The only other example I might include, if any, is the end of Schubert's Quintet, because it is so dramatic (the V7-5 to I progression that ends the piece).
Lesson OOO: Other Chromatic Harmonies

Introduction:
The quality of a major or minor chord is determined by the whether the quality of the third.  For this reason, composers will sometimes alter the fifth of a triad or seventh chord to introduce an element of chromaticism while retaining much of the identity of the original harmony.  Indeed, these altered fifths are frequently introduced as chromatic passing tones, leading the listener to interpret them as chromatic embellishments.
In this lesson we will first discuss augmented triads: triads with a major third and augmented fifth above the root.  We will go on to look at how an augmented fifth can also be introduced in a dominant seventh chord and from there examine dominant seventh chords with lowered fifths.
Augmented triads:

Though often listed as one of the four varieties of triads—the others being major, minor, and diminished—augmented triads as independent chords are rather rare in tonal music up through the 1820s.  One reason for this is that, in contrast to other chromatic chords studied so far, the augmented chord alters the framing interval of the triad, the perfect fifth, which stabilizes the triad.  The defining characteristic of an augmented triad, the dissonant augmented fifth, has a peculiarly unstable quality, thus composers tended to use it sparingly before the Romantic era.
Augmented triads are not functional chords in their own right, but rather chromatic representatives of diatonic harmonies: the raised fifth is usually introduced as a chromatic passing tone. The following example illustrates:
Example 1:

a.




b.
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In Example 1a we see the common progression from I6 to IV.  Example 1b fills in the upper voice with a chromatic passing tone (G#).  If the chromatic passing tone is absorbed into the triad, similar to the Neapolitan chord, which in one explanation absorbs a chromatic upper neighbor note (see Lesson XXX).  The result is an augmented tonic triad (1c).  The resolution of an augmented triad to another chord whose root is a fifth below—as in Example 1c—is very common.  In Example 1, the augmented quality is indicated by the accidental in the figured bass (I
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).  Augmented triads are sometimes indicated by a superscript plus sign: I – I+ – IV. 

Lee, could you re-work your wording changes at the bottom of page 1? "If the chromatic passing tone is absorbed into the triad, similar to the Neapolitan chord, which in one explanation absorbs a chromatic upper neighbor note (see Lesson XXX).  The result is an augmented tonic triad (1c)."

I think you just need to change to penultimate period to a comma, but maybe not?

Just as with the Neapolitan chord, which in one explanation absorbs a chromatic upper neighbor note (Lesson XXX), if here the chromatic passing tone is absorbed into the triad, the result is an augmented tonic triad (1c).


Just as a Neapolitan chord results when a chromatic upper neighbor note is absorbed into a triad (a iv, as shown in Lesson XXX), so an augmented triad results here (1c) when a chromatic passing tone is absorbed into a triad.
Now consider the following example:

Example 2 (L. Beethoven, Piano Sonata No. 5 in C minor, Op. 10, mm. 78-82):
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The progression and introduction of the raised fifth here are virtually identical to Example 1, though this time in Ab major.  Notice how the raised fifth is accentuated by its placement in the soprano.  This treatment of the dissonant augmented fifth is common and heightens the dramatic effect of the chromatic pitch.
The following example from Schumann’s Album for the Young has two augmented triads in close proximity:
Example 3 (R. Schumann, “Kleine Studie,” No. 14 from Album for the Young, mm. 5-17):
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In mm. 5-7 we see the progression already familiar from Examples 1 and 2.  Then, following a brief tonicization of ii in mm. 9-13, the same procedure is applied to a V chord.  In m. 16 the seventh from the preceding V7 chord is omitted while the fifth is raised to A#.  Just as before, the raised fifth acts as a chromatic passing tone to B as the chord resolves to I, with root a fifth below.  

