Harmony Glossary for Chinese Students

Cadences (Z4J#&1EF0)

Authentic Cadence (AC) = phrase ends with a V or V7 to I, both chords in root position.

FEA& AL = SEA)E TURk R TR -EAD G R B — R AN, T8 AN XA R AEAR AL

Perfect Authentic Cadence (PAC) = authentic cadence with soprano on scale degree 1 above bass 1.

SERRE L = S A 1 Tofk k& Tk LN g2t R B — %, A Fnss st RAERANLE, FIN_E Soprano 58
B —EEE,

Imperfect Authentic Cadence (IAC) = authentic cadence with soprano on scale degree 3 or 5 above bass 1.

ATEARE AL = GE R TR B Tl b AN aKiE R B — AN %, RS RAEARANLE, (HJZ Soprano 58
TR B L

Half Cadence (HC) = phrase ends on root position V.

Rl =GR FELE AR FN R AR AL &

Plagal Cadence = IV-I cadence; this is a weaker cadence than the authentic cadence, often occuring after an
authehtic cadence.

o H& 1k = S DU AR Frad e i B — Rk, M FR B ok 8l SR FEARANAT (&, 0% HBLF Authentic
Cadence 2 1%,

Deceptive Cadence (DC) = V goes to vi instead of I (V-vi in major or V-VI in minor).

& Lk = S A it ol E RN R B Sk INFIBR (TE KR 8 /Sl R AL

(TE/ N,

Phrygian Cadence = Baroque half cadence in minor mode, where bass falls by half step to V : iv*-V



il BT 22 & 1 = L% se ARG Half Cadence, S04/ UL /S FnsgE B2 FO AL ; 58 (R 1 Hgr iR
INERI R,

Chromaticism (-5 %))

Applied chords = also called secondary dominants, a chord other then I is approached by its dominant: V of V
to VorVoflIVtolV.

HEAT RN = IR 4 Secondary Dominant (2% 414 5), R3¢ — 8 A & B2 —f%F15% %) Dominant (/&
F5%),

Bl Vof VEIVHEZE VofIV 2|1V,

Enharmonic = two notes that have two different spellings and two different meanings but sound the same: e.g.,
F* and G*, C* and D".

A 54 = Wil BHHERE, BEIRARR, HeMagEs2—iRr,

B+ : F* F1 Gb, C* Fn De,



Enharmonic equivalence =same as Enharmonic.

R Enharmonic [A]

Enharmonic pivot = certain chords that sound the same but function differently, based on enharmonic spellings:
C-E*-G"-A (=vii” of Db) becomes C-D*-F*-A (=vii” of E),

A B4 B SR AT 5L = A L FnL A R EIEARR, EMeI s & AR,

filf : C-E*-G"-B™ (=vii"” of Db) %5 C-D*-F-A (=vii” of E),

Modal mixture = borrowing chords from the opposite mode; mostly used in the major mode, where the minor
iv, iiand VI chords are used in the major mode.

1|

ARPEIR G =1 TAT/ NI ACEI RN, B8 7 B & R RF, EARBIFSL EAE v, i Fn VI,

Secondary dominants = same as applied chords (see above).

HEf B F 5% = IR Applied chords A,

Harmonic Progression (FI321#17)

Augmented dominants = altered V chords that have raised 5%, e.g., C-E-G*.
18 TN = Tk s Tl BN GE i T R AT TR TR

5+ . C-E-G*,

Augmented sixth chords (*6) = chords built on scale degree °6 and contain an augmented 6* above as in A®>-F*(F*
is *4); three types of these chords (Italian, French, German) are described below.

S TNGE = fEAERE S EEEROTNGL, NS R R R E R N L,

B+« A-F(F* BFFPUEES, #4) ; BARF, IEEFfEE R = EH SEf5L, (25 T4 5)



Cadential 6/4 = the most common use of a 6/4 chord where the bass arrives on V but upper voices have pitches
from the tonic chord. This chord is V in function and must resolve to a chord. The I1°* (or V¢*) must occur on a
strong beat.

&b RS U AN GE = F i LRSI RIS, EE R — Ak S T, 10 m BB R A — ik HeA
W, &AL A DI RE BR R FLFNGE—EK 5 BT A& 1k 3 —HR N U RN R0 28 o R B Tuh s Tofk sk,
R, A& RN DU R 5L A ZE AR B

Circle of 5ths = the most effective root movement in a progression is down a P5; a series of chords moving by
descending 5th create a circle of fifths.

