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Claude Debussy lived at a special point in the history of
Music: the turning point from the nineteenth to the twentieth
century. As many of his contemporaries did, he tried to free
himself from all the limitations of functional harmony and
tonality. Instead of using extreme chromaticism, he employed
medieval church modes, whole-tone and pentatonic scales,
planing, stepwise root movement, and harmonies built on
intervals other than the third. All these factors tend to
reject local tonal hierarchies and help to achieve tonal
ambiguity.

This study traces the gradual shift from clarity of
tonality towards tonal ambiguity in Debussy's piano music and
examines a variety of compositional techniques that he

applied to achieve tonal ambiguity in each work.
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CHAPTER I

INTRODUCTION

In tracing Debussy's piano works from his early tqﬁlate_,u

years, we can see many changes in his compositional 2
technique. One of them'is the gradual shift from clarity of
tonality towards tonal ambiguity. Debussy has enriehed the
musical language hy various means, sueh as use of medieval
modes, whole-tone and pentatonic scales, planing, stepwise
root movement, and harmonies built on intervals other than
thirds. His approach to‘harmony'established nevarinciples
of consonance. and dlssonance, and expanded the concept of
key. As a result, he freed harmony from the rlgldlty of’
traditional tonal functions. 7

The purpose of ‘this paper is to traeesthis_change by
presenting'nnsical-analyses.and discussing those varioust
features whichyemphasiZe or deenphasize tonality.’ The
musical analyses'arelmainly focnsed on the way tonality and
'tonal amblgulty are achleved in- 1nd1v1dual pleces
’Comp051tlons dlscussed in thlS paper are llmlted to those by
;Debussy for plano solo written between»1888 and 1915 |

In his eariy.years, Debussy's. comp031tlonal style is
traditidnal) eyen‘theugh his teaeher, Emlle Durand, descrlbed'

‘Debussy‘as 'a pupil with_a considerable gift for harmony;rbut,




2

despefately careless"! or "a disturbing element in the.theory
class"2 at the Paris Conservatoire. For example, the
harmonic materials used in Deux Arabesques (1888) and "Clair
de lune” (1890) are quite similar tdlﬁhose in the late |
Romantic style, énd maintain a strong feeliné of tonality.
However, there can be found several seeds which weaken
tonality, such as the use of modality and pentatonic harmony
in which the tonal cehtér is in doubt, and there is a
tepdency to avoid cadences.

The first remarkable change in Debussy's piano literature-
voccurs‘in Pour le Piang, which was published in 1901. One of
its significant_characteristics is the way in whicthebussy
treats tonality. Inithe‘firstvmovement,'ﬁPréiude," Debﬁssy
intréduéés a large section based on whole-tone harmony iﬁ".

‘ which the tonal center is suspended. Hé uses two'diffe:eht;M 
whdle—tone‘sdaies alternatély in thié«piéde; and he continues
thié‘practiée:ih,his‘latef works. = Roger Nichols discusses
‘"Sarabande, " the second mbvement.of'zggﬁf;g_gigng,gas

follows: | | | B

For the first time in Debussy's piano works there are
_.times when' tonality is momentarilyvsubmerged.3=, -

1 Rbger4Nichois; "Debussy, Ciaude,ﬁ The New Grove Dictionary -
" of Music and Musicians (10th ed., 1990), V, 307. o

-2 Petér_S._Hahsen, : i » o Twentieth ntur
 Music, 3rd ed. (Boston: Allyn and Bacon, 1971), p. 13.

3 Nichols, op.léit., p. 304.




In "Sarabande," there are several'factors which weaken

tonality. The tonal center is unstable because of the
avoidance of diatonic progressions and the lack of leading
tone resolutions. Planing is used extensively. Root
movement by third is also employed. Unresolved nonharmonic
tonés and chromatic alterations are also frequently employed
in'this piece.

Debussy continues in later works to experiment with tonal
ambiguity, and both whole-tone harmony'ana modality are used
frequently. There are several works in which whole-tone

_harmony plays an important role, such as "Cloches ‘a travers
les feuilles," from Images Book 1 (1905), and "Voiles," from
' R;é;ngga_aggk;; (1909).‘ In "Voiles," the'whole—tone harmony
negates the tonality. throughout the piece, éxdept for the '
shc;t middle section based on pentatonicAharmony.  The'use
ofimodality is alsé expanded. 1In "Hommage'a-Rameau," from

. ;magga_ﬁggk_l‘(1905)‘and'"Et la lune descend sur le temple
qui fﬁt,"Afrom.lmaggs;ﬁggk_z_(1907), there'is arfrée usé of

‘ éhromaticism in édditidn fd the,mOdaiity,,which rendefS"
ténality_ambigﬁous} | Z ‘

, ’Weican sée a éeﬁbhd remarkablélqhéngé”in ﬁhe,wdrksv
written iﬁ 1913;v.The harmoniq haﬁeriais>p;e3entgd.iﬁ A
"Broﬁiilards;"_ﬁheléécond pigcé iﬁ<R;§1QQ§§_§ng_g; go faé“
beyohd those brésehted_in the'earlief WQrks;A The use.of
'-bitonality déstrpyslthe estaBlishmeﬁEnof a‘ciear ton;l‘Céntér 

" throughout the piece. This bitonal effect reaches maturity




in the last piece of the Préludes, "Feux d'artifice}" ‘Here

' we can see other devices which cause tohal ambiguity, such as
the alterna;e use of the two different whole-tone scales, the
conflict between the black keys .and white keys, and the use
of polychords.

Among the pieces from Etudes, written in 1915, we can see
many éharacteristics that Debussy has already introduced in
the earlier works. However, the treatment of tonality is
much more radical. Roger Nichols says that "Pour les degrés
chromatiques" and "Pour les notes répétées," both from
Etudes, stretch tonality beyénd the limits of what was
generally considered comfortable in 1915.4

On the other hand we.can still find pieces among the‘:
later'works'which a:e;very diatonic~and maintain strong

tonality. Examples-ére'"Bruyéres,"»from Rxé;gggg_ggék_g, 
(1913) and "Pour lés cing. doigts,"' from Etudes (1915). |

| In-cbhcluéion, ﬁwo'different trends in Debussy's piano
music can be seen,  One 1is the trend thch is éxperimental in
terms 6f,tonal'ambiguity,‘and,phé other is the trend.whiéh
 rétains traditionai diatonic ha:mony;l Iﬁ_this;tﬁesis,I Qill 8
discuéS'mainly‘the first trend,’ ahd*cémpare the'techniques 
that Débussy used té_Wééken tonality f;¢m:hi$'early_;Q iatéff

‘works.

4 Nichols, op. cit., p. 306.




Definitions

The following terms will be used in this study:

Egna;i;y;-the organized relationships of tones with
reference to a center, the tonic, and generally to a scale of
which the tonic is the principal tone.

Atgna;ity;‘the absence of tonality and the absence of._
key. It is the antithesis of tonality. In atonal music
there is no central tonic or diatonic harmonies functionally
relating to it.

Mggalitygga‘musical system based on the use of a mode or
nodes,'asAdistinct-from major-minor tonality.' It is also
often_applied to the'presence within predominantly tonal,

. works of features describable inAterms Of'the'modeS'or music
that is dlatonlc to 51gn1f1cant degree but not clearly an
example of ma]or-mlnor tonality. The term has been applled
to_aspects of'the music-of.Debussy and' of twentleth century
composers often‘termed "neoclassical” in their'ayoidance of
extreme chromaticism,

Q;atgnig;.music‘basedfupon’any najor or pure.minor»scale;
1or any church mode,,as dlStlnCt from chromatlc - '» »

Qh;gma;;gd music whlch freely employs tones out31de of a
dlatonlc context | | |

Egn;a;gn;gﬂ a. scale con51st1ng of flve pltches or pltch

chasses, and muslcrbased on such a scale. In thlS paper the




term is only used for a scale méde up of the interval cycle
as follows: M2-M2-m3-M2-m3 (e.g. C-D-E-G-A-C). ‘
Whole-tone scale: a scale consisting exclusively of whole
tones. It includes six pitches in each octave;:only twb
different examples can be constructed from the twelve pitch
clésses within the octave: C—D—E-F#-G#-A# and C#-D#-F-G-A-B

(or their enharmonic equivalents).




CHAPTER II
GENERAL DISCUSSION OF TONALITY IN DEBUSSY'S MUSIC

Robert Schmitz' book, The Riano Works of Claude Debussy’
covers all of Debussy's piano solo works. Schmitz presents a
historical background and etructuralianalyses of the works,
with emphasis on performance interpretation. He also touches
on the use of tonality in Debussy;s music, referring to
bitonality, bi-modality, polytonality, and othef harmonic
resources. Frank Dawes' Debussy Piano Musigl is concise, yet
covers many of Debussy's piane WOfks. In the book he says:

DebusSy'slfree?ranging tonal adventures do not imply the

destruction of tonality, though they bring about a .

weakening of the old magnetic poles, which -are tonic,

dominant, and subdominant.. A near-permanent tonal
ambiguity glves his -music an. almost unrivalled

flex1b111ty

Some sources deal prlmarlly w1th the subject of tonallty
and thal amblgulty;' In I9na;;LxL_Atgnal;Lx+_RanLQnalALzl8'

Rudolph Reti writes that Debussy built a new positive concept -

.5 E. Robert Schmitz, Ihe_R;anQ__gska_gﬁ_ciauge_nabuaax (New '

" York: Duell, Sloan & Pearce; 1950)

‘6 Frank Dawes, Debusaz_RlanQ_Mua;g (London British
Broadcastlng, 1969)

- 7.1bid., pp. 11-12.

8 Rudolph Retl, I9nal;L1‘_A:Qnallzxa_zanzgnalltx (New York:
Macmlllan, 1958), p. 30.




of tonality in music which Reti calls "pantonality."
According to Eric Salzrnan,9 Debussy was the first composer to
substitute successfully another set of values, a kind of
musical thought based on symmetrical patterns and structures
with a highly weakend directional motion and thus a very
ambiguous sense of tonal organization. Jim Samsonl0 says
that Debussy evolved abhighly personal tonal language in
which major-minor elements play a subsidiary role, taking
their place beside harmonic phenomena which are disruptive of
traditional tonal functions. Peter Hansenl!l! writes that
Debussy made his strongest contributions in the realm of
harmony, and his contributions attacked the foundations of"
tonality' Hansen also writes. that Debussy S loosenlng of the
bonds of tonallty and free treatment of dlssonance opened

v1stas for composers. as disparate as Bartok Schoenberg, and

StraVlnsky 12 In A Study of Twentieth-Century Harmony,'3

9 Erlc Salzman, WW&W 2nd
ed. (Englewood Cllffs .Prentice- Hall 1974), p. 22.

10 gim Samson,dMusig in I:ansi:ign_(New York: W. W. Norton,
:1977), pp.,22-3} o S :

11 peter S. Hansen, An Introduction to Twentieth Century
Mus;g, 3rd ed. (Boston: Allyn and Bacon, 1971),’p,'29.

12 Ibid., p. 32.

13 René Lenormand, A Study of Twentieth- Century Harmony

(London Joseph Wllllam, 19240), p. X.