Augmented triads routinely stand in for applied dominants as well:
Example 4 (L. Beethoven, Bagatelle No. 8 in C major, Op. 119, mm. 1-3):
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Is the third beat in Example 4 really best described as an applied dominant of IV? For some reason in my head I hear it as a first inversion I+, especially in the absence of Bb. Example 10 is a much more convincing example of V+/IV, I think.
I think Andre means that the augmented tonic leading to a IV sounds like an applied dominant, assuming an analogy between the augmented fifth urging upward from below toward the third of the IV, in analogy to a b7 urging downward from above toward that same chordal third, right?  Can we call that an "applied dominant"?  Strictly speaking, no, not after what we said in that lesson (necessary presence of a b7th above a root).  But perhaps we could speak of a chromatic chord (augmented in this case) that functions something like -- in analogy to -- an applied dominant.  Perhaps John could formulate something he likes and fits this situation.
I hope I'm not making a mountain out of a molehill, but in Example 1 we have basically the same example (even in the same key) as in the first measure of Example 4 and we label the Example 1 progression as I - I 6/#3 - IV. I'm not sure how to differentiate the two examples without just confusing the matter. Maybe, for the sake of consistency, we should re-label Example I as I - V+/IV - IV and offer an explanation there as to why we are considering the augmented tonic as an applied dominant to the subdominant in the absence of a m7 above the root?

Thoughts? I would also resubmit my earlier suggestion to label Example 4 as we do Example 1 and use Example 10 as a clear case of how the altered tonic functions as V+7/IV...

The difficulty here, as I see it, is that the tonic (I) here carries a chromatic alteration that undermines its identity as tonic, which now as a dissonant, augmented chord retains its "tonic" identity only formally by having its root on ^1, but certainly not functionally because it's dissonant and thus clearly no longer qualifies as a harmonic point of rest, let alone as definer of tonality.  That's why I was willing to entertain the idea that it be labeled as an applied dominant, with chromatic alteration (clearly striving toward IV and no longer a self-defining point of harmonic repose), at the very least in analogy to other augmented chords as applied dominants, with similar chromatic alterations.

This case is for me, then, different than the situation we handled in the applied dominant lesson, when we addressed the case of I moving to IV. There, we said that I was *not* an applied dominant to IV because it lacked a chromatic tone, and would become an applied dominant *only* if the b7 was added, making the chord V7/IV.  We pointed out that to call a plain I an applied dominant threatened the functional identity of the tonic.  Here's the wording we used:  "Analyzing the C-major triad in Example 25 as an applied dominant, for instance (V/IV), undermines the identity of a fundamental harmonic function: the tonic!"  But here, in the case of I+5, the functional identity of the tonic is *already* undermined, owing to the raised 5th, hence my willingness to label the chord V+5/IV.
I'm not sure how to differentiate the two examples without just
confusing the matter. Maybe, for the sake of consistency, we should
re-label Example I as I - V+/IV - IV and offer an explanation there as to
why we are considering the augmented tonic as an applied dominant to the
subdominant in the absence of a m7 above the root?

OK, that's a possibility.  We could, for instance, initially label the chord I+5, but then explain that the otherwise reposeful tonic quality of I has been compromised by the raised fifth, urging the chord toward IV, and thus making it behave like an applied dominant to that chord.  Hence V+5/IV may be a more appropriate functional label.

Ex. 4 has another aspect to it, of course, that leads to an applied-dominant function for I+5, namely that it is the first link in a sequence in which the next link is clearly a V+5/V, leading retroauditively to a V+5/IV for the initial chord in the sequence.  For that reason, I'd prefer to retain the V+5/IV reading/hearing of Ex. 4, but certainly can agree that a brief explanation of that interpretation, about the retroauditive understanding, would be a valuable clarification.
John then suggests:

Thoughts? I would also resubmit my earlier suggestion to label Example 4
as we do Example 1 and use Example 10 as a clear case of how the altered
tonic functions as V+7/IV...

Given what I've said above, I would suggest for consideration the possibility for Ex. 1 that I described above, namely labeling the augmented tonic "I+5" but then following up with a clarification about the fundamentally compromised tonic function, owing to the chromatically altered 5th, which yields to an applied-dominant function for the chord, as V+5/IV, and thus legitimizes that label as a more accurate descriptor of the chord's function.  What say ye?
I can certainly go along with Lee's interpretation. Mainly I was striving for consistency, and I think we have that.