Tl BR TS = B A AR AN AR A T AORAE T I M, — CRAIBIRIARAE T T Al ey & T i
BT,



Common chord modulation = a chord that has two meanings in a modulation, one in the first key and the other
in the next key (e.g., in modulation C to G, the a minor chord is both vi in C and ii in G) : also called pivot
chord modulation.

S [F AN AL = AR i A [R]85 A

B+ a/NFRESE: C KRN G KIS EIFNGL « 46 C K3 a /NSE R /SHRFNSE ; £ G KIS a /M
I RN, SEEEEEE 7 150 2 Pivot Chord Modulation (¥3H FH 4@ f1i%).,

Common tone modulation = a single pitch has two meanings in a modulation (e.g., in a modulation C to G, the
pitch C is heard as scale degree 1 in C and 4 in G).

L[R5 R = 3 P 8 A (R T A

B+ : CH& C KiAF G KFHRIERT : fEC KAE CRE—FEF ;EGK

%%L

& CRBMER,

Common-tone 7th chord (CT%) = a diminished 7" chord that functions not as a vii”’ going to I but as a
neighboring chord that resolves to a chord having one pitch that is the same in both chords.

FHREEWEFE=EF — R EfZs A (viir-D) B-Efnng, &R T R fER fng LR EA — 3
T, 1 A S S F L r T EE,

Diminished 7th = interval that spans a d7™ is a semitone smaller that a minor 7*. This interval occurs most
frequently in a vii”’ chord.

b =R AR e/ N B R R A — B, BB,

Dominant sub 6 = altered V chord that has root, third, and 6" above the root instead of fifth above.

Tk EARRSL iz T BE S B TR

French augmented 6th = PD chord built on augmented *6 scale degree that includes an augmented 6th interval
above the bass (*4 scale degree in the key); above 6 is a major 3 and Aug4* (e.g., A*>-C-D-F* in the key of C).

TE B S NGE = (LR /S B T BB N5 2 YR AN, SEACHY B R SR LR /S BE T Fn T DU B8 9 ) 1 /X 5 e
o IS FECURRAE R /S B DA Bk = U 5 e,

i3
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BFl¥ : £ C Kt A>-C-D-F,



Italian augmented 6th = PD chord built on augmented *6 scale degree that includes an augmented 6th interval
above the bass (*4 scale degree in the key); above 6 is a major 3" only (e.g., A>-C-F* in the key of C).

TR N FN5E = SEAE S BB AN L 2 TR AN A%, FEACHY B R R AR R 7S B 3 A T U 3 R4 S
P (85 EERAERE AN L ERR =51,

Bl ££ C Kl A»-C-F,

German augmented 6th = PD chord built on augmented °6 scale degree that includes an augmented 6th interval
above the bass (*4 scale degree in the key); above 6 is a major 3 and P5* (e.g., A*>-C-E*-F* in the key of C).

TR B G N FNGE = SR S RSB AN L 2 VRGN K, AR B R R AR R /S B o AT I0 3 48 S i
o PONIIEE EEORETERE S EE S A ERIR =R g e,

BFl¥ : £ C K A-C-Eb-F*,

Leading tone 7" (LT") = diminished 7 chord built on scale degree 7; it resolves to I or i.

kR = 1 i R B — RNk,

Function = how a chord or key works in a given musical space.

g
£

&) Bl (R T SRS TR R A D AE



Modulation (f255)

Definition: Change of key where new key lasts for a period of time; usually the change involves a pivot chord
(chord that has meaning in both the old key and the new key).

FEFE © B (RF R R R 5 b, T8 R B Sl AN K AL R SR R R R AR

Neapolitan 6 (II°) = chord built on lowered scale degree 2 (*2); the chord is major and occurs most in the minor

mode (e.g., in ¢ minor, II°is D°-F-A®).
S BSFNgE = fEFER: " EHE R, @EENR T L,

Bl : 4£ C/NFHE, 3 BLSRILE D-F-AL,

Norm = a common usage of chords or phrase lengths; in classical music, the phrase "norm" is 4 measures.