René Lenormand calls Debussy the "chief of the new modern
school, " because of the audacity of Debussy's harmonies.
There are also many writings about Debussy's use of
tonality in individual works. With her musical analysis of
"Sarabande” from Pour le Piano (1901), Ludmila Ulehla
describes many difficulties in determinig tonality.l4 David
Burge says that "Reflets dans l'eau," from Images Book 2
(1905), demonstrates Debussy'’'s ability to balance tonal and
non—tonal.writiﬁg.15 John Kenneth Adams writes that
"Brouillards" and “Feux d'artifice", -both from Préludes Book
2 (1913), are bitonal and veering towards the very edge of
tonality.l6 Richard Parks talks about the use of tonality in
hi3<article bn "Pour ies degrés chromatiques,"” from Etudes
'(1915), as follows:
Whether Debussy wrote atonal music is a refractory issue
which has yet to be addressed systematically. It is
possible to contemplate the natures of tonal and atonal
contexts, for the moment setting aside the question of
whether these contexts encompass entire compositions or
only parts. - The reader may decide if the "Chromatic

Etude"” is an atonal piece; regardless, it surely contains
atonal co'ntexts.17 ' o

14 1ydmila Ulehla, chremngrarx_ﬂarnmx (New York: Free
Press, 1966), 182-84. :

15 pavid Burge, "Striking Harmonic.Juktapositions'iny
'Debussy's-'Reflets dans l'eau'," Keyboard, XII'(I986),’34

- 16 John Kenneth Adams, "Debussy Sketches, Manuscrlpts, the'

‘Preludes and Etudes " Ihe;E;ang_Quartgrly, CXXIX (1987), 41,

17 Richard Parks, "Tonal Analogues as Atonal Resources_and"‘=
Their Relation to Form-in Debussy s Chromatic Etude " Journgl

of Music Theory, XXIX (1985), 33.




10

Dean Elder, in his article on "Pour les huit doigts,"
also from Etudes takes a more conservative viewpoint:

Debussy's tonalities have been described as free, but he
never lost sight of a basic tonal organization of a

piece, even in his later works.!8
Furthermore, Robert W. Ottmanl® describes the treatment
of tonality in Debussy's music as follows:

There is no break with tonality in the music of Debussy.
A key feeling is maintained though it is often vague, and
at times missing for short periods by devices to be
presented shortly (but never by the traditional series of
diminished seventh chords). Frequent use of long pedal
points on the tonic against more or less established
progressions in the upper voices maintain tonal
stability.

‘ACCOrding to the literature mentioned above, there are
different ways of approachlng Debussy s use of tonality. A
_p01nt of focus in this study 1s.‘"What factors determlne
_tonality, or’tonai,ambiguity?":_Mark'DeVoto descrlbes_the
term."tonaiity" es follows: .

A particular tonallty or key is deflned and relnforced by
the presence of a tonal center, embodied harmonlcally in
the tonic triad; by harmonic progressions pointing to the
tonic, especially by strong cadences; by pedal points and
ostinato basses, and by essential diatonicism as opposed
to chromaticism. Avoidance of the tonic, whether by

~direct deempha31s of the tonic triad itself, by.

.. suppression of the dominant harmony-that points.to.it, or

' 'by deceptive.cadence, may weaken the sense of key or
divert it toward another center. So may emphasis' on
chromatic-  chords, on chords with many dissonant pitches,

18 pean Elder, "Stewart Gordon on’ the Debussy Etudes,
Q;gy;gx; XXVII (1988), . ' :

19 Robert < W. Ottman, Ady_angesi_ﬂa:mgny_. 3rd ed. (Englewood
Cliffs: Prentice-Hall, 1984), p. 316... ‘ . '
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or contrapuntal writing. Continuous modulation involving
many chromatic chords may suspend the sense of key

entirely for a time.20

In his'article on "Harmony," Mark DeVoto describes the
characteristics of harmony in twentieth century music, as
opposed to classical diatonic harmony:

The liberation of diatonic harmony can be said to have.
arisen through two means: the elimination of classical
functions and voice leading, and the invention of new
chord forms "for their own sake." The first of these
meant above all the weakening of the dominant function
and an increase in modal, third-related progression,
tendencies first evident in the nineteenth-century
nationalists but carried further by Chabrier, Fauré, and
Debussy. The dominant function was weakened by lowering
the leading tone in the dominant chord, by adding
unresolved nonharmonic tones, and by substituting other
chords for the dominant in cadences. Classical voice
leading ‘was replaced by a.generalized stepwise
connection, making possible a freely parallel harmony in
~ fourths, flfthS, seconds, complete triads, or even major
ninth chords. ' Debussy's works abound in parallel chord
formations of all types, gulded 1n each case only by the
melodic lines that they sustain. :

A whole roster of chord types can be demonstrated during
the approximate period 1890-1920, including unresolved-
major ninths, elevenths, and thirteenths, or any of these
with chromatic alterations, chords of stacked seconds
(tone clusters); combinations of these with unresolved or
. simultaneously resolved appoggiaturas; and many different

" kinds .0f polychords. Debussy's modal harmony arises in
part from the frequent but constantly changing use of
different modal and pentatonic scales; the whole-tone
scales, generating augmented triads, also appear: ‘

. frequently, sometimes completely dominating the

“harmony.2l ' L .

20 Mark DeVoto, nTonality, "Ih.e_ugw_ﬂamrsi_mmgnaruﬁ .
_Mu51£_ Edited by Michael Randal- (Cambridge: Belknap Press of .
Harvard. Unlver31ty Press), 862. ' T ' -

21 pevoto, !'Harmony, " Ihf;um_ﬂarxamm;umgm ’
p. 368. S ' o I
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Factérs which affect the tonal ambiguity in Debussy's
music can be divided into three categories: (i) the vertical
dimension: chords and siﬁultaneities, (2) harmonic
relationship and tonality, and (3) the melodic dimension:
scales and pitch collections. The specific factors which

'belOng to these three groups are the following:
The Vertical Di .
1. Extended dominants (ninths, elevenths, and
thirteenths)
2, Tone clusters
3. Polychords
'4. Chords with added- tones

5. Quartal and quintal chords

6. Whole-tone chords (including augmented triads)

1. Modal harmony
2. Thirdvfelated progressions
3. Unorthbdox:resolutiOn of'dOminahts
4, Rbot-progreséions by Step :
‘SL Planing -
6. PoLytonality
7. Pblymodaiity.:

8, Modal cadences
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Ihe Melodic Dimension

1. Unresolved nonharmonic tones
2. Modal scales

3. Whole-tone scales

4. Chromatic scales

5. Pentatonic scales

6. Gapped.scalés (for example, C-Db-E-F-G-Ab-B-C)

The following chapter will analyze particular piano works
to discover the use of these factors and trace the gradual-

change from strong tonality to increased tonal ambiguity.
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CHAPTER III
ANALYSES

Several pieces representing Debussy's developing style
are analyzed here with respect to their use of tonality. 1In
addition, pieces which share the traits encountered will also

be briefly described and compared.

The harmonic materials presented in this piece resemble -
those of the late Romantic style. ' Among the four pieces in
_ﬁg;;e_gg;gamgagug (?Pfélude," "Menuet, " "Clair de lune," and
."Passepied");v"Ciair de lune" is:the only piece in whieh“
kiDebussy did»noﬁ aﬁply modal-ﬁarmonya. Bésieally the piece is
diatonic, ahd’ipcludes some use of pentatonic harmonies.: The
beginhihgrof'thevfirst‘theme'in mm. 1 tog3'suggeste a _
pentatonic ecale,;bb—Eb—F-Ab—Bb,aﬁd_the_tenal’center; DE is

clearly established (Ex. 1).

. Ex. 1. Clair“de lune, mm. 1-3.
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Triads with added sixth are also frequently employed. In

Ex. 2, Debussy uses this type'of chord successively (Ex. 2).

Ex. 2. Clair de lune, mm. 57-58.

[d
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The harmonic materials in the "First Arabesque, " which a
was wiitten two.years earlier than "Claii’de lune," are very
similar‘tc thoee in "Clair de lune." . Both are quite
diatonic, and 1nclude frequent use of pentatonic harmonles,
many extended domlnants and triads w1th added 31xth One'
-augmented trlad can be found in each of the pieces.

The resolutions of nonharmonic tones are_very traditiOnal
-in_"Ciair.de lune". jVarious typee of cadences are employed
f in.the piece,;ench as authentic, deceptive;'and cadences
';nsing third relations.i The last cadence in the plece 1s
Quite interesting: The final V-I is followed by 'seven
',measnres_using'the‘chcrdrprogressidns QI-iiibeIIG,'Which

: endsfwith bIII6-I (Ex. 3).
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Ex. 3. Clair de lune, mm. 66-72.
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- In summary, "Clair'de lune" presents some'characte:istics‘>
of the late Roméntic style such as exteﬁded_dominants'ahd |
»‘vthirdﬁrelated progressions,- but also ihc;udes SOme,hateriais”
which remain as DebUSéyls’own,harmphic iéhguagekin_his’ia;eﬁ

.years, such as pentatonic scales and triads with added sixth.

‘Brélude, from Pour le Piano (1901)
, gggg_lg_giang,-written bétween‘1886vandw1901, is a setuofb'
': three pieces: "Préludé,ﬂ_"sarabande," and "Toccata."

'Although the three titles sound traditional, we can see
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various. experiments that Debussy tried in them, in terms of
the treatment of tonality.

In "Prélude," there are contrasts between sections with
clear tonality and tonal ambiguity. The piece consists of
threeaseétions: A (mm? 1-42), B (mm. 43-96), and A' (mm. 97-
163{.. The A section sustains a relatively clear tonal center
throughout; on the other hand, the tonal center is
occasionally in doubt in the B section,"throhgh the use of
whole-tone scéles, planing, and free root mpvement. Before
this "Prélude," Debussy had never used large sections which
totally consist of the‘whole-tone scales in his piano works.

The A section is basically written in A Aeolian mode, and

‘presents two themes, A (mm. 1-5) and B (mm. 6-13) (Ex. 4).

Ex. 4. Prélude, mm. 1-13.
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Tension is created in mm. 15 to 23 by successivé
diminished seventh chords and tritones, but the resqlutions
" of these dissonances arevtraditionai, andvthe;pedal on A
establisﬁesva tonal ceﬁtef. | |

Debussy»shifts_from A Aeolian to C méjor in'm. 43, using -
 part of:thefc majof'Scale in mm. 41 to 42. The B section
_beginé:ih‘m. 43, using Theme A with planing. All:chords
employéd in planing in. mm. 43 to 46 aré augmented triads,

. except for C major triads in m. 43 (Ex. 5).

. Ex. 5. Prélude,.mm.,43f46.
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Debussy employs chromatic contrary motion between the
chords and the bass notes in the succession of augmented

triads, in mm. 54 to 56 (Ex. 6).

Ex. 6. Prélude, mm. 54-56.
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The successive augmented triads here prepare the next
sectlon whlch consists mostly of whole-tone scales.: The

whole-tone scale C2022 is employed from m. 57, .with Ab as a

tonal center (Ex. 7).

