TONALITY IN THE FIRST BOOK
OF DEBUSSY’S PRELUDES

JENNTFIER CAROL STERN
DURBAN 1978

Submilted in partisl fulfillment of the reguirements
for the dexres of Master of ¥Yusic (Performence),

in the DHorartment of Music, niversity of Matsl.



PREFACE
TNTRODUCTTON

CHAPTER - T

CHAPTER 11

CHAPTER TIIT

TABLE OF CONTEHT:S

TONALITY
A} A Broad Definition of Tonality
B) Melodic Tonality

C) Harmonic Tonality

SCALES, MODES AND CHORDS ¢ Their
Relationship to Melody and Harmony in
the Yreludes of Debussy.

A) Introduction

B) Scales

C) Modes

D) Chords

E) Scales, Modes and Chords : A summary

of their overall effect on Debussy's
melody and harmony.

ANALYSES : The Main Tonics of ®ach Prelude
and How They Are Emphasized,

A) Dahseuses de Delphes
PreluiébeQ»I,

B) Voiles
Prelude No. II.

C) Le Veht dads le plaine
Prelude No. III;

D) Les sons et les. parfums tournent dans
1l'air du soir

Prelude Wp., IV.

-

i\

N

22

25

no
oy

27

29

32



CHAFTER IV

H)

-

TH
Re

A)
B)

c)

Les collines d'Anacapri
Prelude No. V.

Des pas sur la neige
Prelude Wo. VI.

Ce gu'a vu le veht d'Ouest
Prelude No. VII.

la fil}ebaux cheveux de lin
Prelude No, VIII.

lLa sérénade interrompue
Prelude No. IX

lLa athédrale engloutie
Prelude 1\Iq. Xv.

La Danse de Puck
‘Prelude No. XI

Minétrels |

Prelude No. XTI

B TITLES : Their Tnspiration and
nlation to Their Respective Tonics.

Danseuses de Delphes

Prelude Vo, T

Voiles
Frelude No. I1.
Le Vent dens la plaine

Prelude Mo, TIT

35

40

44

117

49

51

o4

58

61

65

66

67

D) Les sons et les parfums tournent dans

1tair du soir

Prelude Jio. IV.

68



CHAFTER -V

BIBLIOGRATHY

E) Les collines d'Anacapri
Prelude No. V.

F) Des pas sﬁr la neige
Prelude No. VI.

G) Ce qu'a vu le Venf d'Ouest
Prelﬁde No,'VIIs'

H) la fille aux che§euk dé 1in
Prelﬁde No. VIII. |

I) Ia Sérénad¢ interrompue.

~ Prelude No. IX.

'J) La cathédrale engloutie

" Prelude No. X.

K) lLa Danse de Puck

Prelude No. XI.

v 1) Winstrels

Prelude No. XIT.

SUMT}‘ARY AND CONCLUSTIONS

69

70

1
72:
73

T4

75

75

77

a2



PREFACE

This paper attempts to explore the extent to which Rudolph
Reti's concepts of melodic and harmonic tonality are useful in
describing Debussy's Preludes. It is hoped that this work will
provide a basis for the examination and comparison of various other
musical compositicns, representative of different styles, in terms
of tonality.

I should like to thank Dr. Reverly Parker, my supervisor,
for the assistance ghe has given me during the preparation of this
paper. I also express appreciation and thanks to Mrs Heather Gale,
my typist, while to my family and {riends, thank you for your

patience and encouragement.

The content of this thesis, except when specifically indicated

in the text, is my own original work.



INTRODUCTION

The twenty-four Freludeé of Debussy are published in two
books of twelve preludes each., Three years exist between the
publication of the first and second book, with the former appearing
in 1910. These compogsitions, while endearing themselves to both
pianist and listener, also occupy an important place in musical
history and, like the Preludeé of cChopin, Rachmeninoff and Scriabin,
are short, indevendent works.,

The musicologist Rudolph Reti maintains that there are two
types of tonality in music, One is bagsed on harmony; this he refers
to as harmonic tonzlity. It is the familiar tonszlity of classical
mugic., The other tvpe ig manifest'through,ﬁelody onlys this he refers
to as melodic tonality,

The DIéS%ht writer accepts that there are two tynes of
tonality and these are elucidated in chapter I. Having establighed
both types, analyses of Debussy's use of specific scales, modes,
chords, and parallel successions of chords, show how he was able to
establish a new cnncept of tonality. This new concept is seen in
relation to Debussy's Freludes in Rook T And an snalysis of the main
tonics in each of these works is esrmential to the understanding of this
concent.

Debussy warns us against taking any literary suggestion oo
serionely, however, a relatlionship between the establishment of the
tonics and the inspiration behind esch title can he shown, and this

relationship is the {iral consideration in this vaper.

fudolph Reti, Tonality, Atonality, Pantonality (Londons
Barrie and Rockliff, 1048}, pp. 7 - 18,




CHAPTER I

TONALITY

A) A Proad Definition of Tonality

Tonality in the broadest sense of the word means loyalty to
a tonic., One tone or pitch sounds central to the overall feeling of
a passage, and musical functions are experienced in relation to this
central point. A striking phenomenon of music is the»fact that
throughout its evolution a great many pieces give preferehce to one
tone (the tonic), which forms the tonal center to which all other tones
are reiated. Although nearly all music has some kind of tonical focus
the means of achieving tonality have varied considerably throughout
history. One can formulate two tynes of tonality which Reti refers to

as melodic and hsrmonic tonality.

B) Melodic Tonality

Example 1, cited by Reti, is according to him, representative
of melodic tonality. An analysis of this example will best explain

melodic tonality.

! Rudolpoh Reti, Tonality, Atonality, Pantonality (London:
Barrie and Rocklif'f, 19%8), pp. 7 - 18.




Example 1 : Jewish chant (according to Idelsohn).
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A striking feature of Example 1 is the prominence of the note E
which represents a central melodic point, a "tonic", with the whole
melody being understood mainly through its relationship to this basic
note. It should be observed that one can interfupt(the musical line
at any point and still bripg it to a ressonable close on E. Numerous
returns are made to tonic E. It is also frequently repeated. The
melody has no harmonic accoﬁpaniment. It actually resists classical
harmonization. A change of certain notes, phrase lengths and rhythms
would be necessary in ordex t; harmonize this melody in the familiar
clagsgical way. Thg'melodic shape is held togefher by one note which
acts as a central point aﬁd is,binding to the composition as a whole,
The formation of this central point is horizontal rather than vertical
as in classical tonality.

Melodic tonality is traceable far back in the history of
music. Modern scholars such as Idelsohn provide information on Jewish
music together with examples of some of the earliest Biblical chants
believed to have been ectablished in the 5th Century B.C. Many examples

have survived in synagogues to the present day and use melodic tonality.



A number of different melodic formulae were relie& on for the
main types of Jewish chant. These vary depending on which book of the
Rible is being chanted. Tach book has a particular mode usually based

on a tetrachord scale (egs.y D = G, G - C), with its own tonic., TFxample

2 shows the same text sung using thres different modes each with its own
tonic. These modes are the Pentateuchal mode on tonic G, the Penitentisl
mode on tonic D, and the Prophetal mode on tonic E.

Bxample 2 ¢ Jewish (hant.

\__ — 1
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Wa-ye-hi a- ha\ ha de ba nm ha-¢l - leh

a-havha-de-ba-rim ha-el-leh

== =i

a-ye - hl a- hav ha-de-ba-nm ha-el-leh

There is a strong resemblance between Jewish chant and certain
melodies of Gresorisn chant., The latter also consists of a single-line

melody and useg a free rhythm like Jewish chant. There ig no specific

time~signature for these chants, while the number of beats in each har
also varies. Specific modes are used for Gregorian chant and each mode
has two tones of special importances the finalis or final, which is
usually the last rote in the melody, and the reciting tone or cofinalis,
which is the second most imvortant note., The melodic shape of both chants
ig held together by a specific note which binds the whole. On interrup-
ting the musical line at any one voint, a ressonable close can still be

made on the tonic in both cases,

o8] Uarmonic Tonality

Reti Tefers to clascical tonality as havmonic tonality

becavse it is roobted in harmony and suvecific harmonic progressions.



According to Willi Apel this type of tonality became firmly established
only after 1650 when the relative importance of chords tuilt on the
different degrees of the scale were zble to be determined in relation
to a key center or tonic. 1 Major and minor scales gradually replaced
the old church modes and harmonic teonslity developed. The primary
triads (chords_l,_l{, and E), built on the "tonal" degrees of the

diatonic scale form the basis of classical barmonic tonality, and s

gravitational tendency towards the tonic is always important. This

o
jox
f¢/]

particular tonal organization was already implicit in much music of
Rensissance, esnecially that written in the latter half of the 16th
Century. There was a graduzal develovment in musgical composition to
include the writing of four voices. The emergence of cadences with
four voices was thuerefore made possible ar] these cadences became common
practice. Thic is an important feature of harmonic tonality,

The formation of the central point or tonic is different in
harmonic tonality to melodic tonality : there is no longer a single
melodic line in bharmonic tonality, and melody 2nd hermony are inter-
related in the closest possible way with the harmony supporting, shaening
and determining the melodic curve. rs a result of this close inter-
relationship, melodies are rhyvthmically and melodically far less free
than examnles of melodic tonality., Meter is generally constant
throushout a vicee with ['svw tempo changes in a movement, and the number
of beats in =ach har is the zame. W¥elodically intervals are relatively

fixed ip order to fit in with the yoguiar phrases which sre set of f by

willi amel, Narvard Dictionary of Music (Cambridge,
Maga.: Harverd Universitv vress, L9707, p. A71.




fairly predictable cadences. In harmonic tonality, tonics can be
formed horizontally and vertically. ®=xample 3 demonstrates this point

in the familiar perfect cadence.

Example 3 : Perfect Cadence.
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The note B shows a strong tendency to want to move to C horizontally,
while root G implies the dominart chord and vertically this chord has

a strong tendency to want to move to the tonic chord. T=xample 4

illustrates harmonic tonality :

Example 4 : Wolfgang amsdeus Mozart, Sonats K.V, 576, bars 1 - 8, 1

Compared with mxample 1, the shove example shows less rhythmic and
.melodic freedom; The overall meter is g and the number of beats in
each bar remains constant, TFour~bar phrases govern the melody with an
imperfect and verfect cadence in bars 4 and 8 resvectively. The melody

is not held together by s single note as closely as can be seen in

1 Wolfgang Amadens Mozart, Sonata K.V. 576 (Miinchen-
Duisburs: G, Henle Verlags, Urtext, n.d.j. -



melodic tonality. ™The construction of specific phrase lengths and the
importance of cadénces alter this. An interruption of the melodic
line at any point, followed by immediate resolution on the tonic,

would disrupt the length and svmmetry of phrases. Tn Example 4 the two
notes mearked ¥, desire resolutién to tonic D, while tonic resolution in
other places would destiroy the sense of line and beauty of the phrase,
The shape of the melodic line depends mainly on the vertical formation

of tonics in the specific chord progressions.



CHAPTER 17

SOCLES, MODES AND CAulDs ¢ Thelir Relstimmenin

to Melody and Harmony in the Preludes of Debussy ,

A) Introduction

Debussy did away with the harmonic limitations of the
preceding period and yet retasined the spirit of tonality. He was
able to do this by no longer relying on the diastonic scale with its
customary classical progressions emphasizing cadence points. A
discussion of the scales and modes that replaced the old major and
minor scales is necessary, because together, these are basically
responsible for the structural organization behind both melody and
harmony. Through the use of specific scales and mcdes, and s desire to
change the function of chords, Debussy was able to establish a new
concept of tonality. Analyses of examples of scales, modes and chords
taken from the Preludes in Book I, will help to form a basis for

understanding the tonality of Debussy.

RB) Scales

1) The Whole-Tone Scale

Example 5 : Two Wxisting Versions of the wWhcle-Tone Scale.
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The whole-tone scale originated in the music of the Far

Bast. At the Taris Exposition of 1889 (held to celebrate the centenary



of the French Revolution) Debugsy heard musicians from the Far Bast,

Java, Beli, and Indo-China. He was fascinated by the music of the

native orchestra, the gamelan, which revealed & new world of sounds.