HEQI = TSR B A IE S AR BT, (B M G, S IE RO B D M8/

Passing 6/4 = a chord in second inversion that occurs on a weak beat and connects two more important chords
(e.g., IVe-I**-IV in root position).
5

LT 7N DU FN5K = H BUAE 55 A0 5 AL FNGR, D e B (8 b e B B A R,

Bl TVe-Io+-TV,

Pedal 6/4 = a chord in second inversion that resolves to a root position chord with the same bass note; P6/4
often is heard as a neighbor (e.g., I-IV®*-I in root position).

VU588 7S DU R % = LA [ JEE R BAR AL B 5K 2 55 AL RaR, DUl DU RS A o BRAS AR 2L,

B+ T-IVeA-L,

Picardy 3rd = ending a minor mode piece with a major tonic. (Common practice in the Baroque period.)

e RS TR VN (DD NIL A 81T N TS 2

Pivot = a chord that has two meanings in a modulation, one in first key and the other in next key (e.g., in
modulation C to G, the a minor chord is both vi in C and ii in G).



W M RN 5L = — (B R LA W B AN R R R
Bl £E C RKAHFE a /INFITLRANHRANTL 5 7E G KAHEE a /INFASLRE kA%,

Predominant (PD or Dominant Preparation) = basic function of chords that move to V, such as IV-V, ii*-V and
vi-V.

JBFNI% . YEGFNIL G, TV, vi FERFHTRD i, iv, VI LE/NFH )= B2 K Ik SR fnsk, Alks
IV-V, iis-V fll vi-V,

Prolongation = a way that the same chord continues (e.g., I-I° means I continues in first Inversion; I-vii®-I
means I continues).

FNIL D RE A AEHH

Bl ¢ T-I6 ARF— R TS AEAE R —% oS 5 1 T-vilos-T TR — oL A DhRE i A 44,

Sequence = repetition of a musical idea at different pitch level; this can be melodi or harmonic.

Bte =72 [F B AR A Gy, BOtE T U AR, o T LB NSt L

Substitution (harmonic) = instead of expected chord, composer uses another chord; e.g., when V goes to vi
instead of I, the vi is a substitute for I.

(AW EERIESA

B« RICFISLRHE B 2 7SR AN R A AR — R i,



Tonicization = temporary change of key; similar to modulation but for much shorter time.

S BTG = IR Modulation {2, {H &4 JE k. Modulation %,

Typical progression = a progression that occurs often in a particular musical period.

SN AT = (480 T i RO R T,

Form (F£0)

Antecedent/Consequent = two phrases are heard as a unit; the first phrase ends on half cadence (HC) while the
second phrase ends with an authentic cadence (AC).

KA =R A SR BT, 9 — A8 S e o ik kb, IRER 28 —EEEARTRR sE R Ik,

Binary = two-part form; a piece has two distinct sections of similar length: AB.

B AB, BENEEREERS,

Coda = an ending section attached to a piece that contains additional cadences and sometimes develops material
from the piece.

JR R = 1E L th R ANVRAOFR A, 108 A T 2 R 1k 2 AT 5 e,

Continuous binary = two-part work where first part ends on V and second part ends on I.

A B = i B, O B e e ORI AR, SRR A B AR R,

Double period = four phrases where the end of phrase 2 is less stable (ends on V or IAC) than the end of phrase
4 (ends on I or PAC).

RSB =R A DUE A, FLrh RS RSSO A KR E CR IR R AR e i k), SRR DA
SRR R LA E CE 2 k),



Period = another term for the antecedent/consequent pair of phrases.

YEEE = Antecedent/Consequent FH [A],

Phrase = a single musical motion that ends in some kind of cadence.

g
A=

) = SL RO, B SRR R 1S

Phrase group = several phrases that form a musical section.

SEARE = Fh {4 T RELRCAT A B T

Reprise = the return of opening material near the end of a work.

FRELED/ 1 B = T SEBR B B AL S th R A AL

Rondo = a work that has an opening section that recurs after one or more contrasting sections: ABACA.

A S i = FE R 2R A AN RN RF RO R A

Rounded Binary = a two-part form that ends with a return of the opening material: ABA'.

IR Binary fH{EL ; 585 —¥B01E S dh BB ¥ (ABA)),

Sectional binary = a two-part work where each section concludes with an authentic cadence.

Bt B = B Ry, fg— Bl ARG R — R A5,

Sonata = (1) a type of work for instruments as in piano sonatas; (2) a musical form that involves 3 main sections
called Exposition, Development, Recapitulation. The form usually uses two main keys and several important
themes.