22 1n this paper the system dev1sed by George perle in zne
Qp_ex.as_o_f_Alb.an_B.emLLulm Vol. 2 (Berkeley: University of
* California Press, 1985) to identify tone sequences or -scales
will be used. In this system "C" stands for "Cycle." The '
following number represents interval class where "1" '
v»de51gnates half steps: and "2" designates whole steps. The
next number represents-a pitch class as the beginning of the
~.cycle where "O" represents the pitch C, 1 represents C#, etc.
- Thus' the expression "C20" represents a series of whole tones
beginning. on C. ‘"CZl"'represents a series of whole tones-
. beginning on C# or Db.
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Ex. 7. Prélude, mm. 57-58.
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s £ ~ =
\2vJ
J o N\
4 é[,ib‘ b 4dim- molto
12; =13 1 l‘- 1%

g1
Debussy adds chromatic alterations to Theme A in m. 61 to
66, and the theme moves up by semitone in the bass. The

tremolo in the treble also moves up chromatically with the

theme (Ex. 8).
Ex. 8. Prélude, mm. 61-64.
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The two‘whole-tohe:scales C20 and'021 are employed

alternately in mm. 65 to 70. The feeling of tonality is
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obscured here since no note stands out as a tonal center (Ex.

9).
Ex. 9. Prélude, mm. 65-70.
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Measures’7lito 96 entirely consist of the whole-tone
scale C20, ahd.part of Theme B is presented in a whole-tone
“harmony. The pedal tone Ab creates a tonal center here (Ex.

10) .

Ex. 10. Prélude, mm. 74-76.
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The A' section begins at m. 97. Preceeding the return to
the Aeolian mode in the measure, there is a descending scale
E-D-C-Bb-A in mm. 95 to 97, giving a feeling of a Phrygian
cadence. Debussy uses planing of triads with contrary bass,
in mm. 142 to 147.

The cadential section begins at m. 148, in which Debussy
uses Aeolian mode on A. The whole-tone and modal scales
alternate in mm. 151 to 153, and mm. 154 to 156 consist of a
whole-tone scale C21. A.variety of chords is employed inimm.
158 to 163: major seventh chord, whole-tone chords, dominant
ninth chord, minor ninth chord, and minor triad. The top

notes in these measures imply Theme A (A-E-G-G-A) (Ex. 11).

Ex. 11. Prélude, mm. 158-163.
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‘ There are some 1nterest1ng.features presented in thlS
piece One of them is its expanded use of the whole tone?
seales.‘;Debussy‘made-some use of«whole-tone scales-ln‘hls
tearlier'pianouworks, but they are. treated only ‘as pa551ng
'§¢a1e5g; Planlng ‘of augmented trlads and alternate use of

fwhole-tone_scales,,CZO and C21, are also 1ntroduced 1n»thls
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piece. The tonal center is occasionally obscured through the
use of these techniques. |

The tonal organization of "Jardins sous la pluie," the
. "Prélude”.

third piece of Estampes (1903), resembles that of

This piece also consists of two contrasting materials; one is
on A Aeolian mode and retains strong tonality, and the other
uses the whole-tone scales extensively.

Two different thle-tone harmonies alternate with each
beat in mm. 64 to 70 in this piece. Chromaticism is.employed

here in both contrary and parallel motion, and the tonality

is ambiguoué because of the lack of tonal center (Ex. 12).

Ex. 12. Jardins sous la pluie, mm. 64-70.
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It is interesting to note that Debussy used a very
similar technique, the alternation of the two whole-tone
scales and chromatic parallel motion, in the middle sections

‘of "Prélude" and "Jardins sous la pluie."

An earlier version of the,"sarabande" exists as the
second piece. of lmgggs_igup;;§g§14 whlch is a set. of three
pieces: "Lent "Souvenlr du- Louvre" .and "Nous n' 1rons plus
bau boisi; "This set of three: pleces was wrltten in 1894 and
'_~appeared<1n‘1977’as a posthumous publication of his early
_work; "Souvenir‘dn_Louvte">was pnblished'in 1896‘by.
itself.23 N

DebﬁSsy incorporeted about'80 changesuin the second>'
‘ver31on 24 The changes are largely in suppre331ng excess1ve'
"chromatlc alteratlons.- Texture in the earller ver31on 1s'

s'thicker and often uses a dense harmon;c fabrlc, ‘The second

.23 Vlrglnla Raad, "Claude Debussy s Sarabande, Ihﬁ_Ameﬁicannh
- MH&LQ_IQQQBELQ XXX (1981), 22. v : S

' 24 Nichols, *Debussy," Ihs_Nsﬂ_G:Qxe4 p. 304.




version, by contrast, makes use of a clearer, less dense

texture- (Ex. 13, 14).

Ex. 13. Souvenir du Louvre, mm. 1-8.

Hitp  ©—

- - - 1 =
i —l f
et trés soutenu , )
e — = E—
e — ? _ = 3 1
~—— = . 3
&/

Ex. 14.  Sarabande, mm. 1-8.
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In "Sarabande," Debussy avoided functional harmony
through the use of modality, free root movement, chromatic
alterations, and quartal harmony. The tonal center is
occasionally obscured in this piece because of the lack of
functional harmony which would indicéte a tonic.

The form‘in "Sarabande" is A B A', where the A section
(mm. 1-22) and the A' section (mm. 42-72) use C# as a tonal
center. In the B section, the tonal center moves to E. The
first four measurés emphasize an E major to g# minor chord
progression which is repeated, and the tonality can be
interpreted as Ebmajor or G# Phrygian. However, the
following measures indicate the tonality of C# Aeolian, which
is the primary tonality of this piéce. ‘Root movement in
thirds is extensivély employed here.
| Measures 9 and 10 also consist almost completely of third
related-progréssidns.} Chromatic alteration of A and A# are

employed here (Ex. 15).

Ex. 15. Sarabande, mm. 9-10.

Thé.planing of'dominant ninth chords in mm. 11 to 12

vmdves melodically in the whole-tone scale. (Ex. 16).
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Ex. 16. Sarabande, mm. 11-12.
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The chord progression in m. 14 seems to be a half
cadence, where the A#m7 té D# major chord progression
functions as iio7 to V in g# minor, with the F-double sharp.
as a\raised leading tone. However the leading tone does not
resolve to G#, and the following section does not establish

G# as tonal center (Ex. 17).

.Ex. 17. Sarabande, mm. 13-15.
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After the plagal cadence in the key of C# Aeolian in m.
22, the beginning of the next section (mm. 23-28) consists of
planing in quartal harmony with thlrd relatlons and free use

of chromaticism. Each of the flve parts of these quartal
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chords provides a different quality of mode, which confuses

the sense of tonality (Ex. 18).

Ex. 18. Sarabande, mm. 23-26.
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Debussy used added-tone chords in planing in mm. 35 td
41. Iriads with added sixth and triads with added second are

employed here. Phrases in mm. 40 to 41 consist exclusively

| of added second triads (Ex. 19).

Ex. 19. Sarabande, mm. 40-41.

The opening’ materlal returns 1n m. 42, and the tona;ity'
of C# Aeollan is reasserted 1n m. 46;A DébUSSy-modulates fo
f_G# Aeollan in m. 56, with a. half cadence. In this'case; he

uses a domlnant tonlc relatlonshlp of D#- G# in mm. 55 to 56 

'_(Ex. 20) .
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Ex. 20. Sarabande, mm. 54-56.

A half cadence is employed again in m. 59; however,
Débussy does not use a dominant-tonic relationship here.
After the dominant chord (D# major) in m. 59, he moves to C#
Aeolian, which is not ekpected from the cadence.

In the clbsing section Debussy reinﬁroduces the. quartal .
harmony in a third related proéressibn, suspending the
tonality_uﬁtil‘ﬁhe;penultimate measure,:where the piece

finélly settles in the key of C# Aeolian’ (Ex. 21) .

Ex. 21. Sarabande, mm. 67-72.
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' Ludmila Ulehla?S lists characteristics of modality as

follows: (1) ‘lack of the leading tone, (2)-triad qualities

25 Uléhia, Cnntempnzaxx_ﬂarmgn¥4ip- 171.
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belonging to a mode rather than to the diatonic major or
minor scale, (3) resolutions of seventh chords in non-
traditional ways, and (4) vague sense of key due to the non-
diatonic effects. Leon Dallin2?6 writes that the modes
provide a ready means for extending the horizons of tonal
organization at the beginning of the twentieth century.

Roger Nichols?’ writes that the control of chromaticism
in the "Sarabande" is masterly, and there are times when
tonality is momentarily submerged for the first time in
Debuséy’s piano works.

Nichols describes "Hommage a Rameau," the second piece in

Images Book 2 (1905), as a development iq both size and
harmonic subtlety of the earlier Sarabande.28 .There are some
' similéritiesAin the two pieces, such as dance‘rhythm, A BA'"
’form,‘modality, planihg; free chromapicism,‘and free root

movement. Debussy gives the indication to "Hommage a Rameau"

as "in the style of a Sarabande, but without-rigor." The two

pieces are written in triple meter, slow tempo, and the
.overall dynamiC'lével‘is very soft, except for the middle
sections. These charaéteristics apply to the eé;ly-Frenéh--

sarabandes, where composers gave indications such as "grave,"

26 Leon Dallln, IﬂentlﬁLh_QEDLMEZ_QQmRQSLLLQnL.3rd ed-
- - (Dubuque: WM. C. Brown, 1974), p. 105.

127‘N1cholsr, ."Debussy, _Tne_uew_gm p. 304.

-28 Ibid., p. 305,
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"lentement, " or "tendrement."29 Jean Philippe Rameau, for
whom Debussy wrote the piece to show his respect, often |
marked "doux" or "gracieusement” for his sarabandes for
clavecin.30

Both "Sarabande" and "Hommage a Rameau" employ extensive
use of modal harmony. Debussy uses much freer chromaticism
and a greater variety of harmonies in "Hommage & Rameau."

There are many examples of third related progressions
throughout the piece. The use of a chromatic third
relationship is not original to the late nineteenth and early
twentieth centuries. 1In describing the use of third-related
-harmonies, Ottman séys that this relationship is often used
to cause delay in reaching the tonic, or to obscure the
prpgfess of the harmonic.movement leading ﬁo the ultimate
éadence.3r Tonal relationships become obscured when there
: are no common tones in third—related'chords,- Some of the
third related prdgressions in "Hommage a ﬁammeau" héve no
cdmmon tones, which is not the case ih'"Sérabande." " For
exémple, progression'of G# major triad to B ﬁinof triad . in
“the treble in m. 22 dpes‘not include:ahy.cqmmon tohes:(E$.

- 22).

29 Richard Hudson, ."Sarabande,” in The New Harvard Dictionary

of Music, p. 492.
30 Ipbid.

31 ottman, Adxan:ed_ﬂaxmgn¥¢'pp- 292-3.
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Ex. 22. Hommage a Rameau, m. 22

Debussy also frequently employs planing in the piece, as
was seen in "Sarabande.” In the middle section, he uses
planing with whole-tone harmonies in mm. 43 to 50, where the
last three measures consist exclusi&ely of harmonies from

whole-tone scale C21 (Ex. 23).