‘It was here that he heard the whole-tone'scale. Harmonicaliy and

melodically this scale is limited owing to the presence of only one

kind of interval. The feeling of tonal center is completely dispelled‘
owing to the equal distance between all the notes. Traéitional harmony
depends ultimétely on gravitation toﬁards points defined by the semi-
tones in the‘diatonic écale. Gravitation is no lbhger presént; Debussy
uges the whole-tone scale in varicus ways in the Preiudes ]

’(i) - A whole prelude can be written in the whole—toﬁe scale,
"Voiles", uses the whole-tone scale’to a greater degree than any
other prelude. With the exception of six bars marked "en-
animant" which are pentatonic, and the chromatic figure in bar_
31, the prelude is built completely on the whole-tone gcale.

b(ii) Fragments of a prelude may use the whole-tone soale.

This scale and the pentatonic scale are often combined. In
Example 6, the semi@uavers use both forms of the wh§le~tone
scale., This scale is combined with the pentatonic scale in

bar 26.



Example 6 : "Le Vent dans la plaine", bars 22 - 27,l
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(iii) ©pouble third passuges frequently occur using the whole-tone
scale as seen in the opening of "Voiles"

(iv) In passages using the whole-tone scale, the movement of voices
tends to be horizontally determined rather than vertically
determined. There is no rmal harmonization of melecdies; a form
of counterpoint exists., The two combined melodies in Example 7,
are independent of ezch other, with their horizontal movement

being important.

Clande Debussy, Préludes for pianc, Book I  (Paris:
Durand, 1910). 4ll excernls of the preludes are taken from this edition.
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Example 7 : "Voiles', bars 22 - 24,
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2) The Pentatonic Scale

Example 8 : The Pentatonic Scale.

A 7Y
-

> pe

The pentatonic scale is one of the oldest scales and occurs
in music of nearly all ancient cultures including China, Polynesia,
Africa, parts of Burope, as well as that of the Ccelts, Scots and
American Indians. 1 A considerable number of Gregorian melodies are
pentatonic. Like the whole-tone scale, and unlike the major and minor
scales, the pentatonic scale includes no semitones. Although on its own
it has no basic tonic, melodic landmarks are established because not all
the intervals are equidistant. The following example is writtén in the.

pentatonic scale

1 willi Apel, Barvard Dictionary of Music (Cambridge,
Mass.: Harvard University Press, 1970), p. 653.




12

Example 9. 3  "Voiles", bars 42 - 47,
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In the above example, E flat becomes a melodic "tonic" over the B flat
pedal through syncopated accentuation : B _g}_g_t_ falle on the second
gquaver in each bar of four quavers. It is stressed in the firgt two
ascending runs by an accent. The lowest note in all three runs is g flat.
In bar 45, E flat is the longest note in each group of parallel octaves.
This passage combines harmonic and melodic tonality beecause é.lthcugh E

flat is melodically stressed, B flat is heard as the traditional

dominant of E flat.

¢) Modes

Example 10 : The Six Main Nodes.

The Dorian Mode

T~
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The Phrygian Mode
. TN —~—~
A 16 step ) , 14 step
B w—p,—F
} { ¥ 1 —
1 2 3 4 5 6 1 8
The Lydian Mode
| . 3 atep 1 step
7 T } 4
I e e 3
The Mixolydiin Mode
A . . I¢ step Y step
} ] e Z ‘{"" T : I ' |
R =
1 2 3 4 5 6 1 8
The Aeolian Mode
TN —
A ¢ step 1¢ step
— T 1 } 1N
ﬁ I 7 1‘r + I + — -
ST 9 ¢ 2 ’
1 2 3 4 5 6 7 8
The Ionian Mode
/’\
) Y step » . Lgstep
; I t T — t —

13

' The origin of Debussy's modal structures is found in the

medieval modes and even earlier exsmples. Each mode has
peculiar characteristics that contrast it with the major
scales. The semitones are placed in different positions
one to determine which mode is being used. In Debussy's
is generally rhythmically stressed while all other notes
it,
be prominent having a dominant function.

to which mode is being used is in listening.

its own

and minor
which enables
music, one note

revolve around

This note has a tonic function and a second important note may also
Often one's only real clue as

The use of modes gives

unity to small sections of the preludes and like the whole-tone and
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pentatonic scales, provide a new bésis on which to build melodies.
Examples of four of the six main modes are taken from different
sections of the preludes and analyzed in terms of how they affect
Debussy's tonality.

Example 11 ¢ "La Danse de Puck", bars 1 - 6,

Capricieux et léger (d.133) -

The Dorian mode with tonic F and dominant C is introduced. There is

- regular rhythmic alternation of F and C on beat one in each bar. The
F - C pattern provides an harmonic axis suggesting harmonic tonality.
On examining a Bach fugue which is "pure melody", most people would
say its tonality is harmonic because it is based on tonic and dominant
relationships, and sometimes includes the subdominant. The dgly
difference between the thgme of a Bach fugue and the theme in the above
example is that the implied dominant in bar 2 here, is not a major
chord as it belongs to the Dorian mode on tonic F. The impliedr

chord is now minor.
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Example 12 : "la Cathédrale engloutie', bars 1 - 6,

. Profondément calme (Danw une brume doucement sonore) .

FET?///"*"’HE»\ *HT§///’/“_:\E;:
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Although the prelude ends in C major, the Phrygian mode with tonic E
ig introduced., The bass pedal comprises an open fifth with the root
doubled. This pedal settles on a low E and B in bar 5. E sounds as
a tonic. In bar 5, the fifth B, suggests harmonic tonality but the
lack of a third in the chord, and the emphasis through a held tone and
depth seem more like melodic tonality. The ascending crotchets in
bars 1, 3 and 5 move in parallel fourths and fifths suggesting the
earliest form of organum. The notes B and B in these bars in the top
voice are emphasized due to the interval leap of a fifth. B falls on
a strong beat in i but net in 2. In bar 6, E is the highest note in
the ascending line and is played in three octaves simultaneously and

repeated several times,
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Example 13 ¢ "La Cathédral engloutie”, bars 28 - 40.
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The first five bars of Example 13 are in the Ionian mode on tonic C.
This mode resembles a C major scales. DBars 33 - 40 change to the
Mixolydian mode on tonic C due to the introduction of B flat.

although there iz a change of mode the tonic is static which shows
this note to be established by other than purely harmonic means, C is
sustained as a low bass pedal thromghout the passage, FExample 13 also
begins and ends on a C major chord. The dominant G is also stressed.
Tt is sustained in its major and minor form in the Ionian and Mixo-
lydian sections respectively. The tonic chord of ¢ major is also

held in bars 32 and 34.
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Example 14 : "La Cathédrale engloutie", bars 47 - 54.

Un peu moins lent (Daos une expresaton silant grandissant)
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Example 14 is written in the Aeolian mode on tonic G sharp. This note
is the lowest in the passage and forms a bass pedal., It is also the
highest and lowest note in the first phrase, and the unison G sharp

in bar 49 shows this note to be the tonic rather than C sharp. The
first phrase endsvon a B which is the third of the tonic triad on G
sharp, thus using harmonic tonality. The second and third phrases both
begin on G sharp with the first ending on B and the third ending on D

sharp which is the fifth of a G sharp major triad.

D) Chords

Dominant seventh, ninth, eleventh and thirteenth chords are

common in Debussy's Preludes. Their use is indicative of the functicnal
disintegration in harmony. The clear-cut harmonic shapes of classical
tonality became gradually obscurred, With the use of these chords
remaining unresolved, and the frequency of intervals such as the second
and seventh appearing in these chords, a new concept of dissonance arose.
These dissonant tones occur in such a wéy as to reduce their "shock"

value to a minimum and heighten their "sound" value to a maximum.
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These chords exist purely as combinations of sounds for their sonorous
effect. Examples 15 and 16 illustrate the use of dominant ninth and

eleventh chords.

Exanple 15 : "la fille aux cheveux de lin", bar 17.
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Example 16 : "De pas sur la neige", bar 15.
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Debussy uses the added sixth chord frequently. "Les collines

d'Anacapri,” and "Ce gqu'a vu le vent d'Quest,™ both end on an added
sixth chord showing that chords are regarded as entities in their own
rights, and are no longer considered in terms of their role within the
harmonic progression. Examples 17 and 18 taken from the above mentimed
preludes respectively, show these chords agaih existing purely as
combinations of sounds without resolution.

Example 17 ¢ "Les collines d'Anécapri", bars 94 - 96.
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Example 18 ¢ "Ce qu'a vu le vent d'Ouest", bar 71.

Escaped chords occur frequently in the preludes. These chords

may be the upper or lower neighbour chords of the tonic or dominant of

the existing tonality as illustrafed in the following examples : if A



is the tonie, a chord seguence of triads built on the following notes may

result + A B A G sharp A. If A is the dominant, the following chord

sequence of triads may result A B flat A G sharp A, In Example 19

the added sixth chord on beat three has B flat and D as upper neighbour

tones to A and ¢ sharp respectively. The chord formed on beat three has

momentarily escaped from the existing A major tonality. Although it

uses neighbour tones to A major with A therefore being emphasized
through melodic tonality, the notes are foreign to A major with the
exception of D and E. 1In some instances the escaped chord or chords may
not form upper or lower neighbour chords to the tonic or dominant, they
may move further afield,

Example 19 ¢ "Les sons et les parfums tournet dans ltair du soir", bar

1. Medéré (J.s0)
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Parallel successions of chords are common in Debussy's

Preludes, These occur in different forms.

a) & succession of parallel seventh chords is common. These chords
have no resolution as in traditional harmonic tonality, and
tonality is temporeri]y guspanded. Example 20 shows treditionsl
practice ag opposed to a chain of unresolved parallel sevenths
in non-traditional music.

Example 20 : A Resolved Seventh chord rollowed by a chain of Tnresolved

bavallel Sevenths.
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Example 21 1 & Succession of Parallel Sevenths in "la Cathédrale
engloutie", bars 62 - 64,
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b) Parallel chords in root position occur frequently. The following
examples show four different appearances of these chords.

Example 22 i "Danseuses de Delphes ", bars 11 - 14,
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In Example 22, a succession of major and minor chords ascend stepwise

in parallel motion. The solo quality of the melody is minimized through
parallelism. The lowest ncote in each chord does not function as a
provider of traditional harmonic progressions. The parallel chords

do not help to establish the overall tonic which is B flat. The only

B flat chord of significance is the final chord in the passage.,
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The bass pedal F however, is established through harmonic tohality.
This note is independent of the parallel chords and is the dominant

of B flat.

Example 23 ¢ "Des pas sur la neige", bars 5 - 7.
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A succession of major and minor chords descend steﬁﬁise in parsllel
motion in Example 23, The ascending melody above these chords is
independent of the bass harmonies. Tonic D of the prelude is
'emphasized here, It is sustained in the final D minor chord longer
than the other chords, and is the lowest chord in the sequence.
Example 24 : "Les sons et les parfums tournent dans l'air du soirg,

bars 34 - 36,
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In Example 24, a succession of major chords move in parallel motion
with their roots a third apart. There is more movement between these
parallel chords by comparison to those in Examples 22 and 23, They
therefore appear to play a more active roll in establishing the overall
tonic which is A. The upper note in the succession begins on G the

leading-note of A flat major and ends on G sharp the leading-note of
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A major. This is significant in that Debussy wishes to return to A
major which he is now able to do in bar 37, after the short modulatory
passage which beginag at bar 28 which was in A flat major.

Example 25 1 "Minstrels", bars 55 - 57,
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A succession of major chords including ¢ sharp minor, move in parallel

motion with their roots a second or third apart. Example 25 like the
previous example, shows a fair amount of movement between the parallel
chords. These chords also play a fairly active roll in establishing the
overall tonic G. Note A is established in the outer voices on a portion
of beat one in bar 55 while ite dominant E falls on beat one, again in
both outer voices, in bar 56, These two notes (A and E), are upper
neighbour tones to G and D, the overall tonic and dominant of the prelude.
Tonic G and dominant Q_ére again heard in bar 57. They are the first

and last chords in this bar. The tonic is established both harmonically

and melodically in Example 25.

