I. Introduction:

II. Augmented triads:

a. Non-diatonic

i. Requires accidentals

ii. It cannot function on its own (at least to begin with)

iii. It represents an altered diatonic triad

b. Usually arises from chromatic embellishment (chromatic inflection of a diatonic harmony)

i. Usually an alteration of tonic/dominant/dominant seventh/secondary dominant

ii. Chromatic passing tone in root/fifth

1. (C&M notate it as I#5, etc.)

[Augmented triad with fifth as a chromatic passing tone]
Example 2 (L. Beethoven, Piano Sonata No. 5 in C minor, Op. 10, mm. 78-82):
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[Two augmented triads in a row I and V]
Example 11 (R. Schumann, “Kleine Studie,” No. 14 from Album for the Young, mm. 5-17):
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[Augmented V+6/IV and V+6/V]

Example 1 (L. Beethoven, Bagatelle No. 8 in C major, Op. 119, mm. 1-3):
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iii. Usually: P5 ( A5

1. Of those, the aug. 5th usually moves on up to the third of a IV chord (I+5 ( IV is very common)

iv. Sometimes: root descends chromatically from a minor triad

c. As auxiliary sonorities:

i. Examples?!

[Auxiliary augmented III triad in 2nd inv]
Example 9 (F. Schubert, “Der Atlas,” No. 8 from Schwanengesang, D. 957, mm. 1-4):
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[Auxiliary augmented V triad]
Example 12 (H. Wolf, “Das verlassene Mäglein” from Mörike-Lieder, mm. 27-29):
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d. Later on, it gains stature (functional… structural… Liszt piece with key areas outlining an aug triad)

III. Dominant seventh chords with augmented fifth:

a. Often arrived at by the same technique as the aug triad (chromatic passing tone)

[Dominant seventh with passing augmented fifth]
Example 3 (J. Brahms, Intermezzo No. 7 in A Minor, Op. 76, mm. 12-16):
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[V7 of IV with aug fifth]
Example 8 (piano reduction of R. Strauss, Till Eulenspiegel’s Merry Pranks, Op. 28, mm. 1-3):
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b. A5 is usually in the soprano

IV. Dominant seventh chords with diminished fifth:

a. Uses b2 (like the Phrygian scale)

b. Usually in 43 pos.

[V7 with diminished fifth (Fr 43) - problem notating chord]
Example 4 (piano reduction of J. Brahms, Symphony No. 4, Mvt. IV, mm. 1-8):
[image: image8.png]A A
o™ o™
al P 2
A I\
A 'E
0 s e vl G
AN )
- EAVAYRN W W
\
NI [
\
.m_7 olefe @ @
= p=
N
(NN NEEY
olefe .J ole .ﬁ.u
.J . . .J ole
NEVOIR AN
O aray
= v v P v v
N ™

1v

7
Vs

1

\YaY

v

11

1v




c. Like a Fr6 resolving to I
i. SIMPLIFIED DIAGRAM OF THIS…
d. Rothfarb: I think the V7-5 is important enough because it replicates the Fr. A6 structure and is sometimes used in connection with it for surprise modulations, namely the Fr6 goes in one tonal direction and, if interpreted as a V7-5, takes another tonal direction. 

[Fr6 and dim V7 equiv]
Example 10 (F. Schubert, String Quartet, Op. 29, Mvt. I, mm. 49-57):
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V. Conclusion:

[Two augmented V7s the first is applied]
Example 5 (J. Brahms, “Wie Melodien zieht es Mir,” Op. 105, No. 1, mm. 7-12):
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[Two augmented triads in a row I]
Example 6 (J. Haydn, String Quartet No. 3 in G minor, Op. 74, Mvt. I, mm. 110-121):
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[Two augmented triads in a row I]
Example 7 (piano reduction of J. Haydn, String Quartet No. 3 in G minor, Op. 74, Mvt. I, mm. 110-121):
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