"Ex. 23. Hommage 4 Rameau, mm.‘48—50.

48




33

Planing with whole-tone hafmony is found earlier in
"Sarabande" in mm. 11 to 12. The use is more expanded in
"Hommage a Rameau."

| Free use of chromaticism causes harmonic complekity
fhroughout this piece; on the other hand, Debussy uses many
dominant-tonic relationships, especially in the cadences. In
Ex. 24, the harmonic progression is complex because of the
extensive use of chromatic alterations; at.the4same time,

Debussy uses dominant-tonic relationships through the bass

notes (Ex. 24).

Ex. 24. Hommage a Rameau, mm. 59-60.

g [y N H,H

In spite ef.the free use'of chrqmaticism‘ahd a wide
‘;yariety;ofrharmOnies;.the.feeLing ef tonei cehteriis
'dnmaintained throﬁéhout}" While~Debﬁssy uses leSs chroﬁatic '
'harmonyfih""Sarabaﬁdef" the themes do not always suggest e
'vclear tenic,.and tonallty is in doubt

"Et la lune descend sur le temple qui fdt," the second -

plece ‘in Imagss_aggk_z (1907), also_shares some

characterlstlcs.wlth "Sarabande" and "Hommage &  Rameau." It
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is interesting to find that all three pieces presented here

appear as the central movement in each of the sets (Pour lg

Riano, and Images Books 1 and 2).

The beginning section of "Et la lune descend sur le

temple qui fat" consists of planing of various harmonies.
Planing inbmm. 1 to 4 includes quartal harmony and some
whole-tone harmony, and the planing in mm. 6 to 11 includés
major, miﬁor, and augmented triads. Third related

progressions émployed here do not include any common tones

(Ex. 25, 26).

Ex. 25. Et la lune descend sur le temple qui fit,
mm. 1-4.
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Ex. 26. Et la lune descend sur le temple qui fit,
mm. 6-11. ‘
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Throughout the piece third related progressions appear
frequently, and_most of them lack common tones. Debussy
continued this practice in the later pieces. |

The piece consists of sections of clear tonality
alternating with sections which are ambiguous in tonality.
The primary theme in mm 14 to 15 is in E Dofian, accompanied
by a figure using pentatonic harmony, which adds an oriental

flavor to the piece (Ex. 27).
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Ex. 27. Et la lune descend sur le temple qui fat,
mm..14-15.
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There is a variety of harmonic material presented in "Et
la lune descend sur le temple qui fit," such-as modal and
pentatonic harmony, whole-tone harﬁony, planing, and free use>
of chromaticism.-bAs was seen in "Prélude" from Pour le Piang
(1901) and "Jardins sous la pluie" from Estampes (1903),
Debussy uses the two different whole-tone harmonies

alternately in mm. 17 to 19 and mm. 35 to 38 (Ex. 28).

Ex. 28. Et la lune descend sur le temple qui fat,

mm. 17-19.
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Although tonality is established by the theme, it is-

sometimes obscured through the use of various harmonic
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materials accompanying the theme. For example, tonality in
mm. 51 to 55 is ambiguous. The theme retains the tonality of
E Dorian; however, the chromatic movement of G-G# in the top

notes of the chords and the apparent root of C confuse the

sense of tonality (Ex. 29) .

Ex. 29. Et la lune descend sur le temple qui fit,

mm. 51-52.
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Moreover, in mm. 54 to 55, another chromatic movement

from C to C#, accompanied by the alternation of Bb and E
pentatonic harmonies, which are a tritone apart, hardly
suggest a single tonal center; there are no themes or motives
employed here to indicate a tonic (Ex. 30).

Ex. 30. Et la lune descend sur le temple qui fit,
mm. 54-55.
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On the whole, the themes employed in this piece project a
tonal center, as was seen in "Hommage a Rameau." However,
when there are no themes or motives implied in a context,
tonality is obscured because of the use of various harmonic

materials.
Pagodegs, from Estampes (1903)

Estampes, completed in 1903, consists'of three movements
.which represent different landscapes; The first piece,
"Pagodes" describes the FarhEast; the second piece, "La
Soirée dans Grenade" is Spanish in flavor; the third plece,
"Jardins sous la pluie”" depicts Ile-de- France.

It is frequentlyAstated that-the_lnltlal stimulus for
'"PaoodeS"-was Debussy's entranced‘hearino of the Javanese
gamelan orchestras at’ the Parls World Exhlbitlon in 1889 and
1890. Patr1c1a w. Harpole32 wrltes that lt is qulte possible
;that Debussy had -more than a pa331ng acqualntance w1th
Vgamelan 1nstruments prlor to seelng the performances at the
Exhlbltlon,131nce an entlre gamelan had been presented to the
- Paris:- Conservat01re in 1887 by the Dutch government
’DMoreoyer,1AlbertcLay1nac, -who was remarkable for hlS 1n31ght'
iinto music:of-theD?ar'East and also Debussy s theory‘teacher‘

for his first three.years_at-the_Conservatoire, might have

32 Patr1c1a W. Harpole, "Debussy and the Javanese Gamelan,"

Ihe_Amern.can_Mu.uLIeacher., XLI (1986), 8.
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influenced Debussy by providing exercises including examples
of exotic modes .33

Pentatpnic harmony is used~extensively in "Pagodes."
There are also sectiéns which consist of either one
pentatonic harmony, a combination of two different pentatonic
harmonies, a chromatic harmony added to pentatonic harmony, a
mOdal harmony, or a combination of modal and pentatonic
harmonies. The use of chromatic harmonies is very limited in
this piece, as is the case in other works in which pentatonic
or whole—tone‘harmonies are predominant.v Harpole says that a
complete- gamelan usually includés a double set of
instruments,_oné set tuned to the 5-tone "slendro".scale (a
pentatonic scale), and the othgr set tuned to the 7-tone .
"peiohg":scale (a pentaﬁonic scale withvadditional decdrative
tones).34 Thié suggests that there is a combination of two
‘different scalés-implied in gamelan music. |

The fifst fo@r measufes conSist'of the,pentatonicrscale,
B-C#-D#-F#-G#, and the bass note B»serves.as'avtonal center..
' Motive a in‘m._3~¢on3ists of four blagk'notes,'G#éC#—D#fF#._
;.Deﬁﬁssy'uses_many répetitionsAof the moti?e'withlvariétions

throughout'the piece (Ex. 31).

,;33 Edwafd»Lockspeisér, Dgbusﬁzi_ﬂi§+Ll£§_ﬁnd_Mindu'(New York:
“Macmillan, 1962) Vol. 1, p. 30. . -~ . v SR

34fHérpole, op. cit., p. 8.
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Ex. 31. Pagodes, mm. 3-4.
8--=c- 1
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Figures in the treble keep the same four black notes

figure, while the left hand part suggests B major because of
the addition of E and A# in m. 7 (Ex. 32). '

Ex. 32. Pagodes, mm. 7-8.
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- Chromaticism andVQuartal harmonies are
~ to 18, while the upper notes -in the*t:éble retain the

'pehtatonic scale (Ex. 33).

implied in mm. 15
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Ex. 33. Pagodes, mm. 15-18.
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After the music returns to a pure pentatonic harmony in
m. 19 with a deceptive cadence, C# Mixolydian harmony is
introduced_in mm. 33 to 36.

The opening materials return in mm. 37 to 77, with some
variations. A combination of two different pentatonic
harmonies is employed in mm. 80 to 81, where the bass noﬁe B
added to the motive in the bass clef results in the
pentatonic scale B-C#-D#-F#-G#, whereas the background
figures in the treble present the complete black-key

pentatonic scale (Ex. 34).
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Ex. 34. Pagodes, mm. 80-81.
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-The’piece ends on a pure pentetonic scale'B-C#-D#—F#—G#l
Although there are some harmonic materials added-to the
.pentatonic harmohies, the tonal center B is sustained
_throughout the'piece by bass notes,»e#cebt‘for some passing
' sections using chromatio, quartal” or modal harmonies.
| ‘There are also some works which employ exten31ve use of
vpentatonlc harmonles in Debussy s later plano music. Among
~ them, "Jlmbo s Lullaby, " from S.:m.lsizen_s_cgznex (1909) ‘and
*"La fllle ‘aux cheveux de lln,"from Rxeludss_ﬁggk_l (1910)
'mostly consist of pentatonlc harmonles As in "Pagodes,
lDebussy uses very few chromatlc harmonles in "Jlmbo s |
ﬁlullaby, He uses several dlfferent pentatonlc scales»

lWholeftone ha:mony_ls‘also employed ;n_pass1ng sectlons.ff'
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"La fille aux cheveux de 1lin” is a short and simple
piece. Debussy uses planing throughout the piece. Whole-
tone ha;mohy is implied in planing in mm. 8 to 9 in the left
hand to accompany therpentatonic melody in the right hand

(Ex. 35).

Ex.'35} La fille aux cheveux de lin, mm. 8-9.

_Leon Dallin3S éays that any ﬁote in a pentatonic scale .
éan serve as the tonal center, espeéiaily,one which is
‘stfessed‘or is’the gbal of a cadence. In the three pieces
mentibned abdvé,,thé ténic no£e is emphasizéd by:dominant—
:tonig-relaﬁiohships, especially in cadéhces.; Harmonic
materials are simple because of the limited uée_of |
ghromaticism.

Ih suhmary, a tonai'center is qiearly established in

- these three piecéé,_by the use of fUnctioha;.harmOny,

35 pailin, Techniques of Twentieth Century Composition.
p. 34. | | 2 S
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La Soirée g g | c Esta (1903).

Although Debusay had never been to Spain,36 he wrote
three piano solo works in which he attempted to describe that
country. They are "La Soirée dans Grenade" from Estampes
u(1903), "La Sérénade interrompue” from Préludes Book 1
(1910), and "La Puerta del Vino" from Préludes Book 2 (1913).
Marion Bauer3d? writes that Debussy had a direct influence on
Isaac Albeniz (1860-1909) and an indirect influence on Manuel
de Falla (1876-1946). Their music evokes the South of Spain,
particularly Andalusia, and includes several features of
Spanish folk songs, such as portamentos, guitar-like
figurations and scales employing augmented seconds.38 These
characteristics are aiso found in-DebussyfsﬁSpanishv
- compositions. The Habafiera rhythm is employed in "La Soirée -
dans Grenade" and " La Puerta del Vino," and.both are'written
'in‘duple‘meter. |

-Iniadditidn to-diatonic seales, dther scale types such_aS'
-ganped{ modal, ‘and wheie-tone are emnldyedlin ﬁia Seirée dans

',VGrenade " The plece cons;sts of sections which dlffer ‘in the'_

36 In The Piano Works of Debissy, Robert Schmitz writes as:
follows: "This must be ‘added to the fact that Debussy never
-visited Spain, .as he never penetrated lt further -than. San
.Sebastlan" (p. 86). e

> 37 ‘Marion Bauer, Iﬂenn;anh_genturx_Mus;g (New York 'G. P.
\‘Putnam s Sons, 1933),. p. 145.

