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Harmonic mation may he created hy shifting from one cycle
to another. This 21lows comnlete freedom of root movement,
maving the whole twelve-tone comnass of intervallic root nro-
gres=ion available. Any chorl of the progression may he con-
sidered as tonic of any scnle. In music that has no scale or
modalityv, there may be any sequence of chords and keys. Per-
fect fifths shouldl he avolded as they tend to form a definlte
modality., Major or minor seconds and thirds are used more
often, establishing no definite key.

The freedom of ront movenemt that comen about when chords
mnve indevendently of a scale relationshin moy »nroiuce »ro-
srecsions that are aimless and have 1little meaning, This may
he overcome by civing each voice a definite purnose or by the
use of a di~tonic melody line which brings the chromaticism
into clear focus,

"At any noint, chordal materinl may he chosen hy consider-
ine a nrominent note in Lhe obrongest voice 28 the root, third
or fifth of a major or minor trisd, Any note had three major
and three minor vosasibilities. Tven an unadorned scale line

nroduces notantial chordal vavietyg"1

An underlying vwode or
scale may come about in music of chromatically shiftine chords,

hut neither is a determining factor in the nrogression.

1Vincent Persichetti, Twentieth Century Harmony
(New York: W.W. Norton ~n? Company, 1961), p. 72.
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Another use of the triad 1is movement ofthe root and fifth
of the chords in parallel fifths in fundamental position.

This 1s made effective and interesting only by 2 great amount
of contrary motion in the other voices. Use of the inverted
chord at regular intervals will relieve the confining naral-
lelism.

Triads contailning augmented or diminished intervals can
be awlkward° Augmented or diminished thirds that may result
from use of a synthetic scale sound as fourths or seconds.
These chords are usually altered to one of the four basic
chords (major, minor, augmented, or diminished). Augmented
triads should bhe handléd carefully so as not to sound like
the music of many movies or television programs that has
1little depth. Unacceonted situations are the besgt nlaces for
such chqrds. |

Major and minor triads can be clouded by the addition of
a diatonic second or fourth. These chords may vprogress tradi-
tionally or non-traditionally. Mixed with other fairly con-
sonant forms, these clouded triads are often used in choral
writing and are very easily sung. The sound is moiern, yet
handeled without difficulty.

When the aided second or fourth is nlaced in an upper
ocative, an incomplete seventh or ninth 1§ heard and the chord-

loses strength. The chord remains strong when the second lies
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below the ront, but an inverted ninth with the seventh omitted
is heard. Adding the fourth below the root decieves the ear
into hearing two roots and gives one the feeling of hearing an
incomplete volychord.

Ma jor and minor chords lose thelir root feeling if many
tones foriegn to the basic scale are added. If the added
notes are not separated from the triads, 2 cluster may result.
Small clusters are easily handeled by contrapuntal means and
may even he used in choral writing. Both small and 1-rge
clusters are often used for percussive purposes. "Clusters
of any size may be employed as melodic doubling in a contra-
puntal style."2

Triads may be clouded by including both major and minor
thirds of bhoth third intervals contained in 2 triad, separated
by one or more octaves.

"In general, triads with various added tones are mixed
together with other forms to avoid monotony. When they are
employed, the style is usuzslly guite consonant in terms of
the twentieth century."

Formerly treated as dissonances which were prepared and
resolved, the seventh and ninths are now freed from restric-

tions, progressing with or without reference to harmonic

G. Welton Marquis, Twentieth Century Music Idioms
(Englewnod Cliffs, New Jersey: Prentice-Hall Inc., 1964)
pe 237,

:%bid., Pe. 239




rules. They fit very well in mildly dissonant passages.

It 1s possible to construct seven different seventh
chords on'a root, using major and minor thirds. Seventh
chords with augmented or diminished thirds are misspellings
of other chords. It is mathmetically possible to build six-
teen different ninth chords with major and minor thirds, but,
actually, only twelve different chords are nossible. The
ninth chord 1s analyzed as two triads, the root of the top
triad being‘the fifth of the bottom one. This causes the
ninth chord to have polychordal implications.

Variety is achieved in doubling and inversion. Seventh
and ninth chords may v»nrogress in as many different ways as
traditional triads do., They function well within the cycle
of fifths. thirds, or seconds. Dominant sevenths move well
in the augmented fourth relationshin also. A feeling of
progression may be created by moving voices through the var-
ious forms of seventh and ninth chords formed on the same
root.,

When the color gradations of the twelve ninth chord
formations is put in order from darkest to brightgst, a com-
poser may achileve a passage with textural control of the var-
inus choris. Ninth chords, handled well, add freshnecss to a
harmonic progression.

Ninth chords provide quite 2 bit of color. Omission of

the fifth adds richness to the chord, while omission of the



third or seventh gives the chord less color. When the root
or fifth is doubled, the chord gains solidarity; doubling
the third or seventh zives density of color, while doubling
the ninth increases tension. The fourth inversion of the
ninth is very useful in rouzh passages because of its hard
texture,

Increasing the harmonic weight of the ninth mskes it
less ﬁobile. but this problem is solved when the chord 1is
touched hy 2 volce moving from a triad or a seventh chord.

