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 o ftonic/dominant/dominant seventh/secondary dominant

ii. Chromatic passing tone in root/fifth

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

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?!

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)

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.

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.  
V. Conclusion:

A&S:

· Augmented triads:

· Essentially non-diatonic (must use accidentals)

· Usually the product of chromaticism

· “results from voice-leading activity: the augmented triad expands or represents a major or minor triad; it does not function as a self-sufficient harmonic entity”

· Most common:

· A5 is a chromatic passing tone moving up from P5

· [Ex p. 511: Carmen, final bars, P5 – A5 – major chord]

· Usually, the passing tone moves up to the third of another major chord (as in I+5 ( IV)
· Or: V ( I

· [Ex p. 511: Mendelssohn Piano Trio op 49, iv, mm. 137-139, A5 not a passing tone]

· [Ex p. 512: Schumann, Humoreske, op 20, I, augmented triad right at the very beginning]

· These are usually short term and “have a purely local function” (unlike other chromatic chords)

· Later, composers started to give them bigger roles

· [30-13: Wagner Gotterdammerung, act iii, scene iii, aug chord is the substitute goal of an authentic cadence]

· Sometimes as a descending passing tone in the bass from the root of a minor triad

· [30-14: Schubert piano sonata d 960 I , 187-191]

· Somtimes they are the result fo 5-6-5 neighboring progressions
· V7+5:

· Same techniques as above can produce v7+5

· [30-16a: Chopin sonata op 35 I 109-110, A5 is a chromatic passing tone]

· [30-16b: Franck symphonic variations, allegro, 171-173, fifth is simply replaced with A5]

· A5 usually appears in the soprano

· [30-16c: Beeth Diabelli variations op 120, var 28 24-26
· V7-5:

· Chopin was first (?)

· Uses b2 (like Phrygian scale)

· Usually in 43 position

· “it functions as a French 6th resolving to I”

· [30-17, Richard Strauss, Salome, op 54]

· Common-tone augmented 6th chords:

· Like ct-dim-sevenths in function/structure
· Aug 6th resolves normally to octave (fifth of I instead of root of V)

· [30-24: Schubert, Am Meer, Schwanengesang d 957 simple ct aug6th]

C&M:

· augmented triad is a chromatic inflection of a diatonic harmony

· fifth is raised up a half step

· usually on tonic harmony, dominant, dominant seventh or secondary dominant
· Notated in analysis as: I#5 V#5 or V7#5

Rothfarb: If something on the common-tone A6 appears in the A6 lesson -- now to be added -- I don't think we need a separate lesson it.  And we already address CT d7s in the new d7 lesson.  So, we're for a new lesson we're talking about the augmented chord and, possibly, V7s with +5 or -5.  I don't consider the V7+5 important enough to include, frankly, but 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.  If we take up aug. chord and V7-5 in a lesson, I suppose, then, we'd really have to include the V7+5, as an offshoot of the aug. chord.  So, that looks like the territory for another (final?) lesson.
John: I agree that alt. dom. 7 chords would be a good way to go, both augmented and diminished fifths. I agree that functionally the V7+5 is not too interesting, but it is featured in Gloria Summer's "I Will Survive" ;-)