38 Virginia Raad, "Debussy and the Maglc of Spain, " Qlaxig;;r
XVIII (1979), 13. . . v




use of types of harmony.

the first 28 measures.

through the tonic-dominant relationship of C#-G# in the
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The pedal tone C# is established in

ostinato figure (Ex. 36).

Ex.

PIANO

36.

La Soirée dans Grenade,

Mouvement de Habanera
Cnmmencer lentement dans un rythme nonchalammend gracieux

N e~

< —

It is perceived as a tonic note

mm. 1-4.
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Debussy uses a gapped scale, C#-D-E#-F#-G#-A-B#-C# in the

first theme in mm. 7 to 14

(Ex. 37).

Ex. 37. La Soirée dans Grenade, mm. 7-14.
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After the statement of the theme, Debussy uses planing of

dominant seventh chords, in which none of the sevenths

resolve (Ex. 38).

Ex. 38. La Soirée dans Grenade, mm. 17-18.

Tempo giusto

o

After a bridge section using whole-tone harmony C20, the

pedal tone shifts from C# to F# in'm. 29. The planing in mm.

33 to 36 employs third related progressions, with either one
or no common tones (Ex. 39).

Ex. 39. La Soirée dans Grenade, mm. 33-36.
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The shift of the tonal center in‘mﬁ.366 to 67 uses the

dominant-tonic_relationship‘of C#-F#. . This is the first

indication of the primary tonality of this piece: F# major
(Ex. 40).
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Ex. 40. La Soirée dans Grenade, mm. 66-68.
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- The firét theme is.restated-in A major in mm. 98 to 106.
After the restatement of the theme, modulation from A major
to C Mixolydian takes place in m. 109. The pedal tone, E is
introduced prior to the statement of C Mixolydian. This
pedal tone is a common tone of the.tonic triads of A major

and C Mixolydian (Ex. 41).

Ex. 4l. La Soirée dans Grenade, mm. 106-109.
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' The original theme using a gapped scale on G# is
presented again in mm. 122 to 128. The final return of F#
" major takes place in m. 130, employing the dominant-tonic

relationship of C# and F#.
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Debussy uses pedal tones extensively in this piece, and
the tonal center is emphasized by these tones; however, the
pedal tones float so freely that the primary tonality of this
piece, F# major, is established in only a small>portion<of
the entire piece.

Of the three compositions which describe the land of
Spain, "La Sérénade interrompue,”" from Préludes Book 1 (1910)
differs from the other two compositions in terms of its
'rhythm and meter. The Habafera rhythm is not used, and it is
written in triple meﬁer. Debussy gives the indication as
"quasi guitarra” in the beginning of the piece, and he
employs guitar-like figurations throughout the piece. As
seenviob"La Soirée dans Grenade," ﬁhis piece also uses a
variety3ofvscales such as modal,-gapped,Adiatonic, and
chromatic. Pedal tonés‘ore employed throﬁghout the piece.

.‘The first theme is stated in mm. 19 to 24, using Bb
Aeoliah mode. The dominant-tonic relationship of F and Bb is
cloafly established here. There are soﬁe_oross relétioné
'impliéd;bétween-the theme and the'aCcompapying figﬁre., For
. éxoﬁpiefoéboand Ahin_m.'l9; and Eb and5Ehin m. 22'moke‘this

-relotionr(Ex. 42) .
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Ex. 42. La Sérénade interrompue, mm. 19-24.
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The second theme is stated in mm. 54 to 60, in which

Debussy uses a gapped scale, F-Gb-A-Bb-C-Eb-F (Ex. 43).

Ex. 43. La Sérénade interrompue, mm. 54-60.
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'.7@Quartai~harmonyvis;implied in plahing in mm. 61 and 62, o

where thevbass notes ascend chromatically (Ex. 44).
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Ex. 44. La Sérénade interrompue, mm. 61-62.
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Though the tonic note Bb is not estéblished in the first
20 measures, the rest of the piece maintains it nearly
throughout. Functional harmony is frequéntly employed, and
- it makes the tonality quite stable in this piece.

The last example of Debussy's Spanish music, "La Puerta
del Vino," from,R;éludgs_ngk_Z,(1913), employs a new
harmonic effect which was not found in the eariiér two
compositions. Prior to the statement of the first theme, the
basso ostinato figure.Db-Ab gives a feeling of.tonal center
of Db in mm. 1 to 4.‘>Over the figure, the notes'D,'E,,A are
employed in thevtreblef These notes do not.agrée-with the
 6stinato figure, and this conflict‘céusesva bitonél effect

(Ex. 45).

Ex. 45. La Puerta del Vino, mm. 1?4.
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The beginning of the first theme consists of a scale, B-

C-D-E-F-Ab in mm. 5 to 11, which also causes a bitonal effect
with the bass ostinatos, Db-Ab. The reminder of the theme

includes many chromatic alterations (Ex. 46).

Ex. 46. La Puerta del Vino, mm. 5-13.
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‘ DebﬁSsy uses pianing in mm. 35 to 41, which employs some
-thlrd related progre351ons lacklng any functlonal
"relatlonshlps. The ostinato flgure shlfts from Db Ab to Bb—F

in mm. 44, where two,dlfferent_harmonles, a Bb trlad,and a Bb
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augmented triad are employed simultaneously. While the

ostinato figure of Bb-F suggests a tonal center Bb, the F# in

the treble does not agree with this tonic note (Ex. 47).

Ex. 47. La Puerta del Vino, mm. 44-45.
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Except for the middle section, tﬁe tonal center Db is
kept throughout the piece by the use of ostinato} however,
the harmonic materials do not always agree with the tonic
note; which occasionally Causes a bitonal effect. Tonality
is éométiﬁes‘obscufed by the bitonality employedibetween the

‘melody and ostinatos in this piece.
. Yoiles, from Préludes Book 1 (1909) -

Thiszrelude,COnsistS'exclusively of one whole—tone  
: s¢ale,>¢20,_e£cept:fo: a short middle $ection,which consists:
’ofié:pentatonicbséaié iﬁ_mm. 42 to 47-énd chromaticlpasSing»‘
tohesrin"m. 31. The whoie-tone.scéie C20‘(C-D-E-Gb-Ab-Bb)

énd the pehtatohic{scalé*on‘black keys in mm. 42 to;47.éhé:e‘; 
' thrée’commoﬂ tonesf Bb,'Gb,Aand Ab{'which-make the'quulatiqn

smooth (Ex. 48).
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Ex. 48. Whole-tone scale and pentatonic scale in

"Voiles™”
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Ordinarily the equal intervals and absence of a leading
tone cause the feeling for tonality to be vague or
nonexistent in music which mostly consiéts,of whole-tone
harmony.39 However, the feeling for the tonality in this
‘piece is provided by the use of pedal tones. Theré are two
notes which are emphasi;ed in the piece: G# and Bb. G# (Ab)
is emphasized by the four motives (motives a, b, ;, and d),

in which G# (ab) serves as a beginning_note (Ex. 49-52).

Ex. 49. Motive a, mm. 1-2.
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39 pallin, Techniques of Twentieth Century Composition,
; p7~36; ‘ ' o . S
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Ex. 50. Motive b, mm. 7-8.
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Ex. 51. Motive g, mm. 22-23.
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Ex..SZ} tMotive d, m. 42,
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On-thelother hand,*ﬁh is sustaihed byfpedai-point which
is kept throughout the plece except for a ‘few measures. This
va pedal p01nt is ‘the lowest note in the plece, and is so
frequently repeated that - the llstener is llkely to hear Bb as

a tonal center.




55

The beginning eight measures of "Cloches & travers les
feuilles," the first piece from Images Book 2 (1907), are
based mainly on one whole-tone scale C21l: Cb-Db-EE-F—G—A.
There are two passing tones which do not belong to the whole-
tone scale C21, in m. 6. These passing tones, both Cb serve
as axis tones between D# and A, which are a tritone apart,
and divide the interval into equal parts of three semitones

each (Ex. 53).

Ex. 53. Cloches a travers les feuilles, m. 6.
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~On thé*othe: hand, the passing tones in m. 31 of
-"Voiles, " which are G and Db, are chromatic passing tones of

thé' whole=tone -inte’rvals (Ex. 54).

Ex. 54. V01les, m. 31.
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There are three notes emphasized in mm. 1 to 8 of
"Cloches a travers les feuilles ": G, A, and B (Cb). G is
emphasized because it is (1) repeated in mm. 1 to 2, as a
whole-note, (2) a starting note for figure a, (3) an ending
note for figure d, and (4) a starting note for figure e. A
is emphasized because it is (1) a starting note for motive g,
(2) a starting note and the lowest note for figure b, (3) a
starting note for figure g, and (4) a bass note in mm. 3 to
4. B (Cb) is emphasized because it ié (1) the lowest note of
figure a, and (2) an ending note for motive g which has léng

value (Ex. 55).

Ex. 55. Cloches & travers les feuilles, mm. 1-7.

motive a
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It is difficult to say which note is most emphasized in
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these eight measures. Compared to "Voiles," a tonic note is

not clear because no note stands out as the tonal center in

the béginhing eight measures of "Cloches & travers les ‘
‘feuilles";

Brouillards, from Préludes Book 2 (1913)

In this piece Débussy uses bitonality to desc:ibe"fog;

Black against white_key figuration. is employed extensively, .

and two or more fonalities can be percéivéd simultaneously
throughoﬁt .

 In the.firSt nine'meaéu:es, thé iower and the middlé
sﬁaves use thﬁe keys.. Although“theiﬁppefvsﬁaffjcoﬁéists

'mOStly of all black-kéys,(exceptin.ahd'Cb); the/predomihan

tonality is C major here. A dominant-tonic relationship -of G,

-major triads]ahdic-major-triadS’appears in mm. 4 to 5/

‘emphasizing,the tonic note, C (Ex. 56).

t
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Ex. 56. Brouillards, mm. 4-5.
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The tonal center‘moves to F# iﬁ m. 10, and the ﬁure.blaék
_ key‘figuration’in'mm;>10—17 implies an F#.péntatohic scale.
'G*majqﬁltriads in thé lower staff accompany the F# pentaﬁohic
hdrmony, causing a bitonal effect; A tonié-dominanﬁ |
‘°:elationship-of F#-C#.éppears in the melédy_in mm. 11-12,
foilowed by an F#-majbr broken chofd‘in:mm.'13—l4,

emphasizing the tonic note, F# (Ex. 57).
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Ex. 57. Brouillards, mm. 11-14.
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Motive a is introduced in mm. 18 to 20. It involves a
semitonal transposition. The rising melodic fourth

relationship of D-G in m. 18 is sequenced up a half step in

m. 19 (Ex. 58).

Ex. 58. Brouillards, mm. 18-20.
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After the restatement of the opening materials, the tonal
center moves to D, emphasized by the repetition of D major
triads in mm. 30 to 33. However, the accompanying figure of
D#-G# does not agree with the D major triads, causing a

bitonal effect (Ex. 59).

Ex. 59. Brouillards, m. 32.

I'm pca retenn

32

In m. 33, three different hamonies are employed
sihultaneously. The’upper étaff suggests G#zmajor or g#
minor,,ﬁhile a D major triad is used in the lower staff, and
the eighthenote melbdic figure consistS'of>a B diminished
triad;. The tonélity is obscured since thére is no

‘predominant tonic note here (Ex. 60).