B4 = () Bfa s r b, Efﬁﬂ%fﬂif%%ﬂﬂﬂ s ()8 =FEEAA A, 5 = EE I B
PR, #FREREAE, 5 1R &G R T WA AR 7 Fn S 8 B 20 9,



Tenary = three part form where the middle section contrasts with the first and last: ABA or ABA'.

ZEel= s R —fE (ABA B2 ABA), F—EAE Yedh BEEME, TR Binary A REIFH
e EEAR AR fE R e 2k 1k b,

Transition = a musical phrase or phrases that moves from one section to another.

18 [ = A W R A B S

Rhythm and Meter (5i43)

Anacrusis (or pick-up) = a short rhythmic figure of one or more notes occurring on a weak beat that leads to a
note or notes on a stronger beat, often the downbeat.

g = R 0 — E s L ERYES A,

Downbeat = in any meter, that part of the measure that has the strongest accent.

SRAT = FEATAT— 8 11, A5/ INE R B ERAL,

Hemiola = a temporary change of meter within a given meter that creates an increase in tension toward a
cadence; in 2/4, the meter would switch to 3/4 or in 3/4, the meter would switch to 2/4.

AN LB SR T A0 ST - RO A = (E R T G A R R A R - B

B eI 2/4, A& 3/4 ) BN 3/4, T 2/4,

Syncopation = a shift in the normal stresses of a given meter; e.g., in 3/4, a stress on beat two.

455 = w255 HIALIE,
Bl « AE 3/4 1, 55 HsERk TR,

Non-chord Tones, NCTs (1341 5)




Accented N (AN) = a neighbor tone (N) that occurs on a strong part of a beat or measure.

SREARS = FUBF A SR — T, (£ B SOR TR A0 BT HEAY RS

Anticipation (ant) = non-chord tone (NCT) that moves before the next chord occurs. This motion usually occurs
by a voice going to scale degree 7 prior to arriving on V or to scale degree 8 prior to going to L.

oG =AY, TR S AT BRI R 9L

B« 55 -C RS EIER TR AN L 2 RSEHEER 5 5 — B E (ERER —Mofn ok .2 Rt geie 2,

Appogiatura (APP) = an accented dissonance caused by a leap to a non-chord tone (NCT) on a strong beat or
part of the measure; also called accented incomplete neighbor (AIN).

fir =FEA G I —FE, 76T i BkE] EH SOR B RS AN IS, IR 2% Accented Incomplete
Neighbor (AIN),

Accented Passing Tone (APT) = a passing tone that occurs on a stong beat or part of the measure.

SRENFEIE T = AN O — T, (R SO SRR T H B AOFE I

Diatonic = containing pitches or chords from a given key.

HAR, FEEMUERY = HEF AT IR E LR 5L,

Chromatic = containing pitches or chords outside a given key: in C major, F*.

HEUE =G LSO EE RN,

Embellishing = a pitch or chord that is heard to resolve to a more stable pitch or chord; e.g., above a I chord in
C, the pitch A is heard as aN to G.

BEffi = ORI RS FEN L, 0 ZH B R B LSRR e WO o BE Bk,

i3
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Bl : /£ C Kiitl, A GHIAEE,



Escape Tone (echappee or ET) = an incomplete neighbor (IN) that occurs on a weak part of a beat or measure.

RS = FUBAN SR — T, I BLESS SO FET 99 RO R A B SRR

Incomplete neighbor (IN) = a non-chord tone (NCT) where part of a N figure occurs; e.g., both the echappee
and the appoggiatura are incomplete neighbors; the echappee (ET) begins a N that does not resolve; the
appoggiatura (APP) ends a N gesture that never begins as a N.

R ehhF =N —H, RF 0 2#%, Appogiatura (APP) F1 Escape Tone (echappee or ET)
FAIEER & R 542407, Appogiatura (APP) FJ2 @M, (A2 BB st~ &, fHMH, Escape Tone
(echappee or ET) RS AT, (H 2 BRI &,

Neighbor Tone (N) = a non-chord tone (NCT) that embellishes a given pitch by moving up or down by step;
e.g., C-B-C and C-D-C, B and D are both neighbors over a C chord.

A =SS R, BRI B LR T

fHl+ : C-B-C f1 C-D-C, 7EC Ffni% k, B JR D 24k,

Passing Tone (P) = a non-chord tone (NCT) that connects two pitches by stpewise movement; e.g., above a C
chord, the "F" connects the third G to E: G-F-E.