E) Scales, Modes and Chords : A summary of their overall effect on

Debussy's melody and harmony.

According to Rollo Myers, "Debussy was perhaps the first
composer in whose hands harmony becomes melody". 1 Passages writien
in the whole-tone or pentatonic scales are frequently melodically

rather than harmonically conceived. Fxample 7 shows a form of

1 Rollo Myers, Modern French Music (Oxford: Basil
Blackwell, 1971), p. 88.
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counterpoint existing between the two melodies with no real harmonization
of the melody. FExample O using the pentatonic scale, shows no traditional
harmonization of the melody and all the chords present are restricted

to the five-note pentatonic scale with the "tonic" E flat mainly
melodically emphasized. Passages using the whole-tone and pentatonic
scales are generally transparent in texture and as a result of note-
restriction in the chords, harmonic function of these chords is minimized.
Although on their own, these scales have no basic tonic, a note may

take on a tonic function as seen in Example 9.

In the modal examples analyzed, tonality can be melodic or
harmonic or there may be a combination of both types. These passages
vary in textﬁre, with chords relating to the particular mode in use and
not functioning in the traditional harmonic sense. The parallel chords
in Example 13 belong to the Ionian and Mixolydién modes in their respec-
tive sections and there is no traditional chord progression. Perhaps the
chords seen in Example 13 might be called "chordal melodies". The
passaege is simply a single melody which with its parallel voices forms
a chord which progresses horizontslly to the next chord. The chords in
this example relate to the particular mode in use. The dominant chord '
in bar 29 is major as in the diatonic scale because this passage is in
the Ionian mode on tonic C. The dominant in the remaining bars becomes
a mihor chord because the mode has changed to the Mixolydian, with
tonic C remaining. In the Dorian, peolian and Mixolydian modes, ﬁhe
dominant becomes & minor chord. This change greatly affects the idea
of cadencing which is so important to harmonic tonality. Another
important change is the lack of raised leading-note in four of the six
main modes. The Lydian and Tonian modes are the only ones with a semi-

tone between the leading-note and upper tonic.



In the use of all the different chords and parallel successions
of chords, resolution is almost non-existent. The numeroﬁs dissonant
tones occuring, exist purely for their sound value. 1In the parallel
successions of chords; tonality is suspended depending on the relation-
ship between the chords. If movement between the chords is slight,
thelr roots being only & tone away from one enother, a static quality
is evident, and the chords contribute little to tonality., However, if
movement between the chords 1s greater, their roots being more than a
tone apart, with changes in direction, the chords can help to establish
tonality. This tonality may be melodic or harmonic or a combination of

‘both types as in Example 25,
A8 a result of Debussy's use of specific scales, modes,
chords, and parallel successions of chords, his melodic and harmonic

style of writing altered, and led to a new concept of tonality.



CHAPTER TIIT

ANALYSES : The Main Tonics of'Each Prelude
and How They are Emphasgized.

chapter IIT analyses the main tonics of each prelude and

the ways 'in which they are harmonically and melodically emphesized:

A) Danseuses de Delphes

The-prelude ig in ternary form with a simple key structure
defining the three sections. Part I comprises bars 1 - 10 and stresses
the tonic key B flat; Part II comprises bars 11 - 20 and stresses F
the dominant of §.£l§i and Part III begins at bar 21 and graduslly
returns to the tonic.

In Part I (see Example 26) gix of the ten bars begin with
an octave B flat on beat one in the bass., Four of these s;x bars
have a chromatic ascending melody in the inner voice which begins on
B flat. The tonic chord B flat is established on beat one in'four of
the opening ten bars. This chord also ends the phrase in bars 4 and 9.
A strong movement from the tonic to the dominant and back to the tonic
exists between beats one, three and one in the opening two bars. Part
T is built of two similar five-bar phrases and each phrase ends with
the following progression, lz_-'z_— I, In bars 3 - 4, A is a neighbour
tone to G, while G forms an appoggiatﬁra or neighbour tone to F which is
the dominant of B flat. In these same bars, A also moves to B flat by

implication. It is as if @ - A, G - A is reaching for tonic B flat.

While the tonic and dominant are established using melodic tonaslity

in bars 3 - 4, Part I relies mainly on harmony and harmonic progressior
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and is basically diatonic to B flat. Although there are no obvious
four-bar phrases as in traditional harmony, there is symmeiry between
the two existing five-bar phrases. These factors show the predominance
of harmonic tonality over melodic tonality in Part I,

Example 26 : "Danseuses de Delphes™, bars 1 - 10.
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In Part II, the dominant P is stressed in two main ways. Tt
is held as & long bass pedal in the first four bars, and in bars 18 =
20, F is the final chord in the succession of three chords which descend
stepwise in root positicn. Although pedal F is the dominant of tonic B
flat which gives harmonic emphasis, F does not generate dominant
harmonies and is independent of the parallel chords.

In Part III, tonic B flat is stressed at the beginning of each
melodic phrase in bars 21, 23, 25 and 26. The full chord in each of
these phrases in only completed on the second half of beat one and
therefore stressed through a syncopated effect. 1In bars 27 - 28, notes
A, G arnd F, which also featufed in bars 3 - 4, are emphasized, They are

the highest notes in these bars. Trom bar 25 to the end an open B flat
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octave is heard in the bass on the strongest beat of the bar preceded
by its dominant. fThe tonic B flat is finally heard as a single detached

low bass note with a B flat chord tied against it.

Summary

Tonality is almost entirely harmonic. The overall ternafy
form relies on movement from the tonic, to the dominant, and back to the
tonic. The material is mainly diatonic and traditional harmonic pro-

gressions and cadences are a common feature.

B)  Voiles

"Toiles" uses the whole~tone scale to a greatef degreée than
any other prelude. With the exception of six bars marked "en animant"
which are pentatonic, and the chromatic figure‘in ber 31, the prelude is
built entirely on the whole-tone scale. 1In this scale every note is
equidistant from every other note and therefore the scale could begin
on any note and still retain the same scale pattern. This means that
no single note acts ds a tonic in the whole-tone scale as is the case
in traditionai major and minor scales. The perféct cadence between the
dominant and tonic is also impossible since no perfecf fifth is present
in the scale. Although the whole-tone scéle by itself has ho tonic,
certain factors tend to estabiish B flat as the main tonal cente: of the
prelude. |

i) g_flgi is constantly repeated and when it is not repeated as
a minim, it sets up a rhythmic ostinato which begins at bar ;
5 and varies slightly. v

1I) The lowest note in the bass throughout the prelude is B flat,

and this position gives it added prominence,
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iii) §.£l§£ is closely related to the other notes in the composition's
overall design. In Example 27, B flat is the highest and final sustained
note in the opening two-bar motive. In Example 28, B flat becomes a
pivot. A flat and ¢ are both a major second away from B flat and together
they precede it, while B flat 1is sustained longer than any other note in

the group. Throughout the prelude, melodic tonality is emphasized.

Example 27 ¢ "Voiles", bars 1 - 2,
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Example 28 ¢ "Voiles", bars 22 - 23,
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In Example 29, F flat becomes a "melodic tonic" over the B
flat pedal through syncopated accentuation. E flat falls on the second

gquaver in each bar of four quavers and it is stressed in the first two

ascending runs by an accent. The lowest note in all three runs is §

flat and in bar 45, B flat is the longest note in each group of parallel
octaves. Txample 29 shows a combination of melodic and harmonic tonality,

because although E flal is melodically stressed , B flat is heard as the

traditional dominant of E‘flat,
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Example 29 ¢ "Voiles "y bars 42 - 47 -

En animant =
el - =

Brberetomn .

Summary

Praditional harmony is normally associated with the major and
minor scales. It is absent in the prelude due to the use of the whole-
tone and pentatonic scalés. with the exception of the six pentatonic
bars, tonality is almost entirely melodic with there being & constant
relationship to the central melodic point B flat. The six pentatonic
bars (see Example 29), although using no perfect cadence in which the

leading-note is followed by the tonic, expose a relationship between E

flat and B flat which is based on harmonic tonality.

¢)  le Vent dans la plaine

The prelude is in ternary form. Part I comprises bars 1 -
273 Part II comprises bars 28 - 43 and Part IT begins at bar 44 with a
recapitulation of the opening idea and continues to the end. Although

some sections contain rather ambiguously defined tonal centers there



are others which are clearly defined, The main tonic binding the

compogitinn is R flst which features prominently in Part I and

Part IIT.

The keysignature of six fletfs sugeests either G flat major
or § flat minor, but the repetition of the B flat pedsl in numerous
bars suggests that B flat has a tonic function., It appears that bars
1 - 8 fall into the Phrygian mode on B flat. 1In these bars, B flat
snd ¢ flat form an ostinato figure with E,Elif being given more emvhasis.
This nete falls on the beat and it has a recurring vedal function. R

flat is also the lowest tore in the psssage. Tonality is melodic rather

than harmonic in bars 1 - &, F flat becomes the new tonic in bars 9 -

12 (Example 30). 1 dominant seventh on F flat appears in inversions in
the descending riesht hand chords and E flat is stressed as a low bass
pedal. The original tonic R flat now becomes the dominant of E flat

using harmonic tonality.

Example 30 ¢ "Le Vent dans la plaire", bars 9 - 12,

The texture in bhars 15 - 20, resembles the opening eight bars,
vith a shitt of tonic from R flat to » dovble flat. The new tonic is
stressed in much Lhe same way as wag the tonic in the ovening section,
however, the ostinato figure is now on R dovble flat and ¢ flat. In bars
22 - 27, no single tonic is sucmested, The diminished fifth (¢ - D flat)
ig prominent in hars 22 anud 24, The fifth falls on beat one and it is

sustained as a redal voint. Tn bers 25 and 27 the augmented fourth
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The fourth like the fifth also falls on beat one and functions as a
pedal point.

In Part II, many different tones are emphasized. Example 31
shows three different tones stressed in a short space of time in
"explosive" chords,

Example 31 : "Le Vent dans la plaine', bars 33 - 34,
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Tonic B flat returns in Part IIT and it is stressed in much
the same way as was the tonic in bars 1 -~ 8 in Part I. In addition,
B flat is now heard as an inner voice pedal in bars 46 - 47 and‘in the
last six bars it is sustained throughout the bass as a semibreve.
Finally, the last two bars which include B flat, should be played in
the quietest possible way so as to still allow the sound to vibrate -

"laissez vibrer."

Summagz

Within the various secticns, the numerous pedals forming
tonics are generally melodically established. The overall relationship
between the sectional tonies and the main overall tonic which is B flat,
is both melodic and harmonic. In Fxample 30y E flat and B flat are
stressed. B flat is heard as the traditional dominant of E flat and

this relationship is therefore based on harmonic tonality. The overall
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relationship between the tonic E flat in Example 30 and the main tonic
B flat is also harmonic, because E flat is a perfect fourth away from

B flat. In contrast with Example 30, bars 15 - 20 use melodic tonality,

B double flat is melodically stressed, and because this note is a neigh-
bour tone to the mein tonic which is B flat, melodic tonality governs

the existing relationship between these two notes.

D) Les song et les parfums tournet dans 1l'air du soir

The main tonal center of the prelude is A. Although richly
‘varied harmonies occur frequently throughout the prelude, an overall
unity is achieved through the recurrence of péssages that emphasize
tonic A. This note is firmly established at the beginning and end of
the prelude. |

In Example 32 sﬁowing the Qpening motive, A is the first chord
that is heard. 1In the following chord, B flat and D form upper neighbour
tones to A and ¢ sharp giving melodic emphasis to A. Between bars 1
and 2, A is preceded by its own dominant suggesting a perfect cadence
and therefore harmcnic tonality.