So we can call an augmented triad built on the tonic I+ if it is part of I 5-#5-6 (maybe give an example of such?), right? But in the context of I going to IV, we say I - V+/IV - IV for the reasons that Lee has stipulated. So maybe Example I should demonstrate a V - V+ - I progression, which I think is much more straightforward. Then introduce the less obvious I+ versus V+/IV.

More thoughts?

Example 4 features two augmented applied dominants in a row.  In m. 1, the G in the upper voice steps up to G# on its way to A.  Then, in m. 2, that A steps up to A# on its way to B while the bass moves to F# and the middle voice to D.  Note that the augmented chord in m. 1 could also have been analyzed as an augmented tonic triad.  It is here analyzed as an applied dominant to bring out the parallelism with the second measure.  Regardless, the entire passage should be understood as a chromatic filling in of the common 5 – 6 – 7 motion in the upper voice:
Example 5 (reduction of L. Beethoven, Bagatelle No. 8 in C major, Op. 119, mm. 1-3):
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[NOTE:  The F in the bass of the IV will have to be raised to F#, which is a chord member in the applied augmented chord.]

Augmented triads also appear as auxiliary sonorities.  In the following example from a song by Hugo Wolf, a tonic triad is prolonged with a chord resembling an augmented dominant triad in first inversion.

Example 6 (H. Wolf, “Das verlassene Mäglein” from Mörike-Lieder, mm. 27-29):
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The augmented triad is presented all at once here: the augmented fifth has been absorbed into the chord and is not introduced here as a chromatic passing tone.  This dissonant chord lends an aurally striking quality to this prolongation of I in a way that a diatonic auxiliary sonority could not.
The following example shows another augmented auxiliary sonority, though here arising in a different manner.

Example 7 (F. Schubert, “Der Atlas,” No. 8 from Schwanengesang, D. 957, mm. 1-4):
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Whereas in previous examples the chromatic pitch of an augmented triad was introduced as an ascending chromatic passing tone from the fifth of a major reference sonority, here it appears as a chromatic lower neighbor to the root of a minor triad.  The result, in this case, is an auxiliary sonority resembling a III chord with a raised fifth in second inversion.
With the increasingly adventurous chromaticism of the nineteenth century, the treatment of augmented triads slowly relaxed.  Rather than simply serving as chromatic representatives of diatonic harmonies, augmented triads began taking on more structural roles.  Consider the key structure of the following excerpt from a Chopin etude:

Example 8 (F. Chopin, posthumous Etude No. 2, mm. 1-30):
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In tonal music, it is quite normal for a piece to progress through the keys outlined by the tonic triad.  A piece in A minor, for example, might begin in A minor and modulate to C major (the relative major) and then E minor (the minor dominant) before returning to A.  In this case, however, the keys cycle through an augmented triad: Ab – E (in m. 17) – C (m. 20) – Ab (m. 25).
[NOTE:  What about the augmented triads that now ensue at the ends of mm. 25, 26, 27, and 28?!  This was of course, as you know, one of my examples from last year’s 160C.]

Altered dominant seventh chords:

Dominant seventh chords occasionally appear in an altered form, with a raised or lowered fifth.  Since dominant sevenths have a major third above the root, raising the fifth will result in an augmented triad with a minor seventh.  Like the augmented triads discussed above, the augmented fifth is typically introduced as an ascending chromatic passing tone:

Example 9 (J. Brahms, Intermezzo No. 7 in A Minor, Op. 76, mm. 12-16):
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At the end of m. 15 in this example from Brahms, the fifth of the dominant seventh chord (D) is raised one semitone to D#.  The resultant V
[image: image14.wmf]#



 EMBED Equation.3  [image: image15.wmf]7

5

 consists of an augmented triad (G, B, D#) with a minor seventh above the root (F).  This chord resolves very similarly to the augmented triads mentioned above in Examples 1 through 6: the augmented fifth resolves upward by semitone to the third of the chord whose root is a fifth below.
Applied dominant sevenths also appear with raised fifths:
Example 10 (piano reduction of R. Strauss, Till Eulenspiegel’s Merry Pranks, Op. 28, mm. 1-3):
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Scale degree 5 steps up to C# at the end of m. 1 in example above.   Because of its rhythmic placement—occurring with the Eb, A and Fs of the bass and inner voices—we hear C# as belonging to the chord on the final eighth note.  The chord, an applied dominant seventh with raised fifth, resolves to IV on the downbeat of the following measure.  Again, the chromatic pitch is accentuated by its placement in the soprano and root motion of the resolution is a falling fifth.
Dominant seventh chords with lowered fifths (b2 instead of 2) recall the characteristic sound of the Phrygian mode, which features a semitone between its first and second degrees.  The following reduction of Brahms’ fourth symphony shows a dramatic dominant seventh with lowered fifth in m. 7: 
[NOTE:  The Brahms ex. appears below.  This is probably a vestige of an earlier version.]