When ninth chords are included in vnassages containing
nontertian harmonies the ninth should be constructed so that
2t least one interval regsembles that of the nontesrtian chords.

Eleventh and thirteenth chorids are very larse and un-
wieldy, but useful. The eleventh is a combinatlion of two
triads a major or minor third anart, and the thirteenth is a
combination of three triads that have two notes in common.

The thirteenth will not invert; it will only form =2nother
eleventh or thirteenth chord.

Melodic ornamentation of sev-nths, trisads, or nedsl tones
aften create eleventh and thirteenth sounds. These chords are
broken and analyzed as those structures with the fewest notes.

There are two sharvly dissonant intervals present in
eleventh and thirteenth chords. If one is omitted, the chord

concerned 1s more easily worked with. The chords should be



arranged so as to produce a maximum amount of resonance, but
if a chord is soread out too much, two senarate triadiec units
may result. A »nolychord will form. If the interval of a
fourth predom inates in the arrangement, the chord will sound
gquartal.

Polychords and other compound chord structures work quite
well in phrases where they are built around eleventh and thir-
teenth chords. The reason for this is that much of the inter-
vallic make un of the eleventh and thirteenth is the same as
that of certain =scale vatterns. This allows them to function
as six or scven note tonic formations. The melody of the
ophrase 1is derived from thz scale imnlied by the eleventh or
thirteenth chord beinz used. Seventh and ninth chords also
work well with elevenths and thirteenths in a phrase.

When thirds are added on the thirteenth chord without
repetition of a chord tone, a fifteenth or scecventzenth chord
results. When larger chords than the seventeenth are built,
there may be some duplication of tones. The size of the chord
is determined by finding the distance between the root and
the hicghest note. These chords are made easier to work with
when two or three immer volces are left out. Sevaration of

the chord into triadic units shou 1d be avoided to nrevent

formation of a polychord.









Polychords

When two or more conventional chords from differing har-
monic areas are combined to function as one chord, a voly-
chord in formed, These chords can be used in any type of
composition,

The chord sections whiéh make up a »olychord are known
as chordal units. These units nmust be carefully spaced to
assure nolytonal clarity. Any rearfanging of the tones in-
volved will cloud or destroy the polyharmonic effect.

Resonance 1in ail polyzhords is determined by spacing.
Where two or three chordal units are gathered tozether, there
will be resonance that is determined by the position of the
bottom chord and the ability of its tones to vroduce over-
tones. Overtones that result from a fundanental tone can
nroduce volyharmony. A polychord built on the second inver-
sion of the bottom chord is the most resonant. This is be-
cause the perfect fourﬁh created by the six-four chord is
closer intervallically to the perfect fifth of the overtone
seri=s than is the major third of the triad in close nostion,

When the fundamental bottom triad 1is spread apart, it
is mnossible to huild =2 sonorous Structufe; usuing any posi-
tion of the upwer triad. The nosition of the upper triad,

hovwever, depends on the outesr voice relationships. The
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resonance of the up»er triad depends on how near it is nplaced
to the overtones of the third and fifth of the bottom triad.
Small intervals should be placed in the top triad and wide
intervals should be pnlaced in the bottom triad,

Spacing of the volychord determines the density. When
the chord units are placed far apart, the tonal vibration is
at its greatest point, Using contrastiang instrumsnts for
each unit in orchestration of the polychord will make each
unit very clear and will bring out the contrast caused by the
polyechord. Doubling consonant intervals gives the chord
strength. "A tone common to both units helvs to blend the
componant parts.”

An effective relationship of the bottom and top voices
is very important. The consonance or disaonance of the outer
volces affect the whole structure.

Close spacing »f polychords and monochrome scoring cause
cloudiness, but thisg is very useful in varyinz tension. The
The closer the dissonances are placed tb each other, the
greater the amount of tension becomes. In this situation
care must be taken to clzarly define the szparate chordal
units by constrasting instrumentation or they will run to-

zether and polyharmony will c=ase.

L
‘Persichetti, op. cit., p. 139.
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Polychords constructed from three or aore triadle units
are used very bhriefly in climactic =~nctions or fast but quiet

se

Q

tions. Their units should bhe kent senarate for clarity.
This makes them Aifficult to handle, =and, even_if clarity 1is
maintained, an evynerienced ear may henr the volychords as
traditional chords with one root,

Polychords =aade un of saventh chords are useful ia chordal
srouns that strangthen a sinzle line. They =2re 21so used 23
sforzando chordn. When the units in this tyvne polych»rd have
3 not or notes in common, 2 homoseneous souad 1s crceated.

Chords other than tertian sonoritiss can be combined with
trisds to form a different a1 useful tyve of polychord., In
such combinationsg the triad should be nlace? on the bottom o
allow freedom of movement. When trisds are nlaced on toop,
they form a darker, less resonant chord which may have occa-

aional use,
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