Example 32 3¢ "Les sons et les parfums tournet dans l'air du soir", bars
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In bars 1 - 14, tenic A is the lowest note in the passage and
it forms a pedal. Attention is drawn to A due to its appearance on a
different beat of every bar before it is sustained as a dotted minim in

bar 9. A new motive written in yuavers is introduced in bars 9 - 10
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and C sharp and D sharp are stressed through repetition., These notes

are combined with other guavers in successive bars and use the pentatonic
and whole~tone scales, In bars 15 - 23, C sharp and D sharp form a
recurring ostinato figure with D sharp being given more emphasis

because it falls on beat one. The relationship between D sharp and the
overall tonic A is a tritone, showing the breakdown of traditional
harmonic tonality. The opening motive stressing A reappears in bar

24 and A is emphasized in the same way as seen before., 1In bar 28 there
is a semitonal shift from tonic A to tonic A flat with the motive in
bar 28 resembling the opening motive, FExample 33 shows that A flat is
now the first chord that is heard. 1In the following chord, B double flat
and D flat fdrm upper neighbour tones to A flat and ¢ giving melodic
emphasis to A flat, which because it forms a lower neighbour tone to

the overall tonic A, uses melodic tonality.

Example 33 : "Les sons et les parfums tournet dans l'air du soir", bar 28.
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E flat forms a low bass pedal in bar 30 and it is the dominant of the
tonic A_ﬁ&gﬁ which features in the two descending runs in bars 31 and
33 and forms the lowest sustained note in the A flat section with the
exception of § flat.

In order to return to the tonic A, Debussy uses a series of
chromatically related chords in root position to weaken the feeling of
A flat as seen in Fxample 34. On examining the upper voice in this
succession of chords, Debussy begins on G the leading-note of A flat
and ends on G sharp the leading-note of A. By doing this, he is able

to establish A again which he does immediately in the descending run in
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bar 37.

Example %4 1+ "Les song et les parfums tournet dans l'air du soir», bar
54 - 37-
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The opening motive reappears in bar 37. It is followed by a
short secticn which emphasizes the tonic C sharp and the relationship
between C sharp and the overall tonic 4 is harmonic because C sharp
forms part of the tonic triad of A, An ornamented version of the opening
motive appears in bar 44 before the return of the low recurring bass
pedal in bar 46. An A major chord in second inversion appears in bars
50 - 53 and this chord is approached melodically by its upper neighbour

tones which are F sharp, D sharp and 3. 1In the final bar a single

accented A appears in the bass.

Summary

The main tonic A is a central point through which the prelude
is understood. 4 is established both melodically, through neighbour
tone relationships, and harmonically. In bars 28 ~ %6, the dominant
pedal E flat and the tonic A flat form a traditional relationship
which is based on harmonic tonality. There is an equal interaction of

melodic and harmoric tonality throughout the prelude,
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B) Les collines d'Anacapri

The prelude is in ternary form and the largely distonic
material has‘tonic B as a central point in the three sections., Part
I comprises bars 1 - 48; Part IT comprises bars 49 - 65 and Part IIT
comprises bars 66 - 96, lelody determines form in the prelude and the
two main melodies in Part I at bars 14 and 31 are heard again in the
recapitulation at bars €6 and 80, TYart IT is built on a new melody
which does not appesr in the outer two sections.

The opening bell-like motive (@xample 35) appears in all three
Parts and therefore gives unity. This pentatonic motive establishes B
as being melodically more important than the other notes even though
the pentatonic scale on its own has no tonic. B is the first and last
note in the motive as well as being the lowest and highest note. This
note is also established on beat one in the bar with the interval between

the first two notes (B

and P sharp) creating movement from the tonic to
the dominant. A1l the notes belonging to the motive are sustained in a
chord in bar 2, with B again the lowest and highest note. This motive
appears five times in Part T with the last two appearances in bars 42 and
4% in diminuticn. In Fart IT it is heard in bars 63 and 65. In Part

TIT it only appesrs in diminution with its last call in bars 92 and 93
over the tonic pedal B with a crescendo from the low to high B.

mxamnple 35 3 "Les collines d'Anacapri', bars 1 - 2.

Tn the tarantells - melody scen in fxample 36, there is a

slrong suggestion of the Dorian mode on ¢ sharp. The melody centers

around G sharp and ¢ sharp which are the dominant and the tonic of this
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mode. ¢ sharp is cuphasized by being the longest and highest notle.
The tarantella - welody is relaled to the overall tonic B in various
ways. The first accentad note in the melody (C sharp) is the upper
neighbour tono to B ewrhasizing melodic tonality, However, the pedal
figure on D sherp and F sharp uses hammonic tonality becauge these
notes are the third and fifth of § major triad.
Bxample %6 ¢ "Les collines d'anacepri”s bars 14 - 20-
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The szcond melody in Part 1 (Example 37) is subsidiary, for
it appears briefly and only once in the prelude and it is relatively
short. 1IL has a minor guality beginming in ¢ minor with its opening

notes forming a diwminished seventh chord on F sharp which is the

dominant of the overall tonic R, This relstionsghip emphasizes the use

of harmonic trpality. There is a chromatic descent to A patural in

bar 28 wrich Morms part of the dominant seventh on D. Againgt the left
hand melody, » p sharp pedal continues for a number of tars suggesting

harmenic tonnlity hecatse # sharp is the dominant of B major and the

leadirng-note 0 0 minor.
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Example 37 : "Les collines d'Anscapri's bars 24 -~ 30 -
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The "popular song" in Example %8, begins on the up beat of
bar 32 and like the tarantella - melody it is repeated in Part III.
This melody is diatonic to B major and a broad analysis of the first
chord in most bars established the dominant and the tonic of B showing
that the tonality is harmeonic. G sharp also features prominently in
this melody bteing stressed through a crescendo and as a result of a
tie over the bar line. This note forms a clsgshing second with the
dominant pedal T sharp resulting in a melodic relationship between
these two notes which are neighbour tones. While the dominant pedal
F sharp remains throuvgheut Examrle 78 it has been suggested that the
prominence of G sharp (the sixth degree of B major) foreshadows the
final cadencs in the prelude which endsz on the added sixth chord of the

tonicvg.
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“Example 38 ¢ "Les collines d'Anacapri', bars 31 - 39,
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1Tﬁe melody in Part II has been described as a "Neapolitané>l
type love saﬁg"; and it is'seen in Example 39. This melody is mainly
© diatonic although the semitone D sharp to E is stressed by falling on
beat one and then counteracted by g.double sharp to E.QBEEP'“ ‘ v
whieh also falls on a strong beat. The tonic and dominant chords of.
B major are étresSedfmainly through the. alternation of these chords
from baf to bar as shown in Example 39. The roots of theée two chords
(B and F sharp), fall frequently on strong beats and very often have
a pedal function while F sharp is also given additional emphasis

through repetition.
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Example 39 : "Les collines d'Anacapri's, bars 49 - 58-

Modéré et expressif
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No new melodieg occur in Tart I1I and the final chord already
mentioned, is an added sixth chord on the tonic B which is seen in

Example 40.

Examnle 40 : An pAdded Sixth chord .
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This final chord was foreshadowed in two main sections of the prelude :

i) G sharp forms  the dominant of the Dorian mode in Example 36.

is also gltreused in xample 38,

Sumnary
Tonality is elmost entirely harmonic with the prelude being
mainly diatonic and centering around the tonie B. Tradilional harmonic

progressions are a common feature and the tonic and the dominant of p

hY

are often heard, Although melodic tonality occurs as seen in Example

36, the prominent podal fignre on D shorp and F sharp in the same

example uses harmonic tonality becanse these notes are the third and fifth

of B major triad.

F) Des pas sur la neige

/

The main tonal center is D minor. Although there are many
notes and chords foreign to this key in the numerous short sections,
overall unity is achieved through the frequent presence of the pedal

point on D and the ostinato figure (b ~ B, B -~ F). Both these binding

clements are vregent in bar 1.

Bars 1 - 4 (Example 41) uvse a D natural minor scale, I is

emphasized by being the hishest noles oand it forms an upper neighbour
tone to the tonic . Thece four bars end on a sustained A which is

the dominart of D.

Erample 41 @ "Des pos stz la neige', bars 1 - 4.
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In bars 5 -~ 7, the outer voices belong to the Dorian mode on
D and move in contrary motion. The melody begins on A the dominant of
this mode and the second melody note (B natural) is accented and forms
an upper neighbour tone to the dominant A using melodic tonality. The
introduction of B natural is important because the passage can no

longer be in D natural minor scale which has B flat. The third melody

note (C) is accentuated with a stress sign and forms the lower neigh-
bour tone to the fonic D. In common with the opening phrase, E is
again the highest sustained note, and in bars 6 - 7 it is tied over the
bar line. A melodic relationship exists between E and ¢ and the return
of D in bars 7 - 8,with E and C being neighbour tones to D. The final
chord heard before the new idea begins in bar 8 is D minor which is the
lowest sustained chord in the descending sequence.

The harmonies change in bars 8 - 15, and F sharp and its
dominant C sharp are prominent in the first two bars in this section.
F sharp and ¢ form a tritone on beat one in bar 8 and ¢ moves to C
sharp on beats three and four with the resultant chord formed being a
dominant seventh on ¢ sharp. Movement between beats one and three in
bars 7 and 8 is from the tonic to the dominant which suggests harmonic
tonality. In bar 10, ¢ sharp is enharmonically changed to a dominant
seventh on D flat. The bass melody in bar 11, begins in A flat minor
on its tonic and goes into A flat major. The dominant of the key of

A flat (E flat) is emphasized by being the highest note in the passage

and by being tied on the half beat. TIn bars 12 and 13 the tonic triad
of A4 flat major forms part of the melody and A flat is approached by its
upper neighbour tone B flat., The tonic A flat in this passage forms a

lower neighbour tone to the dominant A of the overall tonic key of D

minor. P sharp relurns in bar 14 falling on strong beats. 1In contrast

with bars 8 and 2, the tribone established between E.sharp and g_remains.
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In bar 15, C natural prepares for a return to the tonic D in bar 16
with ¢ natursl being the lcading-note of the Dorian mode on D.
In bars 16 =~ 18, D and A flat are stressed and the tritone

sound features again. A flat is the dominant of D flat (C sharp)

which featureg in bars 8 and 9. In the repeated bass ostinato figure
in bars 16 - 18, A flat falls on the beat while this note also ends
both right hand phrases in bars 17 and 18. A natural returns in bars
19 and 20 and this note forming the end and beginning of the phrases,
is the dominant of the overall tonic D.

The melody in Example 42, is in the Dorian mode on the tonic
’A.fléi with thé minor version of this triad outlined in the melody.
The highest nbte in the first two bars is E flat which is the dominant

of A flat while in bar 23, the tonic A flat forms the peak of the phrases.

An A flat - D tritone relationship is again heard in bar 24 and shows
the breakdown of traditional harmonic tonality.

Example 42 : "Des pas sur ls neige’, bar 21 - 25.
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In bars 6 - 28, D is again fthe main tonic with a full D
minor chord heard in bar 27. A flat reappears in bars 28 - 31 and the
melody is again in the Dorian mode on the tonic_g_ilgi with this note
emphasized in the same way =2s s7en in the passage which begins at bér

21. A progressicn of parallel first inversion chords is present now
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and these alse fall ipto the Dorian mode on the tonic A flat. 1In
contrast with bar 23, ithe highest two notes in bar 30 are ¢ flat
and A flat which form part of an A flat minor triad.

Examrle 43 shows the return of D minor in the final bars,
In bars 31 - 32 D flal is chromatically changed to D which is followed
by ¢ gharp, the leading-note of D minor. The ostinato figure and pedal
D both heard at the beginning of the prelude, are again emphasized,
The final chord which is sustained and played as quietly as possible
is D minor. This chord vses both the highest and lowest register of
the piano simultanecusly.