K = Fagg s ) —Fl, P E s S, Bl G-F-E, 1£EC %k, FEEiEsE G

Pedal Point = a bass continues to play the same note even though harmonies change above it; usually pedals
prolong the tonic or dominant note.

R = A S RO — i, A B iR XA R A R — . 8 R AR — o B T

jnv.s3
=

el

o

Structural = pitches from a given chord or key that are more important then embellishing pitches such as N, P,
etc.

it ERY = HARATER AU N, P, etc,



Suspension = a dissonance that occurs on the strong part of a beat or measure; the suspension usually begins as
a consonance above a given chord and turns dissonant when the chord changes on a stronger beat or part of the
beat. The suspension then resolves, usually down, by step.

BE = EM SO R AR P ML ER S B R AOERIIE RO AN, E R LR B A R,
[Fl— 8 SR NG, RIETE TARR,

Retardation = term used by some texts to refer to a 7-8 suspension. When scale degree 7 occurs over a V chord
and is held over the change of a chord, it becomes a dissonance needing to resolve up to scale degree 8.

g =FgEs g n—f, R#Ese 5, (LR EEEsN S =E B, JRFfE% 7-8 suspension
o BRI LY RERE, ANATE TR RN 5L R 5 R S BUEAE — RNk AR AN, BRSNS M
R — R



Rudiments (JEAEEHE)

Arpeggiation = leaping up or down through chord tones.

BH = KEMEE EEURE TIE,

Augmented = (1) when a diatonic interval in a key is enlarged by a semitone to be more unstable; e.g., a major
2 becomes an augmented 2™ or a major 6" becomes an augmented 6"; (2) one augmented interval naturally
occurs in every major key: the augmented 4™ occurs as the interval between scale degrees 4 and 7. In harmonic
minor, the same aug 4" occurs between scale degrees 4 and 7, and 2 and 6. The augmented 4* is also called a
tritone.

M=WMEAR, FFELRREGTRE EFINLE, FEERAEE,

Bl RSO R SRR AN E R A IG AONEEERR I UERR - RIS
E%D%t&;%ﬁéﬁki@lﬂf;%& ; 7 Harmonic /N #E, 585 DUAN SR - B35 [R5 AN BR /N EE 5 TR U 5
R, MU0 RRE PR S =

Diminished = a common diatonic interval is made smaller by a semitone, e.g., a minor 3" becomes a diminished
3 or a minor 7" becomes a dim 7%.

W=7EH K, FERMEAY/NE SR B EREE, B /D E SRR SR NSRRI
FEERE,

Figured Bass = a notation of numbers below a given bass line that indicates the chord or voice leading. This
system was used by keyboard performers in the Baroque period who improvised melodies and chords above the
bass with figures. Similar figures accompany Roman numerals (RNs) in harmonic analysis; the numbers
indicate inversions of chords and use of suspensions.

PR ={EEED FRBCT AR s sk S s P sk el %Iﬁ 3 M1 R AR B 236 o R B RO SR S TR 2R T
PR e, BB /R S R NSRS ER A RS B o A ROCRIE B - B iR
ENAEASRL L (vainz =Rl e =R

Intervals = size of the distance between two pitches; three types of intervals are Perfect (4%, 5®, 8), consonant
(3 and 6™), or dissonant (2", 7" and tritones).

iﬁflﬁﬂﬁ]a CHEERE, SREA M SEACUERM ), FEF(CERSE)RIARTIR (R, BEf=
2,



Inversions = both intervals and chords may occur in different forms depending on what note is in the bass.

(1) intervals result with a change in number and type of interval; a major 3" inverts to a minor 6* or a minor 2™
inverts to a major 7%.

(2) chord inversions involve having different pitches of a chord in the bass. Usually the more stable sound is
root position chords with the least stable sound being a 6/4 chord where the 5* is in the bass.

WL = 5 FEFNFN 52T °T LA AN [RI RO,
(1) & RN 5 B R A PR R 5 TR I At
Bl REEERGERNAEER /DS REERA TR,

(2)FNSLEN R R RS TR, IRANLERRIZER., HARERINMERSE A, KN
545 R SRR AR B

Key Signatures = a key is indicated by the number of sharps or flats occurring on the staves after the clef
indications. The key signature can indicate either a major key or its relative minor.