Ex. 60. Brouillards, m. 33.

/—\_/,’\




61

The interesting notation of the chord in m. 38 suggests
the enharmonic change of a tonal center from Db to C#.
Motive a is restated in the lower clef in mm. 38 to 40. The
alternating black against white key figuration in m. 40

implies a tritone relationship of C#-G (Ex. 61).

"Ex. 61. Brouillards, mm. 38-40.
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| ‘The tdﬁél center returns to C'in m. 43 with the reﬁurn.of
ﬁhe‘opening_méterial.  The end of this'pieCé-is quite |
perplexing. The chord progression:of a C major triad to abB
'dimihished'triad ih the lést three m¢a3uresv(ﬁhichrare I to

. vii°‘in C’majorf‘obS§ureS~any:cadential feeiin§. ‘Fihaily the
'_fpieée_endé with.the'impression of the title, "Brouillards"

1 (fog);fEx. 62)
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Ex. 62. Brouillards, mm. 50-52.

Presque plus rien . R .
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This is the last of the 24 pieces in Préludes Book 1 and
2. As suggested by the title, this is a very brilliant and
dramatic piece, employing a variety of harmoniélmateriais.‘
The bitonai_effect with which Debussy experimented in
" "Brouillards"” is highly advanced in this_piece;

As he has done in some of his earlier works,‘Debussy ﬁsés
the two'whole—tqne'scales, C20 and C21 alternately in this
piece. The triplet figure in_thé beginniﬁg 16 measures
consists of a combination of the two whole—tqne.scales; vaér
.this:fignre; the notes D and Ab:ieap back and. forth; both of

thése_pitches belohg to.thé whole-tone scale C20 . (Ex. 63)-.




63

Ex. 63. Feux d'artifice, mm. 3-6.

1
3 b!_
o —
PR = b?
— ‘;4‘ — ; - .:4‘ — <
St - 5 —
1 ) ot - »- »- /I S ) ol FE?%-—E;EI 3
Ja y ) e Eﬁii—LEEJ E%Ei-EEEJ - — 1 T T
1 A S 1 1 i_—
o <
- 7
hZO—l

oS w
B to ®
T~ Ny ti
b
e
ﬁ...
H
by

1L_ﬁ

_A5R
‘LF’
_EE

Debussy uses motive a (Ex. 64),-e#tensi0ely throughoﬁt.
, thé piece} FVarious harmonies-are'appliédrto the motive, and
‘it is frequently transposed up,by_half.step} The‘ofiginal_.
. 'motiVe‘a'isAin'the‘key of C majo:, and ‘is first ététedhin mm .

27 to 29 (Ex. 64).

Ex. 64. Feux d'artifice, motive a.
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This motive appears in a different harmonic context in
mm. 35 to 36. These two measures consist of the whole-tone
scale C21, and the perfect fifth relationship of C-G in the
original motive is changed to the tritone relationship, F-Cb,

which causes tension (Ex. 65).

Ex. 65. Feux d'artifice, mm. 35-36.

The motive appears again in mm. 42 to 43. ;Tﬁis time it
is rhythmically aitered_and acéompanied by an Ab deinant

" 13th harmony (Ex. 66).
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Ex. 66. Feux d'artifice, mm. 42-43,
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Bitonality‘ié clearly established in the last nine
measures of the piece. Over the basso ostinato figure Db-2b,:
a motive from "La Marseillese" is presented in the kéy Qf‘C
, major.'.Motive'ins-aléo.employed;firstvin o majdfi'in mm.
‘93;95. _Debﬁssy shifts the tonal center from C fo'Dbin m.

i 56. 'Finaliyithe piece conclﬁdes peaCéfuliy-in'bb‘majér*féx.

67) .




Ex. 67. Feux d'artifice, mm. 90-98.
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Bitonality is also implied in the simultaneous use of the

two conflicting harmonies, F major triads and Ab dominant

sevenths in m.

67

(Ex.

68) .

Ex. 68. . Feux d'artifice, m. 67.
67 Q.. ...... R R ettt ] \ 8--------
—a ) ] a
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In m. 87, the simultaneous use of glissandi on the white

and black keys causes a dissonant effect (Ex. 69).

Ex. 69. Feux d'artifice, m. 87.
87 b B
LB PPeema o
o - — -
’iq "
A &E&H#}hﬂ’”‘"nd‘, |
N [
EEE;%
3

8a b1

Successive use of major seconds is frequently employed in
the piece, and most of them imply whole-tone harmonies. The
major secohds figure in mm. 53 to 56 consists of the whole-

tone scale C21. No pitch stands out as the tonal center (Ex.

70) .
Ex. 70. Feux d'artifice, mm. 53-56.
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Planing is occasionally used without any harmonic context
and helps to obscure the tonality. In mm. 61 to 62, C major

triads and glissandi on the white keys suggest C major;

whereas the following planing does not imply any tonal center

(Ex. 71).

Ex. 71. Feux d'artifice, mm. 61-62.

Rubato
61 8o 8-+
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In summary,‘tonal ambiguity is effectively achieved by
various harmonic materials in this piece, such as the use of
whole-tone harmonies without suggesting'a tonal center,

bitonality, transpositions of the motive, and planing without
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harmonic context. The whole-tone harmonies and planing had
been frequently used in many of Debussy's earlier piano
works} whereas bitonality and motivic transposition are new
techniques in these later works. Among the twelve pieces in
Etudes which were completed two years later than this prelude
there can be found many examples of these new techniqﬁes, and
the treatment of tonality is much more advanced through their

use.

As mentioned in chapters 1 and 2, some authors consider
this etude, "Pour les degrés chromatiques" as "stretching
tonality beyond the limits"40 or'"containing atonal
éontexts".4l Ih this 88-measure piece there is no tonal
focus until, measure 43, where the pitch A is only suggested
through the.usé of a pedgl-pointa' The final tonality, A
Aeolian, is-not established until the last-six measures. The
tonality‘shifts so rapidly that establishment of any
particular tonal cenﬁer is tenuous.

Chromatic figuration appears in the background throughout

the piece. Various harmonies are employed with the chromatic

40 Roger Nichols, "Debussy, Claude," The New Grove Dictiopnary
of Music and Musicians (10th ed., 1990), Vv, 306.

41 Richard Parks, "Tonal Analogues as Atonal Resources and
Their Relation to Form in Debussy's Chromatic Etude," Journal

of Music Theory, XXVIIII (1985), 33.
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figure, such as pentaténic, diatonic, and modal harmonies.
Pentatonic harmony is implied in the two primary motives
(motive g and b), and this harmony plays an important role
through the frequent use of these motives.

Motive a appears in m. 7, consisting of the three notes:
Bb, Db, and Eb, which are members of the Db pentatonic scale.
Octave displacement is also applied in this motive. It

appears in sequence in mm. 7 to 9 (Ex. 72).

Ex. 72. Pour les degrés chromatiques, mm. 7-9.

7
%% \#
= =

motive &

One of the important characteristics of motive a is its
use of a repeated‘major seconds with octave displacement.
The last 18 measures employ this extensively, as shown in the

following example:
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Ex. 73. Pour les degrés chromatiques, mm. 74-76.
74 8a bassa:
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The first statement of motive b consists of the notes F,

G, A, and D, which are members of the F pentatonic scale.

Tritone relatioﬁships are implied between the mqtive and the

chromatic figure in the background (Ex. 74)

Ex. 74. Pour les degrés chromatiques, mm. 11-14.
1,

sempre leggierissimo

§% e

1
1

o
L

dolce espress.
13~

- (un peu en dehors)

ol

| 1583

The second statement of motive b appears in mm. 43 to 46.

The final tonal center of this piece, A is suggested by the
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use of pedal tones. Motive g is also implied among the added

chord tones in mm. 43 to 44. The major second, A-B in m. 43

and F in m. 44 closely relate to motive a (Ex. 75).

Ex. 75. Pour les degrés chromatiques, mm. 43-46.

43

.mnfre leggierissimo
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The final statement of motive b appears in mm. 78 to 81-.

In this case the tonic note is ab, and is emphasized by every

downbeat of the chﬁomat;c figure. Thélchords in mm. 78 to 80
imply a scale: Ab-Bb—C—D—Eb—F—Gb—Abi‘»This-scale is

frequently used by Barték. It is=called,"LydianQMikolydian"

scale_because_df its’combinationfof raised fourth and lowered.

seventh degrees.42 'Ihnghussz;in_EﬁgQg;;ign, Roy Howat calls

it an "acoustic scale," since’ it closely‘corresponds‘to‘the

42. Roy Howat, ngns.au.nimmm (Cambrldge- Carﬁbridge o

University Press, 1983), p. 48.




overtone series.43 In m. 81, Debussy uses Db instead of D,
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which suggests the ’shift to the Ab Mixolydian scale (Ex. 76).

Ex. 76. Pour les degrés chromatiques, mm. 78-81.

lointain -

w

QFF

Dominant seventh‘and ninth chords are freqdéntLy

" employed, which add a diatonic flavor to the piece. These
Ny types of chords often appear in planing. In mm. 35 to 38,
Débussy uses planing of the dominant ninth chords, none of
which resolves functionally. Root movements“here inCiudé‘
major and minbr'secohd, major third, and tritone‘-
rglationships,'énd a tonal center:isidiffiéult;to’percéiﬁe

(Ex. 77).

43 1pid.




Ex. 77.

Pour les degrés chromatiques, mm. 35-38.
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Through the frequent use of motive b, F receives '

74

chsiderable emphasis until m. 66. However, the final tonal

center of the piece is A, which is first suggested by pedal

tones in mm. 43 to 46.. The,tohality of A Aeolian is only

established in the last six measures,lfoliowing'Ab Mixolydian

mode in mm. 78 to 82 (Ex. 78).

‘ Ex. 78. Pour les degrés chromatiques, mm. 83-88.
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In addition to the emphases on A and F, three other notes
are also highlighted: E, G, and Ab. This multiple emphasis
creates further ambiguity of the tonality fbr:the listener.

In summary, the tonality is quite unstable in this piece
since the tonal center shifts constantly. Also there are
often more than two different harmonies‘employed
simultaneously, which tend to confuse the senée of tonality.
The tonality is often suggested by motives g and b, which
sustain strong tonality, but when these motives are not
present, it is difficult to perceive. Besides the tonal
experimentation, the mbtivic manipulation is quite |
interesting in thié etude, especially when the two motives
appear simultaneously with the chromatic figure in the

background.

The last example in this chapter, "Pour les notes
répétées, " presents the two opposite trends which are
mentioned in Chapter I. There are two main motives which

have totally opposite characteristics: one is experimental in

terms of tonality (motive g), and the other retains
traditional harmohy (motivé b).

The first statement of motive a appears in mm.l to 2.
This motive‘implies the two whole-tone scales, C20 énd C21.

The following figure which begins on the fourth beat of m. 2,
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functions as an answer to the motive. This answering figure

employs the whole-tone scale C21 (Ex. 79).

Ex. 79. Pour les notes répétées, mm. 1-3.