Example 43 : "Des pas sur la neige', bars 31 - 36,
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(... Des passurla neige)

Sumnary

Tonality is predeminantly melodic in the prelude with
traditioral harmmcnic progressions and cadences being absent. In
the pezgsages emphasizing the main tonic D, this note is generally
approached from upper or lower neighbour tones. Tn bars 8 - 9
there is a brief hint of harmonic tonzality wiih the chords moving
frow the tonic Lo the dominant but tliis does net lasi. 'fhe main
overall rcolatlions'ip between koys is melodic because A flst and E flat
vhich appear frequently zre nzighbour tones to A and D which are the

main deominant snd Lonic of the prelode,
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G) Ce qu'a vu le vent d'Quest

The prelude is in ternary form although the divisions are
not clearly defined. The pedal points and thematic material are largely
responsible for the division of the prelude as follows : Part I comprises
bars 1 - 22; Tart IT comprises bars 2% - 53 and Part III begins at
bar 54 and continues to bar Tl.

According to Schmitz this prelude is based on the following
two separate and opposed pentatonic scales (A and B) and a resultant
1

whole-tone scale (C).

Example 44 ¢ Diagram Given by Schmitz.
C

] b
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Although scales A, B and ¢ have no tonic as such, F sharp or G flat
forms an sxis as scen in the diagram. The main tonic of this prelude
is F sharp, and it recurs as a low bass note in thirty-six of the
seventy-one bars giving tonal unity. T®xamples 45 and 46 are only two
of many examples based on ihe lwo peniatonic scales (A and B) and the
whole-tone scale (C) respectively.

mxemple 45 : "Ce qu'a vu le vent d'Oucst", bars 5 - 6
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1 Elie Reobert Schmitz, The Piano Works of Debussy (New
vork: Duell, ¢loan and Tearce, Inc., 1950), p. 148,
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Example 46 3 "Ce qu'a vu le vent dfQuestn, bars 19 - 20.

TP
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F sharp is given emphasis in a number of ways in Part I and
Part III. The opening arpeggiated figure uses a diminished triad built
on the low F sharp to which the sixth is also added. 1In bars 7 - 9, a
tremelo is established on beat one between the tonic F sharp and the
“dominant ¢ sharp. The chords against the tremelo begin with a full F
sharp major chord which is sustained longer than the other choids. The
tremelo continues from bars 10 - 14 only now a semitone appears between
F sharp and its upper neighbour tone G natural using melodic tonality.
In Example 47, tonality is both melodic and harmonic. ‘G is an upper
neighbour toné to tonic F sharp in the first bar supporting melodic
tonality. A sharp and ¢ sharp in bars 17 and 18 respectively, form
part of F sharp major triad supporting harmonic tonality. In these two
bars, F sharp aprears on all the strong beats. it is also played in
four octaves simultaneously.

Example 47 ¢ "Ce gqu'a vu le vent d'Cuest', bars 17 - 18,
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The final four bare of Part I have F sharp as the msin pedai heard on
the half beat in the bass. In bars 19 and 20, F slk__a_r_p is the lowest
‘note in the Opening sustained repeated chord. F ELh?EP_ also features
in the ascending whole-tone scale run beginning on ¢ natural.

In bars 23 - 34 it is difficultv to establish a main tonic.
It appeérs that ¢ could have a tonic function because this note is
heard frequently on the beat, however, this is not the case., In bar ‘
26, C, g é,nd B flat, sound like a dominant ninth chord on G ’but in the
same bar, C, D and F sharp, sound like & dominant geventh chord on _I_j_;
Chromatic movements in this passage beginning at bar 30 lead to kbar ‘
‘35 where ¢ gharp and B are prominent notes. ( sharp is re-iterated
in the right ¢hand covering three octaves. ¢ sharp also forms the 1owest
note of the chord on beat one in bars 35 - 37, The dominant seventh of
F sharp ié implied with the prominence of ¢ gllgg_g and bass pedal B and
this relationship uses harmonic tonality.

D sharp becomes the main toﬁal center in Example 48. QM
is the upper neighbour tone of the overall dominant wh;lch is ¢ g_lg_a;_g
showing that the choice of keys within a section often establishes an
overall melodic relationship with the main tonic oi' dominant, D sharp
is sustained as a semibreve pedal note in bars 43 - 45 while an octave
trill is heard in a high register of the piano beginning at bar 47.

The chord onh beat one in bar 47 also emphasizes the dominant seventh on

D sharp. In bar 52 an octave tremelo on D sharp answers the octave

tremelo in bar 47.
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Example 48 : "Ce gu'a vu le vent d'Ouest", bars 43 - 53 .
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Part III begins at bar 54 and the tonic of F sharp returns.

F sharp falls on strong beats and is kept throughout the bar, whereas
A new motive appears in

the other bass tone changes at the half bar.
F sharp is the

bar 6% with F sharp emphasized from here to the end.
lowest note in these bars with the exception of one appearance of ¢

sharp in bar 69, which suggests movement from the dominant to the tonic.

F sharp falls on three of the four beats in the bar, including the two
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stronger bedats in bars 63 -~ 66. F sharp is also the highest note in thev
rolled accented right hand chord in these bars, and in bar 67, it is
sustained in three of the four voices. A tremelo emphasizing F sharp,

C sharp and D sharp leads in a crescendo to the final accented chord which
is an added sixth chord built on F sharp (see next example).

Example 49 ¢ An Added Sixth chord.

&

Summary
There is a combination of melodic and harmonic tonality.
The prelude is understood mainly through its relationship to the

central point F sharp. This note is sometimes approached melodically

through neighbour tones, and sometimes it is seen combined with
sharp, its dominant, which emphasizes harmonic tonality. There is

a simiiarity between "Dansecuses de Delphes," and this prelude, in
that both use an overall ternary form with Part III returning to the
tonic., However, the relationship of keys in Part II of "Ce qu'a vu
le vent d'Quest" is not an obvious dominant relationship emphasizing
harmonic tonality. The dominant ¢ sharp is present, but other notes
are aléo important. Traditional harmonic progreésions and cadences
are not a featufe of this prelude. Use of the pentatonic and whole-

tone scales resulis in a more melodic siyle of writing.
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H) la fille aux cheveux de lin

The prelude is in ternary form. Part I comprises bars 1 -
- 18 § Part II. bars 19 - 23 and Part III bars 24 - 39, 'fhematioally '
‘and tonally Pé.rt I and Part III are similé.r, each having ¢ flat as
the main tonic.
Example 50 shows that the opening pé'ntatonic melody establishes

¢ flat as the main note in this phrase. This note is stressed through

o ——

repetition of pitch and alternation of notes G flat - F flat -'_q flat.
Qﬁl"ﬂl is harmonically emphasized in the plagal cadence befween, bars 2.
*and 3, and the tonic chord on g flat is sustained in these bars.
Epcaﬁple 50 3. "la fille aux cheveux de linn  bars 1 - 4.

Trés calme et doucement expressif (J.66) -
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The opening melody returns in bar 8 and is accoinpanied. by & chain of
seventh chords which all possess G flat. The'dominant seventh chords

on beat one of bars 8 and 9, are both built on G flat. Thére is a
perfect cadence between bars 9 and 10 with G flat again siressed
through pitch repetition and alternation. 1In bars 10 and 11, G flat

- is sustained and the melody outlines a G flat triad, with the notes of -
this triad falling on the beat. This G flat tonality is maintained in
bars 12 and 1%. The highest and lowest note in these bars is G flat
and the bass G flat ﬁas a redal function. 1In bar 14, G flat is stressed
through alternation; while the left hand moves from G flat to A flat,
and back to G flat, the right hand moves from G flat to B flat, and back

[
to G flat. after the parallel 4 chords in bar 14, where G flat is the

first note in the outer voices of the bar, ¢ flat (the subdominant of

G flat) 1is established in two bars.
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In vart II, there is a brief shift of tonal center toAE flat¢

which is the suvbmediant of § flat. Harmonic tonality is established in

the r-lalionship between these two keys., In bars 19 - 21, an B flat
triad is heoard or baat one. B flzt is also stressed through repetition

of pitch and altaernation. This note moves to ¢ and then back to E flat,

which i# sustnined as a padnl in bars 17 and 20, It is z2lso the lowest
and highest not~ in Fart 1I. In bar 21 F Flat reaches a climax, it is
playcd mezzo tov'e over the bar line asnd is the loudest note in the
prelude.

Part ITI beyring 21 bar 24 with the return of G [lat, and this

section repeats maberial and tonal centevrs found in Part J. ¢ flat the

svbdeminsnt of G {15t is lLouched wpon agzain. In bars 28 - 30, € flat
forms a8 ©=dal., This pedal is combined with the opening pentalonic
melody which is now hesrd 2n octave hisher than in Part I. The melody
geen in Example Bl is the same as the opening meledy, and in addition
bars 71 - 32 are ausmented. [ flet minor, (the chord built on the

sixth depree of Q»ijnﬁ_mmjor), is emphasized in bar 31 by being sustained

throughout the bMarm in roob =esition. In bar 32, tonic ¢ flat is

sustained in root rosilion.

Bxample H1 ¢ "Ila fille avy chceveux de 1in", bars 28 - 32,

trés dour
ab Mouvemenl

In bar 37 the orallsl 4 clerds ( whieh appear in bar 14Y, recur with

¢ T1lnt emvhingizned ag 31 was rravioasly.  The fortic cherd ¢ flat is
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established four bars from the end and sustained. TIts rolled pianissimo
effect lingers on, with the top note of the chord (g_flat), being the

highest note in the prelude.

Summary

Although the tonic (G flat) is stressed melodically in small
ways such as through alternation or by being the highest note in s
melodic phrase, tonality is largely bharmonic. The pielude is mainly

diatonic, featuring traditional harmunic progressions and cadences.

1) La Sérénads interrompue

The majority of the piece centers around F and B flat. These

two notes form the dominant and tonic of B flat minor, which is suggested
by the key signature. There are only two short passages where neither
F nor B flat are central points and these are in the "interruptions"
beginning at bar 80 and bar 87. The key here is D major with this chord
heard on beat one of each of these bars. Tonic Q_and dominant A combine
to form a pedal point on the first beat of each successive bar.

Dominant ¥, features prominently throushout the prelude. It
is the first note of the prelude and falls on beat one. Through a
combi nation with its upper neighbour ¢ flat, it is emphasized in bars
1 and 2. The phrase in bar 5 begins on P and changes direction on F.
It moves throush the Thrygian mode on B flat, with T being the dominant
of this mode.

In Example 52, alternate bars suggest dominant and tonic

harmony with the reoot of ench of these chords falling on beat one. In

bars 19 and 20, A votural and B flat arc neighbours with B flat being

stressed through o melodic approach. This example therefore uses both

harmonic and melodic tonzlity.



Bxample 52 : "Ila sérénade interrompue", bars 19 - 24.
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A strumming effnct is achieved in bar 25 through the alter-

nation of the [ifth on the dominant of B flat minor (F - C), with the

neighbouring fifth above and below it. This passage uses melodic
tonality. Dominant ¥, fails on each beatl in the bar., There is repetition
of material hefore the appearance of a ”Moorisﬁ“ melody in bar 54.

Exampyle %3 shows the "Moorisn® melody which uses notes belonging

to B flat harmenic winor. F the dominant of B flat, is stressed in both

hands. The left hoand strumming is similar to that seen in bar 25, with
the tonality being meledic. In the right hant, ¥ falls on beat one in
four of the seven bars and ¥ is fregusnily approached from its upper

neighbour tone, ¢ flat,

Txample 53 : "La sérénade interrommue', bars 54 - 60.
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Tn the rassage from bar 63 - 72, B {12t is freguently included

-

in the 1oft bhopd obhruneding acconpaniment and often falls on beat one in
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the bar, The melody in these bars consists of three phrases and each
one ends ip B flat, This note is frequently approached through its
upper and lower neighbour tones in these bars (C and A natural).

Tonality is melodic with a strong feeling of B flat harmonic minor

present.

