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Lesson HHH: Modulation to the Dominant
Modulation examples:

· Handel, “Seven Pieces” (“Sept Pièces”)

· No. 1 (Prelude):

· (I ( V via vi=ii) In m. 5, the last quarter of the bar is a vi in G becoming a ii in D

· No. 5 (Chaconne):

· (I ( V via vi=ii) In m. 7, the last quarter of the bar is a vi (this time in F) becoming a ii in C

· Handel, Keyboard Suite 16 in G minor, Sarabande:

· (i ( III via iv=ii) In m. 3, iv in G minor becomes ii in the relative major (Bb).

· Bach, R. 350:

· (I ( ii) (ii ( IV) modulates to ii in the third phrase and then to IV in the fourth phrase

· Bach, R. 125:

· (I ( ii) modulates to ii in the third phrase
· Bach, R. 22:

· (I ( V) modulates to V in the third phrase
· Bach, (i ( III)
· 96 (mod. to III then to v, ending on v:i#)

· 167 (after III, leads to i:V)

· 180 (mod to III then to v, ending on v:i#)

· 271 (mod. to III then to iv, next phrase ends on i:V)

· 263 (mod to III then v, ending on v:i#)

· 269 (mod. to VII, which leads to a mod. to III; subsequent half cad. on

· i:V, then close in i)

· Mozart, K. 311, 2nd movement:

· (I ( V via vi=ii) vi becomes ii in m. 13, followed by the new V

· Mozart, K. 330, slow movement:

· (i ( III via VI=IV) In the F-minor section, a VI in F minor becomes IV in a modulation to the relative major (Ab).  That VI [IV???] goes immediately to a V65 and from there to I

· Beethoven, Op. 13 (Pathetique), slow movement:

· (I ( V via vi=ii) The music on vi (starting in m. 17) ends up begin a ii in the key of the dominant (Eb major).

Do we want to include modulations besides the dominant or relative major?  If so, we should group the lessons all together instead of dividing them along these lines. (I think.)

Do we want to cover distantly-related modulations?  If not, is it worth mentioning modulatory devices such as diminished seventh chords or augmented sixth chords?

Outline:

· Introduction:

· Why do it? Non-tonic harmonic areas provide contrast.

· Tonicization vs. Modulation (Part II: The Revenge)

· “Tonicizations of greater structural significance are called modulations.” (CM 355)

·  “If we choose to analyze a passage as a modulation, on the other hand, we look for musical indications like a continuation of the new key following a secondary dominant, or a predominant harmony in the new key.” (CM 421)

· Things to look for in a modulation:

· Usually see accidentals for a prolonged period of time (indicating that the chromatic alterations are not just part of an applied chord)

· “a PD-D-T progression in the new key;

· A firm cadence (usually a PAC or strong IAC) in the new key, preceded by a pre-dominant-function harmony and/or followed by a continuation in the new key;

· An extended progression in the new key (not just V-I or I, or viio7-I or i).” (CM 421)

· Types of modulation:

· Direct:

· Modulations without a pivot chord

· [maybe give a chorale example here]

· Applied chord (extended tonicization):

· Simply continues on in the tonicized key (hearing the modulation initially as a tonicization helps smooth over the abruptness of the key change)

· Pivot-chord:

· What it is:

· “a chord that occurs in both keys.” (AS 199)

· The most common type of modulation: 
· “A chord like this one—which has ‘full membership’ in both keys—is called a pivot chord, and this type of modulation is called a pivot-chord, or common-chord, modulation.  It is the most common means of modulation between two keys that are closely related, a concept we will examine later in this chapter.” (CM 420)

· “the new key is most often introduced by a pivot chord (sometimes by more than one); it is confirmed by a cadential progression, usually containing some form of II or IV.  The pivot can be any chord that belongs to both keys; the cadence can include the pivot chord, it can follow immediately after the pivot, or it can appear after intervening material.” (AS 421-422)

· They have “Dual function”