P——— mOtiVE_ a -
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The second statement of the motive appears in mm. 9 to
10,;with‘the second half expanded. It is harmohized with the.

two. whole-tone harmohies alternately (Ex. 80).

Ex. 80. Pour les notes répétées, mm. 9-10.

Iﬁ mm. 47 to 48, the motive’ is :estafed in a different
hafmohic”confext,_andIthe final iﬁter&aljhas beén,changed ﬁ_  
from the tritone to a,perféct'fifth.—?TeXture_here is’
TCOnt;apuntal, and eachiof the three line impiiesvdifferent |

scales. The motive in the treble consists of five notes: G,.-
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A, B, D, Eb. The middle voice implies a chromatic scale, and
the lower voice, B-C#, implies whole-tone scale C21 except

for Bb in m. 48 (Ex. 81).

Ex. 8l1. Pour les notes répétées, mm. 47-48.

47 oco rubato
ST Sy Y
? : - = _y
: *.érh#r JL' 4 it 2

The last statement of motive g appears in mm. 70 to 71.
The descending perfect fifth ié again used here. Debﬁssy
‘ uses-whole—tdne chords in planing for the accompanfing |
.fiéure, which implieé the'two"thleftoné’harmonies

alternately (Ex. 82).

Ex. 82. Pqur les notes répétées, mh. 70-71.

0 ' .
- molto staccato S L . LA A
- AL = —J»wh&

~ Motive b éonsists_of a combination,of'diatonic,and
,chromatic scales. ‘The first statément of the’motiveiappearsi

rihvtheflowest line of mm. 28 to 29, with a repeated major.
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seconds figure in the background. C major tonality is
suggested from the Second beat in m. 29 by E-G-C in the bass;
However, the repeated major seconds figure of Gb-Ab in the
treble imply the whole-tone harmony C20, and obscure the

tonélity in m. 28 to the first beat of m. 29 (Ex. 83).

Ex. 83. Pour les notes répétées, mm. 28-29.

28
expressif et léger

2 -
Emd=d=dl::
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motive b

The second halfiqf the motive is expanded inAmm. 35 to
36. The falling fifth relationship of G-C is repeated in m.
36. - This measure implies the pehtatohicvharmony,on C (Ex.

84)..

Ex. 84. Pour les notes répétées, mm. 34-36.
: E 2 - - : : =5

. _
b = S

T
P

 Texture in mm.- 58 to 59. is.quite interesting. Motive b .

is accompanied by triplet figures and planing. Even though -




79

the tonality of E major is clearly indicated in the beginning

and end of these two measures, harmonic effects are

occasionally perplexing, due to planing (Ex. 85).

Ex. 85. Pour les notes répétées, mm. 58-59.

Tritone relationéhips appeér frequently throughout the
piece.' For example, the first four notes of motive g}'C#—D-Cﬁ
-F#, inélude this: relationship: It is”empléyed in sequence in
m. 67 (Ex. 86). | |

Ex. 86. Pour les nbtes répétées, mm.-66—67;

66 in Tempo 10

peLiops 42 £u5bs .
Se====a = L%ﬂm
=T LT
R S R
e
e T
= =T

The two-note figure in the bass in mm. 72 and 73 also

_consists of this relationship (Ex. 87).
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Ex. 87 Pour les notes répétées, mm. 72-73.

There is a conflict between three tonal centers in this
piece. The note C# is'emphasized in motive a by repetition
in m. 13. The note C is the tonic note of motive Db, and
appears frequently in dominant-tonic-relationships of'G-C.
However,‘the final tonal center in‘this piece is G;_ This
'tonic-ncte ishquite‘fcreign to motive_a, in which é#'seryesr-
as a tonic ncte;' The note G is not‘evenfincluced'in-thia
_mOtive,‘and is a tritone away from C#. In motive b, G
appears as a domlnant to C. | |

Thls confllct of tonal centers ‘appears 1n the last four
.measures,:81 tc 84. Oyer ag mlnor'trlad, C# 1s empha31zed'
by repetition in m. 81 ‘G is emphaSLZed by its repetltloni'
-~ and- the domlnant tonlc relatlonshlp of D-G 1n the flrst beat.
- of m. 82.‘ The chords in mm. 82 to 83 con51st of five notes,
G,vA#,‘E#, C# and D, which create a perplexlng harmony G[
.'D, and A# create-a g mlnor triad, in whlch A# is an
enharmonlc equ1valent of Bb B# 1s the venharmcnlc spelling
of‘C, which is a tonal-centerjof motlye b? C# is enphasinec

,' by motive a. This conflict is sustained until the
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penultimate measure. The final measure indicates the triumph

of the note G, over C and C# (Ex. 88).

Ex. 88. Pour les notes répétées, mm. 81-84.
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There are several similarities between this etude and
_"Pour les degrée chromatiques." Firet of all, both of them
employ two:main motives in various harmonic'contexts. The
contrast between the two motives is more remarkable in "Pour
les notes répéteee[". SecOndly,'the final tonality is
eestablished very late in both.pieces | Combinations of mo:er
than two dlfferent ‘harmonic materlals are employed
:exclu51vely, whlch tend to obscure the feellng of the
tonality. ‘ Functional harmony appears more frequently"in
'"Pour'les.noteS‘fepétées" tnan,in "Pour ies degrés'
ohromatiques.fi Dominant—tonic reletionShips~oftenAsound‘
f;esn'tovthefeer einoe the‘overeil‘harmonic oontext‘is'»
‘ocomplexjand,embiguous in terms of tonelityov In'summefy;,.
ﬁonal experimentation‘is highiy‘edvanCed.in these‘ﬁwo etudes,
-whilevfunctionalone;mony appears oceasionally; creating

".contrast between strong tonality and tonalfambiguity.
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CHAPTER IV
COMMON CHARACTERISTICS

Several compositional techniques in Debussy's piano works
are discussed in Chapter III. Some of these techniques are
found mainly in one period, while others are found throughout

" his piano works. This chapter will summarize the latter.

Diatonicism

Debussy never completely abandoned diatonicism and music
based on traditional functional harmony. There are several,'
- works which establish the key at the very beginning of the

'piece,‘worksfwhich-uSe more triads than extended dominant

chords and employ'many dominant-tohic progressions. Examples

are "Movemeht," from‘Lmaggs_ﬁggx_lV(l905),'"Doctor_Gradus ad
Parnassum," from gn;lg;gn_a_gg;ng; (1909), "La Cathédrale

engloutle, ﬁmm_Rr.elndes_Bo.ok_l (1910),_and "Pour les cmq
do;gts,f from E;ugea (1915) . All of these examples are -

,written.ln C major; it 1s 1nterest1ng to flnd that Debussy
' employed thls partlcular key for hlS more cla831cal dlatonlc

'pleces

There are. also other pleces whlch are ba51cally dlatonlc o

but employ more extended domlnant chords -than trlads and
lnclude a greater variety of harmonles quz_ﬁ;gpgﬁgggg

_(1888), "Prélude” and "Clalr de lune" from §u;tg_§§;gg_g§ggg
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(1890), "Bruyeéres" from Préludes Book 2 (1913), and "Pour les

octaves, " from Etudes (1915).
Pentatonic Melodv and Harmonv

Pentatonic materials are frequently used in early as well
as later works. Debussy employed pentatonic scales mainly in
three different ways: (1) as the sole basis of melody and
harmony, (2) in combination with diatonic scales, and (3) in
combination with modal scales; In his early works such as
,‘nggx_Axapgﬁgygﬁ_or Suite Bergamasque, pentatonic scales are
frequently lmplied in a.‘diatonic context. It was not until
1903 that Dehussy wrote a piece which nses pentatonic scales
exclnsively: "Pagodes, " from Eﬁnampes_(l903). -In "Pagodes, "
“he suggests the Far East by the extensive use of pentatonic '
scales. Other works which consist mostly of pentatonicf |
materials.are-ﬁJlmbo’s lullaby, " from Child;ﬁnlﬁ_ﬂgxnﬁi
(1909) and "La fille aux cheveux de lin," from E;gluggﬁ_ﬁggk_
N kl910). In these pleces the tonal center is usually

' suggested by the use of pedal tones or domlnant tonlc

relatlonshlps; when there is no’ note Wthh is empha31zed as. a

M,»tonic, tonality-becomes amblguous, 81nce any note 1n am
vpentatonlc scale can- be heard as - a tonal center

There are some: examples 1n wh1ch pentatonlc scales are’
employed in a modal context In the flrst two measures: of

"Pour les'quartes,} from Etudes (1915), pentatonlc scale
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A-C-D-E-G is implied in planing of fouths, with the tonality

of A Aeolian mode (Ex. 89).

Ex. 89. Pour les quartes, mm. 1-2.

g
L
[\
L)
~
N

An early example of the use of whole-toné materials in
:'Debussy's piano works is foundvin'"Menuet,"’fromYSQi;g .
Bergamasque (1890). In Ex. 90, part of the whole-tone scale

'C20'is,employed,here’as a passing séalé»(Ex. 90) .

Ex; 90. vMenuet; from Sning_ag;gamaggngg m. -10.

—c20— Lc2o—

' It.-is in "Prélude"<from-Ran;lg_Rian§'(1901)‘that‘Debuséy-'
first wrote a largé,section totally based on_whble-tone
"scaiészin his piano works. He alsovih;rodﬁced;thé alternatei

‘use of two'différent whole-tone scales in this piece.
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Debussy continued this practice in the following pieces:
"Jardins sous la pluie,” from Estampes (1903), ﬁCe qu'a vu le
vent d'ouest,” from Préludes Book 1 (1910), "Feux
d'aftifice," from Rxglggga_aggx_av(l9l3), and "four les notes
répétées, " from Etudes (1915). o
Debussy.often employs both C20 and-CZi in a single piece.
"Voiles,ﬁ from Préludes Book 1 (1909) is an exception where a
single whole-tone scale, C20 is used exclusively. Sections
using pentatonic scales often alternate with sections using
whdle—tone scales. Examples of thisiare "Voileé," froh
PBréludes Book 1 (1909) and "Pour les ndtes répétées,"” from
-Etudes (1915), where the main sections_use whole—tone .

- materials. ﬁJimbdfs-iullaby;" from ghilg;gnlﬁ_gg;ng; (1909)

is an. opposite éase, in which whole-tone harmony is employed

Betweéh'péntatonic sections.

DébqssyAfreQuehtlY'employs pedal tones to‘maintaiﬁ a
. tonal center inAa whole-tone harmonic ¢6nte#t. ‘When these
pedal'tqnes.ére absent,'the tonality téndé to become

ambigubus.
. i -

. 'Use of medieval church modes is one of the techniqﬁeé

which' is mdst-frequently:found in Debussy's piano music. In'

'faCt;'it-is difficult to find pieces which do_not'employ~

modality. -There are pieces in which tbhality’is clear in a

. modal harmonic cohtext; however, in the other works, tonality"
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is occasionally obscured by the use of non-functionai
harmony. The use‘of chromatic alterations, planing, and free
root movement employed in modélity also help to deemphasize a
tonal focus. In "Sarabande," from Pour le Piango., Debussy
sﬁcceeded in creating tonal ambiguity by skillfully employing
these techniques.

