
 

MTO 32.1 Examples: David Carson Berry, When Music Theory Forgets Its History  

(Note: audio, video, and other interactive examples are only available online) 

  https://www.mtosmt.org/issues/mto.26.32.1/mto.26.32.1.berry.html 

 

 

 

 

Example 1. Typical illustration of escape tone 

 

 

 

  

https://www.mtosmt.org/issues/mto.26.32.1/mto.26.32.1.berry.html


Example 2. Results of survey of twenty-three English-language textbooks (1886–1946) that use 

“changing tone” in a manner consistent with an escape tone 

 



 

 

 

Example 3. Results of survey of twenty English-language textbooks (1889–1955) that use “free,” 

“irregular,” or “indirect anticipation” 

 



 

 

 

Example 4. Piston’s illustration of an échappée embellishing a suspension (1933, 33) 

 

 

 

 

Example 5. Smith and Krone’s illustration of an échappée as an “interrupted neighboring tone” 

(1934, 182, n.1). NB: labels “e” and “b” refer to changing and neighboring tones (respectively), as 

keyed to explanatory list 

 

 

 

 

 



Example 6. Results of survey of thirty English-language textbooks 1930s–1960s that use “escape 

tone” or “échappée” 

 



Example 7. Results of survey of fifteen recent English-language textbooks that refer to “escape 

tones”: Nomenclature 

 

 

 

 

  



Example 8. Example 8. Results of survey of fifteen recent English-language textbooks that refer 

to “escape tones”: Definitions 

 

 

 

 

  



Example 9. Nota cambiata figure 

 

 

 

 

Example 10. Escape tone and appoggiatura figures 

 

 

 

 

  



Example 11. Escape tone and dissonance resolution 

 

 

 

 

Example 12. Functional (not performative) equivalence of escape tone and grace-note 

arpeggiation 

 



Example 13. Escape tone in inverse contour 

 

 

 

 

Example 14. Escape tones as arpeggiation prefixes: up step, down third. Chord membership 

identified as: R (root), 3 (third), 5 (fifth), etc. 7→ indicates anticipatory 7th (of following chord). 

NB: Roman numerals are not intended to suggest any particular inversion. 

 

 

 

 



Example 15. Escape tones as arpeggiation prefixes: down step, up third. Chord membership 

identified as: R (root), 3 (third), 5 (fifth), etc. NB: Roman numerals are not intended to suggest 

any particular inversion. 

 

 

 

 

Example 16. Escape tones as arpeggiation prefixes: up step; down fourth, fifth, or sixth. 7→ 

indicates anticipatory 7th (of following chord). NB: Roman numerals are not intended to suggest 

any particular inversion. 

 

 

 

 



Example 17. Escape tones as arpeggiation prefixes: down step; up fourth, fifth, or sixth. 7→ 

indicates anticipatory 7th (of following chord). NB: Roman numerals are not intended to suggest 

any particular inversion. 

 

 

 

 

Example 18. Escape tones as bilinear leaps: up then down contour. NB: Roman numerals are not 

intended to suggest any particular inversion 

 

 

 

 

 

 

 



Example 19. Escape tones as bilinear leaps: down then up contour. NB: Roman numerals are not 

intended to suggest any particular inversion 

 

 

 

 

Example 20. Implied resolution of escape tone, octave displaced from literal appearance 

 

 

 

 

  



Example 21. Seventh as arpeggiation prefix, not recurrent in goal chord 

 

 

 

 

Example 22. Ninth as arpeggiation prefix (cf. Ex. 14k), with 9–(8) neighboring implication 

 

 

 

 

  



Example 23. Leaps from dissonant escape tones to dissonant appoggiaturas 

(a) upper voice with implied passing motion 

 

(b) upper voice with implied common tone 

 

(c) upper voice with implied neighboring motion 

 

 

 

 

 

  



Example 24. Escape tones without a change in harmony 

 

 

 

 

Example 25. Mozart, Die Zauberflöte (The Magic Flute), K. 620: Act I, “Dies Bildnis ist bezaubernd 

schön” 

 

 

 

  



Example 26. Interpretations of embellished descending line 

 

 

 

 

Example 27. Mozart, Piano Sonata in C Major, K. 309: I 

 

 

 

 

  



Example 28. Substitution of  for  

 

 

 

Example 29. Preferred interpretation of Ex. 28a 

 

 

 

 



Example 30. Common cadential paradigm at deep middleground level 

 

 

 

 

Example 31. Handel, Minuet in G Minor, HWV 434: IV, mm. 13–14 

 
 