· “We first hear ___ as ___.  But the continuation makes us reinterpret in retrospect the meaning of this chord” (AS 199)

· The requirements:

· “Pivot chords must have the same quality in both keys”

· Effectiveness:

· “Among the most effective pivot chords are those that would normally lead into the V chord of the new key—II and IV, of course, being preeminent in this category.” (AS 199)

·  “Pivot chords are most effective when they fall into the predominant-function area of the phrase” (CM 424)

· (This isn’t always true.  For example, when modulating to the relative major, it’s common for one of the pair to be tonic.)
· Common modulations:

· We will be looking at modulations between closely related keys:

· “those whose tonic chords are diatonic in the primary key.” (CM 425)

· therefore, there are five closely-related keys:

· major: ii, iii, IV, V, vi

· minor: III, iv, v, VI, VII

· These each differ in only one accidental (or none in the case of the relative major/minor)

· “The majority of modulations—especially those where the new key persists for a long time—are to closely related rather than to remote keys.  Two keys are closely related if the tonic of the new key functions as a diatonic chord in the old one.” (AS 421)

· These are the same triads that can have applied chords

· Common major modulations:

· To V:

· Four possible pivot chords between tonic/dominant:

· I/IV, iii/vi, V/I, vi/ii

· The others don’t work because the qualities are different:

· ii/V, IV/viio, viio/iii

· vi/ii is good because both have pre-dominant function (CM 422)

· I/IV is not as good because the tonic is so strong (CM 422)

· “It is not easy to convince the ear that the tonic triad no longer has a tonic function, but instead is functioning as IV in the new key.”

· V/I is rarely found for the same reason (it’s hard to hear the dominant as anything else without something coming before it, in which case, it is no longer the pivot chord)

· Iii/vi is less common because iii “does not frequentlyh appear in common-practice style”

· To vi:

· Dominant is the most common, submediant is a frequent goal

· Possible pivots:

· I/III, ii/iv, iii/v, IV/VI, V/VII, vi/I, viio/iio
· (ii/iv and IV/VI are common because each member of each group is a pre-dominant)

· To ii:

· The possible pivot chords (I/VII, ii/I, IV/III, vi/v) are problematic because they all use the tonic, mediant or minor v chord.  “Modulation to ii is often accomplished by tonicizing ii with V7/ii or viio7/ii, then continuing in the key of ii” (CM 429)

· To iii:

· Possible pivots: 

· I/VI, iii/I, V/III, vi/iv

· (I/VI and vi/iv work best)

· Not as important in major (“the major mode has no inherent tendency to move to III, as has minor”)

· To IV:

· “The problem with modulating from a major key to its subdominant is that to be a convincing modulation, I of the original key has to stop sounding like tonic and take on the role of dominant.  But if it starts sounding too convincingly like the dominant of IV, then we lose the sense of tonic as the home key.” (CM 429)

· “If it occurs early in the piece, a modulation to IV in major can disorient the listener.  This is because the tonic in major is also V of IV” (AS 430)

· This is not a problem in minor because i cannot sound like V/IV

· Possible pivots:

· I/V, ii/vi, IV/I, vi/iii

· Common minor modulations:

· To III (relative major):

· The most frequent modulation in minor (AS 427)

· III is often “the midpoint of a bass-arpeggio motion from I to V” (AS 427)

· Pivot chords:

· i/vi, iio/viio, III/I, iv/ii, v/iii, VI/IV, VII/V

· Most frequently used: i/vi, III/I, iv/ii, VI/IV

· To v:

· “In minor keys, the only frequent destination of pivot-chord modulation other than the relative major is the minor dominant (v), a modulation especially common in Baroque-period compositions.” (CM 428)

· Possible pivots:

· i/iv, III/VI, v/I, VII/III

· (i/iv is the most common)

· Chromatic modulations

· Romantic era

· By chromatic inflection

· By common tone

· With diminished seventh chords
· By falling-fifth sequence

· By sequence

· Enharmonic reinterpretation

· Through mixture

· By whole step