Bi 1 i Pol 13

In Debussy's later piano works, it is often difficult to
distinguish between consonance and dissonance due to the use
of‘chords'built on unorthodox inte;vals and unresolved
nonharmonic tones. Dissonant harmonieé are often produced by
the ﬁée of poiychords; A bichordal effect is found in Ex..
91, in which two conflicting harmonies, G'hajor'and F# |
dominant seQenth,fare»employed‘simulténeously, ¢ausin§'a

dissonant effect (Ex. 91).
Ex. 91. Movement, from Images Book 1 (1905), m. 63.

S morendo
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__;DebuSSy-psedlthis bitonal effect extensively in
"Brouillards."; In the last eight'measures of "Feux

d'artifice,” a cleafAexample_of'bitonality can be seen, in.
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which C major and Db major are empioyed simultaneously.
Another clear example of bitonality can be found in Bexceuse
Héroigue, which was written in 1914. As he quoted "La
Marseillaise" in the bitonal section in "Feux d'artifice,”
Debussy used a quotation from "La Belgium” in this piece.
The quotation appears in F major in the upper staff, over Eb
minor seventh chords in the middle staff in mm. 60 to 63.
~The theme reappears in a figure consisting of major seconds
in mm. 64 to 66;v_Th§s time'the,ldwer staff becomes Eb major,
while the middle staff uses éuintal harhony built on F (F-C-
G). Eb is added to the quintal harmony in m. 66. The total
~effect §f these three staves in mm. 64 to 67 is a:pehtétonicu

harmony:‘Eb,.F, G, Bb, C (Ex. 92).

Ex. 92. Berceuse Héroique, mm. 60-67.

plus lointain

pomssnd
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Planing is also extensively employed in Debussy's piano
works,'.Planing may involve a single interval_orﬁcomplex
chbrds. It may be either diatonic or chromatic, tonal or
real. Since chdrds employed in planing usually do not have a
fﬁﬁctipnal.;elationship, ﬁhis teéhnique can sérve3to weaken
theffeeiing'df tonaiityQ‘ Free use of root movément'ahd

- chromatic aiteration'élSovtend to deemphéSiZe tonality.
Qthers

(1) Gapped scales

As diSCussedfin Chapter III, a gapped scale is often used o

in~the,works whiéh»desCribe'therland of Spain\vxIn these
wérks, the-scale is.employed in a médal harmonyr.inciudiﬁgv
" some chromatié alterafidns. -

ﬂ.(2)'Chroma£ic séaiés

‘Generélly, Debuésy uSeS'thé_chfométic‘scalg-éé.'

- "background" or "secondary"” material in his piano works. - In
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"Pour les degrés chromatiques,” from Etudes (1915), this
scale appears as a background figure throughout the piece.
(3) Lydian-Mikxolydian scale | |
"Lydian-Mixolydian" scale is exclusively employed in
"L'isle joyeuse," which was written in 1904. For example, a
motive in the treble in m. 9 of this piece uses the scale on

A: A-B-C#-D#-E-F#-G-A (Ex. 93).

Ex. 93. VL'isle joyeuse, m. 9.

9 2 52 3\5‘?\_
43 2
DB .
D léger et rythme —
' - AE _
: s B —

EA

(4) Added tone chords
Triads with added sixths (e.g.: CE G A) appear
~Afrequéntly,in-Debussy's piano wo:ks; Since all'the>n§tes
belohg,toxa:pentatoniciscale} the chords‘§re often found~in a
'pentatpnicvharﬁoni¢ cohteXt. Ex. 94 éﬁows triads'with édded

'sixth émPioYéd-ihAa»pehtafqhic harmony (Ex. 94).
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Ex. 94. General Lavine, form Préludes Book 2.,

mm. 12-13.

T ———
Y
by

S

In Ex. 95, added sixth chord is used as a cadential tonic

triad.

Ex. 95. Ce qu'a vu le vent d'ouest, mm. 69-71.

Added second chords are employed in a whole-tone harmony

in Ex. 96.




Ex. 96. Pour les notes répétées, from Etudes, m.

........
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(5) Sonorities featuring major seconds

91

Successive use of major seconds are usually found as a

bagkground figure in Debussy's piano works. There are

examples of the figure consisting'of major seconds,

many

especially in Children's Corpmexr (1909), and Rréludes BOOK 1

and 2 (1910, '1913). The figure is sometimes used in a

'pentatonic harmony (Ex. 97, 98), and sometimes in a’whole-

tone harmony (Ex. 99, 100). The effect is intentionally

humorous.

Ex. 97. Minstrels, from Préludes Book 1, mm. 9-10.
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" Ex. 98. Jimbo's lullaby, from Children's Corner,
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Ex. 100. Pour les notes répétées, mm. 75-76.
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As seen in Chapter III, major seconds are employed in a
motive with octave displacement in "Pour les degrés

chromatiques" (1915) (See Ex. 73).

92
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In Ex. 101, two different major seconds, A-B and D#-E#
are employed simultaneously, which can be considered as a
cluster. The effect is rather dissonant, and all the notes

belong to the whole-tone harmony C20 (Ex. 101).

Ex. 101. Ce qu'a vu le vent d'ouest, m. 51.

51 8.
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v(6) Simﬁltan¢0us'or alterhating use of the_@hite andv
black keys B |

This is.one of.Débussy's favorite.techniques in his latef
piano wbrks; and mény examples are found,_eSpécially in‘ _
’Exelndga_ﬁggk_z,and‘ELudgﬁd In "Bﬁouillards" he.empioys the -
altefnatingfuéé of the white and black key figuraﬁion.“-i |
extensively thrdughoUtfthé pieéél'iThié:alternatihg figqreu‘
'.also-appeafé:in ""Les'féesAsont.d;eiqﬁiseé_danseuéés," frbm-

Préludes Book 2 (1913) (Ex. 102).
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Ex. 102. "Les fées sont d'exquises danseuses,” mm. 1-2.

»

Y . _ _ S e ﬂ‘:

1 /,j 1 i ‘{’"; ILL7 }‘ III f [’7: #
J = 7 7 / { -
1
ppﬁ 3 : B z
L n ] T L. LA

Measures 91 to 96 in "Pour les cing doigts," from Etudes

(1915), consist exclusively of the alternating use of the
white and black keys tonalities (L.H.: Gb and Db major; R.H.:

G major and D minor) (Ex. 103).

Ex. 103. Pour les cing doigts, mm. 91-92.

poco a poco accelerando c

_ .
~ e 'ﬁﬁ o

Simultaneous use appears in "Pour les huit doigts," from

Etudes. (1915) (Ex. 104).

Ex. 104. Pour les huit doigts, mm. 40-41.
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Both alternating and simultaneous uses of the'white and
black keys are frequently employed in "Feux d'artifice."™ The
alternatin§ use of the white and black keys gives a
~perplexing imbression; whereas the simultaneous use causes a
dis;onah; effect. These techniques occasionally obscure the
‘tonality, where theré is no tonic note implied in the

context.
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CHAPTER V
CONCLUSIONS

Even while a student at the Paris Conservatoire,
Debussy's first priority was always originality. He did not
want to be a successor; instead, he wished to become an
innovator. For him there was no theory, and pleaeureiwas a
law.4 He tried to be free from all the limitations of
functional harﬁonyiand tonality. ‘

'Although‘he tried to free himself from the traditional
rules and invent his own methods of compositiOn, his early
works nonetheless show a mastery of Romantic style ‘However,
experimentation continued to be . important to him throughout

hisvlife; His works became'more and more eXperimental in

terms of tonality as time went on. The way he freed himself

fromrclassical tonality was different from other‘composers_off

- the time, Who’emplOYed extreme chromaticism to obscure .
tonality- As an alternative to major or" minor scales, he
- used. pentatonic,'whole-tone, and modal scales{ ~Lacking the
half—step leading'tone between scale'degreeseﬁ-and‘8,'these
wscales tend to lack functional diatonic relationships and

weaken the sense of tonal focus He also invented chords

o built.on unorthodox intervals, and a clear distinction

44 Roger Nlchols, -"Debussy, ClaUde, The New Grove Dictionary -

'of Music and Musicians (10th ed., 1990), Vv, 306.
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beﬁween consonance and dissonance disappeared in his music.
Moreover, he introducéd polychordal effects in his later
workg. In terms of harmonic progression, there is no need of
resolution for dissonant chords. Root movements became free,
and through the use of planing, harmonies ceased to have‘a'
functional relationship. All these factors tend to reject
local tonal hierarchies. Bitonality and polytonality are
also employed in his later works. 1In theseAworks, Debussy
had almost reached the boundary between tonality and
atonality. Even.in his most adventurous works, however, he
never completgly‘abandonedvtonality. -He always used key
sighatures, and_aiwayS'returned to the indicated key at the"
end of each work. When the harmonic céntext was too. complex
to sustain,tbnality, hé‘emplOYed pedal points or 6stinatos to
, give‘a.sense of tonal giavity. In summary;fé‘Clear change
ffom Stfong tonal foqus to tonal ambigﬁiﬁy:cah be?seen in his
piand work§._ | | |

As has.beehvstatédfearlier, Débussy he?ér_complétely»;
abahdohed'diatonié writing. Even in his latést works such-as
’Eﬁuﬂgﬁ;‘theié are séﬁe;pieces which‘aié very diatdnic and |
suétaiﬁﬁa stféhglséh$é16f“tonality.thréughdut:  Pentathi§
hﬁrmdhy,ié:often e@pidyed in a diatéhic harmonié context, .
”,éspe¢ially in,ﬁorks inténdéd tbfbeAhumoroﬁs.
. f‘His‘wqus pén'besdiVided:intd threefcatégéfiéé,'ih terméc
of Style éharacteristiés.‘ The first'catégory‘inciudeé works

" . which are strongly impressionistic, evoking a mood or an
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-atomsphere, rather than making a direct, clear statement.
These works often depict nature, and they are descriptive and
sensitive in their character. Harmonic vocabulary is often
‘complex, and the sense of tonality is often ambicuous in
these works. The second category shows little or no trace of
impressionism. Works are not descriptive; rather, they are
classical, or absolute. Examples which belong to this
category are Pour le piano, "Hommage & Rameau” and "Movement"
from Images Book 1, and Etudes. The third category can be’
called exotic. Debussy had a great interest in foreign lands
such as the Far and Near East, and Spain. He employs
pentatonic and quartal harmonies: to desCribe the Orient,
occasionally using the effect‘of the Javanese gamelan which
impressed him at the Paris Exhibition; His compositions in
- the Spanish style evoke the atomsphere of Spain; Though4he
borrowed some techniques from Spanish composers whom he knew,
'tne tonalVexperimentation.whicn occurs in tnese'works.setsbb‘
themlapart; ;
In conclusion, Debussy s innovative- expansion of tonallty

-

isvremarkable. - He employed great freedom in terms of harmony
_ k v

andbtonality. He created a ‘new harmonlc vocabulary, freelng

«

dlssonance from the need for resolutlon Debussy opened new o

terrltory for later composers, and in this sense contrlbuted

H

"greatly to the hlstory of mu31c
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