parlante melodico texture Spring (fled) Spring (in bloom)

(voice beneath r.h.)



Example 30. Schumann, “Ich hab” in mich gesogen,” middleground graph of A section
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Example 31. “Ich hab” in mich gesogen,” expansion of first branch into B section
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Example 33. “Berg’ und Burgen schau’n herunter” text and translation
Translation copyright © by Emily Ezust, from the LiederNet Archive

Text English Translation

Berg und Burgen schaun herunter
in den spiegelhellen Rhein,

und mein Schiffchen segelt munter,
rings umglanzt von Sonnenschein.

Ruhig seh’ ich zu dem Spiele
goldner Wellen, kraus bewegt;
still erwachen die Gefiihle,

die ich tief im Busen hegt’.

Freundlich griissend und verheifsend
lockt hinab des Stromes Pracht;

doch ich kenn’ ihn, oben gleifiend,
birgt sein Innres Tod und Nacht.

Oben Lust, im Busen Tiicken,
Strom, du bist der Liebsten Bild!
Die kann auch so freundlich nicken,
lachelt auch so fromm und mild.

Mountains and castles gaze down
into the mirror-bright Rhine,

and my little boat sails merrily,
the sunshine glistening around it.

Calmly I watch the play

of golden, ruffled waves surging;
silently feelings awaken in me
that I have kept deep in my heart.

With friendly greetings and promises,
the river’s splendor beckons;

but I know it—gleaming above

it conceals within itself Death and Night.

Above, pleasure; at heart, malice;

O river, you are the very image of my beloved!
She can nod with just as much friendliness,
also smiling so devotedly and gently.



Example 34. “Berg und Burgen” triple central image
The river, protagonist, and beloved each partake in a CONTAINER schema. indicates that
which lies without; , within. Boundaries appear ; the arrows
connote concealment. The words highlighted in are paired with &Il in Schumann’s
strophic setting.

River
External, Objective

* Mountains, castles, and (51)

» Golden waves at play (52) a5

» Friendly greetings and promises (5z) ; . (S3)

=
Protagonist Beloved
Internal, Subjective Internal, Projection
* Merry sailing (51) e Pleasure (S41) o Malice (S41)
o Calm; silenl (5z) e Feelings awaken (5z2) ¢ kriendly nod, * |[Implied hurtful
s Impulse to drown smiling - action] (S1:-4)
(Se34) %

himself (53)
e [Trauma from

beloved] (54)

Example 35. “Berg und Burgen” stanzaic pairings and chiastic structure

River

Protagonist

Feelings (S2)

Sunshine (51)

Death & Night (Ss3)

Beloved

Smile (54)




Example 36. Schumann, “Berg’ und Burgen” score
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Example 37. Foreground graph of Part 1
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Example 38. This sketch outlines a textbook approach to “Berg’ und Burgen.”

A
Part 1 Part 2
1 10 11... 17 18-20 21 22 23 24
A A A
3 2 1
s 4 (o | N*
(AT 2 e e he  » ~
/N 7 ] ] -t - =, 7
vV P — - - ] - - = .
'y il L& = = = = o J 4
mgd. 10 5 6
;jﬁ ﬂ o
\ = . L4 p' p r -
¥ DN =
A: T—— (V) 6 II A% T |
div.
V7 I




Example 39. Expansion of V in Part 2
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Example 40. Expansion of JII within V in Part 2; complete foreground graph of Part 2

L AI_4 J

Part 1 Part 2
1-10 1 12... 16 17 18 19 20 21 22 23 24
A A A
3 2 1
5 6 a4 3 5
@ .. P h
//——_;—“ 2 Ay
Ok — b
) D— L T ——— s
(ﬂ'\  — 1 “o ' - ] o . N 1, " e S o [}
.j/ et e - = - P [ ><f . o & - o L .
fed A 6%-prg. (E-G¥)
g * Y
-t : — L E——
}-.H+,'r (#) n‘ - pe - \,
T = i R T {7 S ey~
( | S f e
) R A -
(=b: III I V7 1 aux.ead.)
~— _
a1
A: 1 II7 Vi J s—2% 1
3 5 4— 3
A,
Part 1 Part 2
1-10 11 12 13 14 15 16 17 18 19 20 21 22 23 24
A A A
3 2 1
5 6l 4 3 3
b s
) - — ———'—'______‘——--—-——_hj =i 4 i;
9 tJF m I — S S jo - T J - 1
‘(b -+ - G: -- 4 Ve - :::: : = : // \\;’ :..: ; 2 - : ZZ
_f},’d. . " — | &-pre (B G7) SN .
191-‘4{; (¥} S = - — -'\" - { _" —
7 =~ = | Ze ‘ — EERTTETS b e — ..”.‘-,7'3 | ]
: 1 ' |
(=b: I1I s vs I aux. cad.)
I
411
A: 1 I g ; —3 1




Example 41. Expected cadence in A major conceals actual cadence in B minor
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Example 42. Hypothetical re-composition of mm. 13-20 leading to A: PAC in m. 20
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