In Example 54, E is again the central melodic point. This
note is the first and last note as well as the highest and lowest note
in the passage, The phrase begins on an accented F which falls on beat

one in bar 76. There is a descent through B flat melodic minor to G

flat in bar 77. This G flat is an uprer neighbour tone or aproggiatura
to F. One expects F at any moment, but instead G flat is repcated, and
when F finally arrives in bar 80, it becomes the mediant of the new

key (E sharp in D major),

Exsmple 54 : "la sérénade interrompue", bars 76 - 80.
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From bars 95 -~ 112, E.fiiﬁ falls on beat one in each successive
bags bar. The triad of B flat minor is ocutlined in the right hand melody
beginning at bar 106, In bar 101, the perfect fifth on beat one is
approached from the tritone formed in the previous bar on beat one. 1In
bars 100 - 101, E natural (the lower neighbour tone to F) moves to the
dominant F. The melody in bar 113 is reminiscent of that in bar 63, having
the tonic B flat stressed in a similax way The lower bass note in the

left hand on beat one pradually descends chromatically from F to E flat.

In bar 125, F the dominant, retorns, The material is much the same as
previonsly heard in bars 125 - 1%30. In bars 131 -132, T is emphasized

throush 2n upper 2nd lower neishbour chord. In the firal two bars there
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ig a verfect cadence. The final B flat minor triad is approached
through parallel motion by its laver neighbour tones (A.EEEEJ € and
E flat), thus using melodic tonality.
Summary

The main tonal centers are B flat and F. These two notes
outline a perfect £ifth and form & strong harmonic basis. At times
tonality is harmonic with alternate bars emphasizing dominant and
tonic harmony. At other times tonality is melodic with these notes
featuring prominently as seen in the "Moorish" melodies beginning at

bars 54 and 63.

J) La Cathédrale engloutie

1t is difficult to establish one main tonal cenbter for the

prelude, Dilferent sect!) o ons ir own tonice which are frequently
emphasized throush sustsined medal points. Although the prelude ends
in ¢ major, the Thyygian mode with loric F is introduced in bars 1 -

6. The bass pzdal compriscs an open {ifth with the root doubled. This
pedal finally settles on a low § and B in bar 5, This F sounds as a
tonic. The fifth suggesls harmonic tonality, but the lack of a third
and the emphasie through n held tone sand depth seemw ﬁore lil= melodic
tonality. The ascending crolchels in bars 1, 3 =2nd 5 move in parallel
fourths and {ifths suprecting the crliest form of orgsnum, The notes
E and B in thegn hors in the top voice, are emphasized dyc to the
intervel Jeap of o fith. B falls on a strong best io Z, but not in

5 .

2. In bar 6, B ig the highest note in the ascending line and is played

in three octoves simultoncously and repeated several times. ( sharp

minor is established in baras 7 - 12 2nvd B, the mediant of g_sharp minor,

continues to be sbrocualt., This note ig accented and forms a pedal in
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two octaves played eimullaneously.

In ™xample 5%, wany different tones are emphasized. B is

4]
Lt
3
o
1
[6]

ed in the first three bars. # 2 major chord is the first =nd last

chord within snch vhrase before E {lat is rezched in bar 19. In the

bass, B is the lowest note in esch bar and the running quavers emphasize

tonic B and dominant F sharp. With trhe exception of G stmrp, the

accompaniment consists only of B and F sharp. In bars 19 - 21, § flat

is stressed. An R flat chord is established on beat one of 2ach of these
three bsrs. In asdditicn, F flat forms a low pedal on beat one in bars 19
and 20. 1In al) three bars the interval of a {ifth between tonic § flat,
and dominant R flat, is rcprated in the quaver runs. Bars 16 - 21 are
baged on harmenic tonality with the {irst three bers being diatonic to

B major, and the second fthree bars being diatonic to g flat major. In
bars 22 - 27 81l the notes belong to € majoer, and yet even though C

appears in nearly every bar with its upcer neighbour tone D against 1it,

¢ is not an obvicus tonic.

Examvle 55 : "La (»thedrnle emglontiev | bars 16 - 27.
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Bars 28 ~ 32 are in the Tonian mode on tonic Q, and bars 33 -
40 change to the Mixolydian on tonic C due to the introduction of B
flat. Although there is a éhange of mode‘the tonic is static; this
shows that the note is established by non-harmonic means. C is
sustained as a low bass pedal throughout the passage. The tonic chord
on C major is sustained in bars 28, 32, 34 and 40. The dominant chord
on ¢ is also stresses, and it is sustained in its major and minor form
in the Ibnian and Mixolydian sections respectively.

Txample 56 is written in the peolian méde on tonic G sharp,
. This note is the lowest in the passage and forms a bass pedal. It is
also the highest and lowest note in the first phrase, and the unisonfi
sharp in bar 49 shows this note to be the tonic rather than ¢ sharp.
The first phrase ends on a B which is the third of a G sharp major
triad, suggesting harmonic tonality. The second and third phrases

both begin on G sharp, and while the first ends on B, the third ends on

D sharp. D sharp is the fifth of a G sharp major triad and therefore

harmonic tonality is again implied.
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Example 56 : "La (athédrale engloutie", bars 47 - 54.

Un pen moins lent (Dans une expression atlant grandlssant)
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Bars 55 - 61 are still in the peolian mode, however the tonic is now

C sharp instead of G sharps C sharp being the subdominant of G sharp

using harmonic tonality. The first two phrases in the bass begin and
end on C sharp which is heard as an octave. The dominant G sharp of
C sharp is also emphasized., G sharp is the lowest note in the passage
and forms & bass pedal.

Bars 72 - 8% correspond to bars 28 - 39 only the right hand
is now transposed an octave lower and the bass undulates with ¢ falling
on each beat of the bar: ¢ remains the tonic from bar 84’to the end., It

appears as a single low bass pedal in bar 84 while from bar 85 to the

end, the bass pedal comprises an open fifth with the root doubled.

Summary

Tonality is predominantly harmonic., Numerous sections have
their own tonics which are fregquently combined with their dominants
and sustained as pedal points. Movement from the tonic to the
dominant sugmests harmonic tonality even if the writing is not
traditionally harmonic. The freguent use of modes, parallel chords and
organum, prevent the writing of traditional harmonic progressions and

- cadences.,
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K) La Danse de Puck

The prelude is built of five distinct sections. Part I

comprises bars 1 - 17, Part II bars 18 - 52, Part III bars 5% - 76,

Part IV bars 77 - 86, and Part V bars 87 - 96. Part I, Part TIT

and Part V are built around the opening theme suggesting rondo form.

The Dorian mode with tonic F and dominant ¢ is introduced in bars 1 -

6. There is regular rhythmic alternation of F and ¢ on beat one in

. each bar. Thekgl:;g_pattern‘in bars 1 - 6 provides an harmonic axis
suggesting harmonic tonality. In bars 8 - 12, there is regular rhythmic
alternation of F and G on beat one in each bar. (¢ is an upper neigﬁbour
tone to F suggesting melodic tonality. Thelnote on beat one in bars

8 - 12 is the lowest in each bar; A short chromatic paséage leads into
Part IT where E flst is the main tonic with this note being stressed in
a number of ways.

In Part II the tonic E flet and dominent B flat are frequently
heard in the bass. A recurring tremelo between these two notes begins
at bar 24, The lowest note in the passage is E flat which frequently
functions as a tonic pedal and is sustained., In bar 30 a dotted

rhythm begins, emphasizing B flat and D flat which sound together.

E flat is the higher of the two notes with D flet being a lower neigh-
bour tone suggesting melodic tonality. In bars 34 - 35 an E flat
triad is emphasized through a crescendo, this chord is then sustained.
A similar effect is achieved in bars 41 and 43, however, the chord

now emphasized is ¢ flat. E flat is still present in two voices in

both these bars. The detached gquavers in the last four bars of this
section are B flat the tonic, and B flat the dominant. This relation-

ship suggests harmonic tonality.
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In bars 53 - 62, there are bitonal transitions over ag
sharp pedal. This C sharp falls on the beat each time and therefore
forms the fundamental note in the fluctuating trills. The opening
melody is transposed in bars 57 and 61. This melody also appears in
its original form in Part III and Example 57 shows its reccurrence.
The melody is now transposed an octave higher and has three additional
voices against it

i) A crotchet melody begins on ¢ with both phrases containing
tonic F and the first phrase ending on F.

ii) 1In the demisemiquavers, F falls on each beat in the bar.

iii) The B flat pedal is the subdominant of tonic F, and the
relationship between these two notes is based on harmonic
tonality.

Example 57 : "La Danse de Fuck®, bars 63 - 66,
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In Part IV, D sharp has a tonic function. It occurs on beat
one in each bar and forms an augmented sixth with the overall tonic F

showing the breaidown of harmomnic tonality.
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The opening melody of Part V (Example 58) is acoompanied
by only two voices :
i)  The trill on A flat suggests harmonic tonality with A flat

being the third note of F minor tonic triad.

—_—

ii) The bass melody begins on ¢ which is the fifth note of F minor
tonic triad again suggesting harmonic tonality. The final six
bars emphasize E flat, although there is a strong feeling of F

minor. While B flat is sustained as a low pedal, F minor appears as a

triad in bars 91 and 93. A flat, the third of ¥ minor tonic triad, is
repeated over the bar line and sustained in bars g2 and 94. The final
ascending run shows the juxtaposition of two scales (ﬂ_flgﬁ_and E),
and the prelude finishes on a low detached E flat.

Example 58 : "ILa Danse de Puck", bars 87 - 96.
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(...La danse'du Puck)

Summary
The numerous relationships existing between tonics and

dominants, suagest harmonic tonality. wWhile most of the prelude uses



61

harmonic tonality, melodic tonality governs the overall choice of keys.
Tonic F used in the rondo theme and tonic E flat used in Part II and
again at the end of the prelude are neighbour tones and show that
melodic tonality governs the relation§hip between these two important

keys.

L) Minstrels

"Minstrels" is built of five sections., Part I comprises bars
1 - 34 3 Part II, with its direction '"‘Mogqueur," comprises bars 35 - 44,
and Part III bars 45 - 57. Part IV begins with the drum imitation in
bar 58 and continues to bar 77 and Part V consists of bar 78 - 89,

The mein tonic is ¢ ingpite of the following short passages
where the tonic changes: bars 28 - 31 are in E flat major. Bars 45 -
49 are in F sharp major. Bars 51 - 52 are in A EEEE.EEQQE and bars 55 -

56 are in A major.

Example 59 shows that the main tonic G is firmly established.
This note forms an octave in the bass which falls on beat one in almost
every bar. This octave is often preceded by its dominant (D), implying
a verfect cadence over the bar line, and therefore using harmonic tonality.
In bar 1 the right hand E:EEEEE strengthens the feeling of dominant on
beat two, because it is the leading-note of G and the seventh in the
dominant chord. An added sixth on tonic G is the essence of bars 9 -

10. There is repetition of material in Part I with some of the ideas

being repeated in the other Parts as well.
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Example 59 : "Minstrels's bars 1 - 12,

Modéré (Nerveux et aves humour)
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There is a momentary transition to F sharp in bar 18. F
sharp is established on beat one in bar 18 in the outer voices and is
followed by the dominant which is ¢ sharp major. The preparation for
F sharp in bar 18 comes in bars 16 and 17 where F sharp is sustained,
accented, played loudly, and repeated. Although bars 28 -~ 31 are in

E flat, A flat the upper neighbour tone to tonic G is stressed showing

the melodic relationship existing between A flat and overall tonic G.
A flst appears in each chord in the passage.

In bars 45 - 49, I sharp the lower neighbour tone to g
is stressed; this again establishes a melodic relationship. This
passage is diatonic to the key of F sharp. The triad of ¥ sharp is
heard on beat one, with F sharp forming the root of the chord in bars
45, 47 and 49. 1In bars 47 and 49 T sharp is preceded by its dominant
C sharp and a perfect cadence is established over the bar line showing
the use of harmonic tonality.

A Flat is the tonic in bars 51 - 52, This note is established

in the outer voices on a rortion of bzst one while the dominant of A
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flat (@ flat), falls on beat one again in both outer voices at bar 52.

These two notes (A flat and E flat) are upper neighbour tonesto ¢ and
D, the overall tonic and dominant of the prelude., Tonality within
bars 51 - 52 is harmconic as a result Qf the movement from tonic to
dominant, however, the overall relationship of these bars to the main
tonic and dominant of the prelude is melodic.