Example 11 (E. Grieg, Lyric Piece, Op. 47, No. 3, mm. 37-42):
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As you can see from Example 13, the fifth of the V
[image: image18.wmf]4
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 chord in m. 39 steps down to Bb in the following measure. (Note: Normal figured bass conventions are incapable of showing this alteration since the chromatic pitch appears in the bass.  The parenthetical “(b5)” under the Roman numeral indicates the lowered fifth.) Bb resolves by semitone down to 1.  This motion, combined with the leading tone approaching the tonic from below, bears significant resemblance to the resolution of an augmented sixth chord.  In an augmented sixth chord, the arrival of the dominant chord is emphasized by the dual “leading tones” #4 and b6 resolving to 5.  (See Lesson NNN for more on augmented sixths.) Here, the dual semitone motion leads from b2 and (#)7 to 1.  
As it turns out, the structure of a dominant seventh chord with a lowered fifth is enharmonically identical to French augmented sixth:

Example 12:
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The first half of Example 12 provides a simplified version of the progression in mm. 40-41 of Example 11.  As you can see and hear, the voiceleading is the same as the resolution of a French sixth to a dominant triad.  Dominant seventh chords with lowered fifths usually appear in second inversion, highlighting the semitone motion from b2 to 1 by placing it in the bass.
The following excerpt from Brahms’ fourth symphony provides another example of a dominant seventh with lowered fifth:

Example 13 (piano reduction of J. Brahms, Symphony No. 4, Mvt. IV, mm. 1-8):
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The V
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3

 chord in m. 7 contains a lowered fifth (F natural, b2). In this case, the lowered fifth is introduced immediately and not as a chromatic passing tone in the bass. Like Example 11, the chord behaves like a French augmented sixth resolving to I instead of V. (Note: The chord of resolution here, the tonic triad in m. 8, contains a Picardy third.)
Conclusion:
Augmented triads typically function as chromatic representatives of diatonic chords.  They are usually derived by replacing the fifth of a major triad with the pitch a semitone above it, though minor triads can become augmented as well by lowering the root.  In some cases, the chromatic pitch is introduced as an embellishing tone while elsewhere it is simply absorbed into the chord.  Tonic and dominant triads are the most common locations for these procedures, but augmented triads also appear as applied chords and auxiliary sonorities.

Before the Romantic Era, augmented triads were used sparingly and almost never as functional harmonies on their own.  With the increasing chromaticism of the nineteenth century, however, they eventually gained greater structural significance, both in the chord-to-chord action and in the large-scale relationships among keys in a piece.
Dominant seventh chords can also feature raised fifths.  Since the root, third, and fifth of a dominant seventh chord form a major triad, raising the fifth will result in an augmented triad with a minor seventh above the root.  As with the augmented triad, the raised fifth is typically introduced as an ascending chromatic passing tone.

Occasionally, a dominant seventh will feature a lowered fifth.  Such chords are enharmonically equivalent to French augmented sixths, but normatively resolve to the tonic instead of the dominant.  They generally appear in second inversion, with b2 in the bass to highlight the semitone motion to 1.
Alternate Examples:
Example 14 (F. Schubert, String Quartet, Op. 29, Mvt. I, mm. 49-57):
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Example 15 (J. Brahms, “Wie Melodien zieht es Mir,” Op. 105, No. 1, mm. 7-12):
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Example 16 (J. Haydn, String Quartet No. 3 in G minor, Op. 74, Mvt. I, mm. 110-121):
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Example 17 (piano reduction of J. Haydn, String Quartet No. 3 in G minor, Op. 74, Mvt. I, mm. 110-121):
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