A e = A TR SR AR 2 il - CRGR R ERBLIA ). SRR R AE M B A R AR B ARz %

Leading Tones (LT) = scale degree 7 in major or raised scale degree 7 in minor. This is the most unstable pitch
in tonality and needs to resolve to the tonic, scale degree 8.

HE =0 LG NRTEE), SE R EERE R, o2 B ()R 5\ G —)

Mode (Major, Minor) = any key can occur in two modes, major and minor. Each mode has a unique set of
pitches; in the minor mode, scale degrees 3, 6, and 7 are lowered by a half step.

FAVECR, =1 EFRE A W RN - RERA NG, R R — R E R E ARSI, /N, 5
=, AR R RS,

Scale degree = in a given key, the pitches of the scale are called scale degrees. In C major, scale degree 1 is C, 2
is D, etc. Scale degrees are notated with carets above the numbers (*) instead of Roman numeral (vii® or VII) or
numbers showing inversions: V.

EHPECER=1E C KM, CRHE—Ek, DREH HFiketc, HHEMNRETAHMNREN, HEHEETZ
R AR ARE R,



Seventh chords = triads in a key can have an added 7%, any 7" chord needs resolution, where the 7" of the chord
resolves down by step in the resolution chord: F is 7" of V7 in C; V7 resolves to I and the 7*, F, resolves to E
within the tonic chord.

LA =1 = AL, BRI = TR AR RN GL, BT - GRIL RN, TR,

Bl A C R, TofkFn-GokiE B —fk Ak, ML) ER F, Bl F 2igkER)E E

o

Time Signature = numbers on the staff after the key signature that indicate the meter of the piece.

Mk =1/ N A 2D,

Triads = chords in a tonal work.

— A5

Tritone = the key defining interval in any key; in major, scale degrees 4 and 7 create the tritone (TT), which
resolves to pitches of the tonic triad. This tritone is part of the V7, which resolves to 1.

U, —eE=ERR TR, SR, BB LETEA 2T, S =T g R —Hkm
?’*o fﬂ‘f&tfﬂ%ﬁ%ﬁﬂﬁ ,ﬂﬁl ﬂiEo

Voice Leading (235 2 [])

Common tone = when moving from one chord to the next, keep pitches that occur in both chords.

S A = A — (R Rkt R B 7 b — (B sk R iR o B AR R 2L R

Dissonance = an unstable pitch or interval or chord that needs to resolve: tritone (TT), 7® of V7 or any 7* of any
chord, etc.

AFNE = R T 6 BERR )

Bl =EE IR R B,



Doubling = when moving from chord to chord in part writing with four voices, observe specific rules of which
chord tones to double in the fourth voice.

(1) In general, it is good to double roots of major and minor triads unless other voice leading issues require
other doublings.

(2) The most important doubling rules are what NOT to double: never double the leading tone (LT) or a 7* of a
7* chord, etc.

FEE = EUFAKEIET, (1) & R EGEEEMRAIR,  BRIER 0 E [ AR R 2 S
()& fEfTfﬁAEZZ1<%BZ*T“u*E§%§3%§§fD}£ﬂﬁﬂﬁﬁ%fué§!

Hidden 5ths, 8ves (Direct) = some texts prohibits approaching a P5 or P8 in the same direction by leaps.

IR, (L) = A LR A b o {5 00 [ e T e ) () — {181 5 e B 8 i)\ A

Incomplete (chord) = sometimes when voice leading rules are followed, a chord occurs that is not complete.
The only note that can be left out is the 5* of a chord.

RTEAFNTE) = A WA E R A BLRE 51 BOR 2 2RINGE,  FIaKA 5 TUE R ME— AT DI A S

Parallel 5ths, 8ves = because of the stability of P5 and P8, it is important to avoid moving from one P5 or P8 to
another in the same voices.

AT, = R IR\ B IR ATE, A\ R S R — (8 7 M)k

Resolve, resolution = because dissonances are unstable, they require motions to a more stable place, called a
resolution. The tritone (TT) and 7* chords all require such resolutions, such as V7 to L.

Rk = A AN B AN R IR AIEE, EIMS B RR BRI T

Bl = EE IR R B,

Spacing = in part writing, the voices sound best when there is no more than an 8ve between soprano and alto
and alto and tenor. More space can occur between tenor and bass.

BFER . RO BB = E DU SRR AT, K B th i Z e i BB s i 2 AN HERZ A 2ot )\ 2
HOE R, (R i BLB AR Ak T LA,
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Chinese Translation Prepared by Bernard Lee