Bars 55 and 56 resemble bars 51 and 52, but have been
transposed a semitone higher with the tonic being A and the dominant
being B. Tonality within the passage is still harmonic while the
overall relationship established with the main tonic and dominant is
melodic.

Dominant D of the original tonic G, is emphasized in bars
58 -— 63, D is repeated in a triplet figure. The triplet is followed
by a clashing socond (D - C sharp), which falls on the beat. The
clashing second emphasizes melodic tonality while dominant D tends to
establish an harmonic relationship with overall tonic G.

Example 60 shows tonic C again stressed. After a brief
chromatic passage, 2 perfect cadence between bars 65 - 66 establishes
tonic G on beat one in bax 66 using harmonic tonality. The accented
passing note (&), heard against the tonic chord G helps to stress G.

A forms an upper neighbour tone to G and the relationship established

is melodiec.

Example 60 : "Minstrels", hars 63 - 67.
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The material from bar 78 to the end has been heard previously.
The final plagal cadence emphasizes tonic G. The G chord falls on beat
one in the final bar, where it is accented, played loudly, detached,

and has G as its highest and lowest note.

summary

"Minstrels" is mainly diatonic featuring traditional harmonic
progressions. Numerous sections have their own tonics which are
frequently combined with their dominants using harmonic tonality.
While tonality within the prelude tends to be mainly harmonic, the
overall relationship of the various tonics to the main tonic G is
melodic with the sectional tonics often forming neighbour tones to

tonicvg.
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CHATTER TV

THE PITIES ¢ Thelr Inspiration and Relation

to Their Respective Tonics.

A) Danseuscs de Delphes (hancers of Delphi)

’

It

)

reonerslly ogroed that this prelude was inspired by the

sculvtured form of three Pocchantes found on a pillar that is part of

the Louvre ccllecticn. Telphi, a city of ancient Greece, is the site of
the ruined Temple of Apnllo, the God of Oracles, Poetry, and Arts. The
Bacchantes arc in dance vosture, and one imacines that they perform a

religious ritual. The slately of their arms and the noble

movements of their hodies ave dignifisd and beautiful. . The character

of the dance ig 2chieved rusically in the following ways : the tempo

indlcation is "lent et srave,” with a beat of steady crotchets firmly

established in the ojpening bars; the tonic chord on beat one and the

domirant on ths third bert rive the dence 2 111t as in the first two

bars; and the hegvy chordal texture shiows the serious nature of the dance.
The gimple ternary form snd diatonic nature of the dance with

its traditional hermonic rrogressions and cadences, is well suited 1o

the rather dignifisd solran dance, A sense of floating is achieved

momentarily in the cucceszsicons of parellel chords, but these do not

emrhasize the btonic B

flat ov the dominant F. Overall propression and

the Final neod Cor "a:rivel"™ show the true nature of the dance.

‘iano Works of Cleude Debussy',

A4 .
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B) Voiles (sails, Veils)

The French word "voiles" means both "sails" and "veils."
Disagreement has therefore arisen as to the correct translation.
According to fhe musicologist Robert Schmitz, Debussy gave this
composition both connotaticns. 1 There is no need to decide between
the two translations although the majority of French asuthorities seem
to be agreed that '"sails" is more appropriate in this case. Alfred
Cortot visualized beats lying anchored in a luminous port, with their
sails flapping gently in the breeze. ¢ The recurring B flat pedal is
possibly symbolic of the ocean thus supporting the idea of "sails".
The whole-tone scale used in the opening motive could paint a "vague"
picture of a boat which gradually begins to move with the melody
beginning at bar 7. The term "vague" is aprropriate when dealing with
the whole-tone scale, because unlike the diatonic scale no particular
tonic is established, and therefore there is more freedom, The idea of
"veils" could be equally appropriate with the recurring B flat pedal
being symbolic of the holder of the veils. These are wavered gently
at first, then with more vigour in the middle section (beginning at
bar 42), and again gently at bar 48. The texture when compared to
that of the first prelude is transparent with three distinct levels
and therefore better suited to the subject matter.

"Voiles" relies on the predominance of the whole-tone scale

along with the pentatonic scale. These scales with their lack of tonic

Elie Robert Schmitz, The Pianc Works of (laude Debussy
(New York: Duell, Sloan and Pearce, Tnc.. 19§U). e 133

e Alfred cortot, The PPiano Music of (lsude Debussy, trans.
violet mdgell (London: Chester, 1922), p. 17.
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are more symbolic of freedom then is the diatonic scale., Wwhile tonic
B flat may sugeest the fixed ocean, or the holder of the veils, freedom
of movement is necessary for beth. This freedom is provided through the

use of non-diztonic scales.

C) Le Vent dans la plaine (The Wind in the Plain)

This prelude suggests a whirling, playful breeze with only
an occasicnal gust. The wind disappears in the final bars which should
be played in the quietest vossible way still allowing the sound to
vibrate - "laissez vibrer". The opening directions suggest the speed
and nature of the breeze., Tt must be "animated" and played "as lightly
as possible'. The semiguaver ostinato figure at the beginning appears
to "whirl" and the brief explosive forte passages beginning at bar 28
suggest "occasicnal gusts". There are only two places where the breeze
comes close to disavpearing and both sections have descending seventh
chords in guavers as opposged to "whirling'" single semiquavers. The
seventh chords are played pianissimo getting still softer as well as
slower.

This prelude is similar to "Danseuses de Delphes' in that
both compositions are in ternzry form. Fart T and Tart ITI emphasize
tonic B flat in both preludes. TIlowever, the presence of the pentatonic
and whole-tone scales in "Le vent dens 1a plaine!, plus use of the
Fhrygian wode, are better suited to the "wrirling' nature of the wind,
with its unpredictable swirling gusts. Tlse of the diatonic scale
featvring traditional harmonies snd cadences would tend to restrict

tonality and make the texture too hoavy.
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D) Les sons et les parfums tournent dans 1l'air du soir (Sounds and

Perfumes Swirl in the Rvening pir)

The title of this composition is a quotation taken from the
poem "Harmonie du soir" (Evening Harmony), by the Symbolist poet charles
Baudelaire. Nadia Boulanger finds "melancholy and solitude'" in the
music equivalent to the languor and mystery . of a summer night'". 1
Oscar Thompson feels that there is an acute awareness of all the senses
as one enters into the fantasy of the music. 2 The sounds and perfumes
are possibly symbolized in the opening waft-like motive which recurs
throughout. The meandering chords in bars 3 - 5, the wandering ostinato
figure beginning at bar 16 and the parallel root position chords in bars
34 - %6, suggest brooding melancholy. This darker texture is achieved
through lack of harmonic direction between the chords which exist as
pure sound. A swirling effect is created through the thinning and
thickening of texture as secen in the first bar, and also by the
movement from the ténic chord on A, to the escaped chord on B flat,
and back to the tonic in this same bar.

The rich sounds and'smells" in this prelude are complimented
with lush harmonies. Although one is transported into a world of mystery
which shows a fascinating awareness of all the senses, this is only

temporary. An earthy guality is achieved through the constant recurrence

of A major which is the overall unifyinz tonic.

Nadia Boulanger, Lecture/Masterclass on "Modern Music:
Debussy " (London, Royal college of Music, October, 1971).

Oscar Thompson, Nhebussy, Man and pArtist (New York:
Dover Tublications | Tne., 1967), p. 265,
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B) Les collines d'Anacapri (The Wills of Anacapri)

Anacapri is situated on the small island of Capri in the
Bay of Naples off the west coast of Italy. The island rises from an
azure coloured sea and the many hills on it are covered with vivid
scented flowers. An exhuberant joy and spirit abound amongs# the
inhabitants., This is expressed in ghe Neapolitan songs and the national
dance the tarantella, which uses a 8 rhythm. The joyous character of
the prelude is achieved mainly through Debussy's choice of melodies
and his exhuberant ending. The ending is possibly indicative of the
abandonment and spontaneity of the people. An ascending flourish,
played as loudly as possible in a high register, carries Debussy's
direction "Iumineux" (from the French word "lumilre" meaning light):
where there is light there is life! A sense of excitement is also
achieved in Debussy's deceiving sense of acceleration through his use
of hemidemisemiquavers., The following examples show how Debussy
achieves a sense of life ahd joy:-

Example 61 : "Les collines d'Anacapri", bars 14 -~ 15.
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Example 61 achieves the feeling of a tarantella through the speed and

lightness of the passage, as well as the false accentuation on ¢ sharp

and A sharp which creates a sense of two in the bar which is a feature
of the tarantella. mxample 62 uses the style of a popular Italian
street song and Debussy takes liberties in his tempo directions.

"Les collines d'Anacepri' is basically diatonic and features
traditional harmonicAprogressions. The tonic key of B major is almost
blinding in its presentation. The title paints a picture of an Italian
landscape, and the open-hearted scng-like nature of the music is well

sulited to & colourful picture of Italy and her exhuberant people.

F) Des pas sur la neige (Footsteps in the Snow)

The visual image evoked by the title is augmented by Debussy's
directions which describe the opening rhythm. He says it must have
"the sonorous value of the aessence of a sorrowful and frozen landscapev,
A sense of melancholy, isolation and despair prevail. The opening
ostinato figure with its hesitant rhythm, together with the slow tempo,
gubdued dynamics and ending which fades into nothing, all seem to verify
the stillness that surrounds the desolate scene.

This prelude with its sense of melancholy, isolation and
despair, is well suited to the modal-minor style of writing. The tiny
mysterious opening {igure that recurs, is built on the first three notes

of D minor and symbolizes the footsteps and the path they must tread.

! Debussy's inscription at the beginning of the prelude.



71

@) Ce'gu'a vu le vent d'Ouest (What the West Wind Saw)

In Prance, the weét_ﬁind"is 8 powerful destructive element,
since it gathers tremendous force while moving‘acrosgltﬁeiAtlanticr
Ocean, Tt wreaks havoc upon éll'ih its path, siﬁkiné éhiﬁs, battéring
‘”oiiffé;rand demolishing houses. ! In contrast with "Le Véntwdéns la
plainé,” thig prelude suggests a t"153"t1<:‘3.-'113I',‘ It has a nlghtmarlsh quality
rese@biingrﬁﬁér Erlkahig" of fhe "Paust Drama", and exhlblts an almost
péBﬁiOnafe fascination for evil. Debussy aoieves the tremendous power~ |
_:and force of thé wind in vafibué‘waySa His openlng dlrectlon "Animé
~et tumultueux", shows the nature of the musio. There‘lsra‘cqnsiderable
rénge'Of.dynamics with both extremes of the plan0 be1ngfu§éd, 'Undef; 
. currents are created thr@ﬁgh thé many upwéfd surging passéges,which often’
have a‘¢£escendo‘as'in bar 5. Short hoté values éccur‘frequéntl& épd :
these hélp to create a sensé of urgeﬁcy‘and animation.‘rFinally, ldw
fremelos and large chﬁrds suggest the driving force and powerfbeﬁiha the )
Qind.

In common with "Le vent dans la plaine "y this_pﬁelude is in» 7
ternary form. It also uges the whole-tone and pentatohic scales which
are’ﬁdre‘fiekib]o than the diatonic gscale. While F sh&rp is empha81zed
- in Part 1 and Part III,; Part II has mimerous tonal centers,‘and 1ts‘
changing qudality hélps to characterize the turbulent nature of the’

west wind.

1 mlie Robert ¢ chmlfz, The Piano Works of Debussy (New
York Duell, Sloan and Pearce, Inc., 1950); pe 147,
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H) la fille aux cheveux de lin (The Girl with the Flaxen Hair)

The source of inspiration for the prelude was a poem of
the same name by Leconte de Lisle found in his collection Podmes

R . 1 . . .
Antigues : Chansons Ecossaises : A young Scots girl sings a simple

open-hearted song in the mornibg sunshine. The nature of the prelude
is song-like with the opening melody being '"'clean" and "pure", The
music like the poem is rather conventional when compared to other music
and verse written about the séme time. Martin Cooper suggests that the
prelude might have been written at an earlier time than the other
preludes in Book I. 2 Whenever it was written, the evident simplicity
and conventional style of writing acieve a masterful musical result
which comes only with maturity.

This prelude reflects the pure innocence of a young Scots
girl. The song-like nature overrides any earthy quality which might
be suggested through the use cf familiar diatonic chords and cadences.
The s tyle of writing with its simple form and key siructure is well
suited to the unscphisticated imagery of the title. G flat is the
main tonic in Part I and Tart ITT while Part II stresses E flat. The
opening melody uses the pentatonic scale and has a dream~like quality
which might suggest brief reflective moments of fantasy in the Scots

girl's mind.

1 Flie Rebert gchmitz, The Piano Works of (laude Debussy
(lew York: Duell, Sloan and Pearce, Inc., 1950), p. 149.

2 Martin Cooper, TFrench Music (London: Oxford University
Press, 1951), p. 1%9.
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1) La sérénade interrompue (The Interrupted Serenade)

The title of the prelude implies a sequence of events that
might gasily suggest a story. A number of factors combine and confirm
the cheracter of the misic sz being destinctly Spanish with the music
following closely, the idea behind the title. Serenading on guitars
is part of Spanish tradition. This instrument is suggested in the
opening direction {quasi guitarra} together with other guitar-like
effects such as "rasqueado" (strumming) in bar 32. DPars 1 - 18 are an
introduction and sugrest that the sercnader is tuning his guitar and
warming up. His song begins at bar 19 and he is interrupted three
times in the prelude, at bars 46, 80 and 87, A rhythm that is typically
Spanish is apparent in Txample 63 and the augmented second which is
typical of "ticovish" melody is soon ipn mxample 64.

Example 63 @ "Ia sérénade interrompue," bars 76 - 79.
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Example 64 ¢ "La sérénade interrempus,” bars 954 - 60
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“1a sirédnde inlerrompuc” relies on the teonal contrasts
hetwaen seclisne ror its eflectivensss. ™he tonic esteblished in

the "interroption? at bar 80 is D, ~nd this contrasts strongly with
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the two main notes stressed in the "serenading" sections (F and B
flat). An important feature of the serenade is the "Moorish"
melody which was seen in Zxample 64 and the strumming guitar effects

seen in bar 2%. Both of these stress F and use melodic tonality.

J) La cathédrale engloutie (The Submerged Cathedral)

According to numerous musicologists, the prelude is based
on a medieval legend told by the fishermen of Brittany. The cathedral
of the city of Ys was engulfed during the fourth or fifth century
because of the impiety of the inhabitants. 1 At sunrise when the
sea is transparent and the air is clear, the cathedral rises from the
depths of the ocean and is seen as an example to the potentially
impious. Strongly believed in, this legend has long been the center
of religious, poetic, and scientific observation. As the cathedral
rises, the tolling of bells and the chanting of priests are heard.
The style of writing, with its chprds using parallel fourths and fifths,
and frequent vse of modes, suggests the Middle Ages where organum and
the use of Church modeg were common. The many sustained low bass
pedal points could be symbolic of depth, and the cathedral submerged
in these depths.

The style of writing is well suited to the medieval legend.
The use of medes a2nd the writing of parallel chords and organum,
help to create an archaic-type sound. The various tonics with C

being the final one pive regquired depth.

1 lie Robert gchmitz, Eme Piann Works of Debussy (New
York: Duell, Sloan and Pearce, Inc., 1950), p. 155,
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“K) Le. Danse de Puck (The Dance of Puck)

Puck, the impish mischief-maker of William Shékespeare's
"A Midsummer Nights' Dream", is Debussy's source of inspiration here.
This dance creats a mood far remoﬁed from that of the solemn dancers
of Delphi. The character of the dance is achieved musically in fhe
following ways : the tempo indication ( ‘b = 138) has the direction
"Capricieux et léger"; the dotted rhythm, fast moving runs and
arpeggios are possibly indicative of Puck's nimbleness. Alternation
of the toni¢ and the dominant from bar to bar in the opening theme
gives the dance a 1ilt almost tending towards a coquettish swagger.

"lLa Danse de Puck" igs different to "Danseuses de Delphes",
although both preludes are dances. The former is no longer in ternary
form beginning and ending in the same key. The recurring rondo theme
heard at the beginning emphasizes tonic F. One expects the prelude to
end on F with the return of this theme at bar 87 emphaéizing_g, instead,
B flat (the main tonic in Part IT), replaces F. It is as if Puck
the mischief-maker, fools us by making F seem the tonic until the very .

end where he suddenly replaces it with E_flat;

L) Minstrels (Minstrels)

This is not the medievsl scene of troubadours serenading
_under castle windows but America in the 1820's. Here Negro heritage
was expressed by household servants on plantations who put on minstrel
shows. A typical show contained songs, dances, and acrobatics, inter-
spersed with jokes. A variety of acts with rapidly changing moods was
characteristic. Exciting.rhythms.were a feature, and the jazz elements
which these shows revealed were scon to Ee followed by ragtime, trots,

blues, the Charleston, and Black Rottom, all sources of rhythmic
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fascination for Buropean composers. 1 These minstrel groups started
appearing‘in Furope around 1900 at fairs and on the broadwalks of
seagide resorts. Characteristic instruments that added rhythmic
complexities were bones, tambourines, scratchy banjos and drums. The
varied nature of the music with its rapidly changing moods is ideally
suited to a minstrel show. The two-note clusters in bars 9 -~ 10

suggest a tap dance. The low figure ¢ - B - ¢ - E in . bar 35 could

be the beginnings of a comic story. Drums are imitated at bar 58, and
a more serious side to the show is suggested in the expressive chromatic
ascent beginning at bar 63, This pessage might be a hint of a love duet
where "he" promises her the world! Humour is evident as indicated by
the annotation at the beginning of the prelude.- ("Nerveux et avec
humour") and the final disappearing ending with its two short staccato
notes, shows the light hearted nature of these shows,

"Minstrels" captures the contrasting variety of moods generated
by traditional American minstrel shows. These changing moods are achleved
mainly through variations in texture and rhythm. Sounds such as the
banjo imitation beginning at bar 58 and the suggested tap dance beginning
at bar 9 are two of many contragsting sections well suited to the
inspiration behind the title. The simple diatonic style of writing
featuring traditional harmonic progressions and centering around tonic
g, provide a foundation upon which to build traditional American minstrel

gounds.

1 Elie Robert Gchmitz, The Piano Works of ¢laude Debussy
(New York: Duell, Sloan and Pearce, Tnec,, 1950), p. 160.
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CHAPTELR V

SUMMARY AND CCNCLUZICNS

Analyses of Debussy's use of specific scales, modes,
chords, and parallel successions of chords in his preludes show
how he was able to establish a new concept of tonality and blend
two different tonal worlds.
Accepting that there are two types of tonality, as has
been elucidated in chapter I, detailed analyses of each prelude
enable one to draw the following conclusions
1. Melodic and harmonic tonality are equally important in
establishing the main tonics of the preludes.

2 Certain preludes use mainly harmonic tonality, while others
use mainly melodic tonality, snd some of the preludes combine
both types.

Table I shows that three of the preludes use mainly hsrmonic
tonality (i.e. nos. I, y_and.ygll); two of the preludes use mainly
melodic tonality (i.e. nos. 1I and yg}, and the remaining seven
preludes use a mixture of both types (i.e. nos. III, IV, VII, IX, X,
XI and XII).

5 A close interrelationshiyp exists between each prelude's title,
its resrective tonics, and the corpositional choice of materials.
4. Tonics can be emphasized in a wide range of ways to assist in
the establishment of tonality. These ways are listed briefly
and supported by examples talen from Debussy's Preludes in
Rook T i~
a) A tenic moy be stressed through the use of form as seen in

"Donseusss deo Dol phes™ wihich is in terneryv form and has the
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tonic emphasized in Part I and Part ITII. On the other hand
"La Danse de Puck" which is in rondo form emphasizes the tonic
in each recurring rondo theme..

Tonic emrhasis may be closely linked with the title which
suggests a sequence of events ("La sérénade interrompue").

A recurring motive giving oversll unity to a prelude may
emphasize the tonic ("Les sons et les parfums tournent dans
l1tair du soir"),.

The tonic may be emphasized in harmonic progressions sﬁch as

IV-V~-TIorI -V -1I as in Example 26.

Modal passages revolve around the tonic. If a passage combines
two. modés (eg., The ionian mode and Mixolydian mode as in Example
13) both with the same tonic, this note is given additional
emphasis. |

The tonic and dominant of a specific key may be given regular
rhythmic alternation by falling on beat one in successive bars
(Example 11), or a specific Thy thmic pattern may be set up within
the bar as in bar 58 of "Minstrels".

The tonic may function as a pedal point in any voice. 1t may

be a single note, or it may comprise an open fifth with its tonic
doubled as in the final bar of "la Cathédrale engloutie". A
pedal is frequently found in the bass and it may form an ostinato
pattern throughout the composition ("Voiles").

If a tonic is approached by its upper or lower neighbour tones

it is given emphasis. In certain instances the tonic and dominant
are combined and both abproached in this way, as in bar 25 of "la
sérénade interrompué". | |

The tonic may be repeatéd as a single note (see the opening bar

of "Le Vent dans 1a plaine"), or it may feature prominently in a
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chord which is repeated by being the root of that chord as in
bars 1 and 2 of "Danseuses de Delphesn, Here B flat occurs

on beat one in both bars.

The tonic is often the highest or lowest note in a phrase or

a whole prelude. 1In bars 47 - 51 of "La Cathédrale engloutie"

G sharp is both the highest and lowest note in the phrase, while
in "Voiles", tonic B flat is the lowest note throuéhout.

The loudest or softest note or chord in a phrase, or a whole
prelude, may be the tonic or a chord built thereon. The

loudeét note may be given additional emphasis +through accen-
tuation such as an accent marking or sforzando, or by being detached
in contrast to a previous passage which required a legato touch.
The final added sixth chord built on the tonic F sharp in "Ce
qu'a vu le vent d'Cuestn, is very loud and. emphasized. In contrast,
the final bars in "Le Vent dans la plaine" are very soft and
emphasized.

The tonic may form a pivot around which the other notes in the
passage center (Example 28).

A single tonic, or tonic chord, may be sustained longer than the
other notes in the passage (Example 50).

The tonic may be heard simultaneously in two, three and sometimes
even four octaves. Bar 17 in "Ce qu'a vu le vent d'Ouest", shows
tonic F sharp sustained in foﬁr'octaves simultaneously.

A phrase often begins and ends on the tonic, or a chord built
thereon., In bars 7 - 9 of "Ce qu'a vu le vent d'Ouest", the
phrase begins and ends on the tonic chord of F sgharp.

The tonic falls on strdng beats of the bar frequently. A tremelo

between the tonic and any other note may occur, with the tonic
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falling on the beat each time (bars 10 - 14 of "Ce qu'a vu le vent
d'Ouest”"). 1In a passage containing trills the tonic generally falls
on the strong beats. An arpeggiated passage may be built on the
tonic and dominant, with the tonic falling on the main beats as

in Example 55. Tn an ostinato passage as seen at the beginning of
“Le Vent dans la plainen the tonic B flat falls on the beat each
time.

The lowest or hishest note in an arpeggiated figure may be the tonic.
The tonic G flat which appears in the second to last bar of "La fille
aux cheveux de lin", ig arpeggiated and the highest note in the
prelude,

The tonic may be stréssed through pitch alteration (eg., G flat -

B flat - ¢ flat as in Example 50).

A leading-note approach to the tonic when modulating between two
keys may helvn to stress the tonic. In mxample 34 the passage begins
on ¢ (the 1eading~ﬁote of the already established key of A flat)

and ends on Q.EEEEB.(the leading-note of the key to follow, which

is 4).

There is additional emphasis of the tonic if this note is approached

Troem its leading~note which has been enharmonically changed as scen

in bhars 31 ~ 32 of "Los pas sur la neige™.
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