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Abstract

This thesis combines historical musical techniques (such as solmization, diminution,
counterpoint, reduction analysis) with an empiric, data-oriented approach — a low-tech, small-
scale corpus study — to create protocols suitable for the modern music-theory classroom.
Based on current research about the training of musicians in the 18th century, particularly the
tradition of Neapolitan solfeggio, I propose the hypothesis that Leopold Mozart (1719-1787)
may have trained his son, Wolfgang Amadé Mozart (1756—1791), with this method. To test
my hypothesis and develop a new, historically informed, methodology for classroom
instruction — analysis, extraction of theoretical models (“rules”) and model composition — , I
apply the principles of Neapolitan solfeggio (Baragwanath 2020), schema theory (Gjerdingen
2007) and the theory of formal functions (Caplin 1998) to analyze W.A. Mozart’s series of

early minuets (K. le, 1f, 2, 4, 5, 7), composed 1761-1763 under the instruction of his father.



1. Introduction

A sentence possesses essential and accidental features. Accidental are the features
which are due to a particular way of producing the propositional sign. Essential

are those which alone enable the sentence to express its sense.l

Ludwig Wittgenstein

After the plague had hit the streets of Naples in 1589, archbishop of Naples Alfonso
Gesualdo, uncle and foster father of infamous aristocrat and composer Carlo Gesualdo,
received a request by Marcello Fossataro asking for permission to collect and care for the
concomitant orphans, which led to the foundation of the Conservatorio dei Poveri di Gesu
Cristo in 1602.2 It was one of four conservatories in Naples, where the ‘conservati’, as the
students were called, received care and general education. From the early 17th century on,
specialized training in practical music became a priority, and notable musicians like Leonardo
Leo, Francesco Durante and Carlo Cotumacci served as teachers at these institutions. The
influence of the Italian conservatories eventually led to the establishment of other music
‘conservatories’ in Europe, with the Conservatoire de musique in Paris, founded in 1796,

becoming the most influential.

The musical training in Italy in the 18th century is a relatively new field of study in music
theory. It was established by Giorgio Sanguinetti’s recovery of partimento training,? the

adaption of schema theory as proposed by Robert Gjerdingen in Music in the Galant Style,*

I Wittgenstein, Ludwig. Tractatus Logico-Philosophicus, London: Kegan Paul 1922, 3.3.4, in the Ogden/Ramsey
translation, [except for my change from Satz=Proposition to Satz=Sentence]. See Horwich, Paul (2019).
Wittgenstein on Truth. In Shyam Wuppuluri & Newton da Costa (eds.), Wittgensteinian : Looking at the World
From the Viewpoint of Wittgenstein's Philosophy. Springer Verlag. pp. 151-162.

2 Archived website of the Conservatorio dei Poveri di Gesu Cristo. Accessed 11 March 2024,
[https://web.archive.org/web/20071026043408/http://www.sanpietroamajella.it/it/
inf cs_poveri_gesu_cristo.html?ocs=1&rss=3&sez=6&page=1]

3 Sanguinetti, Giorgio. The Art of Partimento, Oxford/New York: Oxford University Press 2012

4 Gjerdingen, Robert O. Music in the Galant Style, Oxford/New York: Oxford University Press 2007



5

and finally the study of Neapolitan solfeggio conducted by Nicholas Baragwanath.5 These
studies demonstrate how the Italian-influenced teaching of musical composition and
improvisation differed (and still does) from the German school of music theory rooted in the
19th century. A turning point in the development of the latter might have been the
academization of music theory that took place in Berlin in 1830, when Adolph Bernhard Marx
was appointed professor for music at the Friedrich-Wilhelms-Universitit (now Humboldt
University) of Berlin. As Giorgio Sanguinetti stated in an online discussion,® it might have
been problematic to teach music in the room next to philosopher Georg Wilhelm Friedrich
Hegel without trying to make it as sophisticated as humanly possible: this intellectualization
of music (theory) markedly shaped the development of Harmonielehre and Formenlehre.
Later theories in the circle of Arnold Schonberg and Erwin Ratz and their transmission to
American music theory informed William Caplin’s theory of formal functions, which, in turn,

relate to schema theory.

This thesis also engages with the transhistorical potential of reduction analysis and
solmization as a mnemonic tool in developing compositional and improvisational skills. The
tradition of hexachordal solfeggio — developed by Guido of Arezzo more than half a
millenium earlier — persisting in the Neapolitan conservatories and elsewhere deep into the
18th century, can also be applied advantageously as a pedagogical tool to interpose between
the rising teaching of Renaissance-style counterpoint and new developments in Schenkerian

analysis.

The first two chapters will provide an overview of the history of solmization and reduction
theory, respectively, to serve as a foundation for the subsequent discussion of Neapolitan
Solfeggio. I then trace the historical developments of Neapolitan solfeggio and illustrate how

it intersects with other theories and practices.

Since Neapolitan solfeggio was used as a first instructional aid to teach children so

successfully that it enabled them to become elite musicians and composers, it begs the

5 Baragwanath, Nicholas. The Solfeggio Tradition — A Forgotten Art of Melody in the long Eighteenth Century,
New York: Oxford University Press 2020

6 Hogan, Nikhil. The Partimento Panel, 09 February 2023, [https://www.youtube.com/watch?v=ucW _742124A],
00:27:00
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question if and how this ubiquitous method (due to the large number of Italian conservatory-
trained musicians, composers and pedagogues at courts all over Europe) may also have played
a role in the musical education of W.A. Mozart. The aim of my research is twofold: Firstly, in
conducting an analysis of Wolfgang Amadeus Mozart’s 1761/62 minuets based on the
reductive principles found in Neapolitan solfeggio I test the hypothesis that Leopold Mozart
trained his son with this Italian method; and secondly, I examine whether Neapolitan
solfeggio as an instructional tool can replace the prevailing method of generating model

composition from bass models.”

Performing a micro-corpus study on W.A. Mozart’s six minuets from K. 1-K. 7 has the
advantage of working with a relatively limited data set. This allows to extract complete
analytic data and therefore describe, test, and proof a complete theorem. The analysis will use
reverse-engineering as a proof of concept. The goal is to provide a pedagogical concept for
the 21st century classroom that offers protocols for developing skills in historical model
composition. For this explicit practical purpose, great focus is given to the functional
properties of formal units in order to establish a retainable archive of melodic guidelines.
Additionally, corresponding techniques of elaboration help to create idiomatic phrases in the

formal framework.

The Cambridge Dictionary defines profocol among other meanings as “a rule or set of rules
for a scientific or medical process”.8 My use of the term protocol in a pedagogical context is
inspired by neurologist Dr. Andrew Huberman at Stanford University who uses it in a non-

medical definition as a set of rules to accomplish and optimize (everyday) tasks.?

Since most of the examples in this thesis are extracts from historical treatises, I decided to
typeset the examples in a way most closely representing their original appearance, including

the use of old clefs.

7 The use of bass models is rooted in the partimento— and figured-bass tradition. In the context of the model
composition of simple minuets, a bass-driven approach was first proposed by Stefan Eckert in his article “ ‘So,
you want to write a Minuet?’—Historical Perspectives in Teaching Theory, ” See Eckert, Stefan. So you want to
write a minuet?, Society for Music Theory , MTO Volume 11, Number 2, June 2005

8 “Protocol”, Cambridge Dictionary [https://dictionary.cambridge.org/de/worterbuch/englisch/protocol] Accessed
10 March 2024.

9 Huberman Lab, [https://www.hubermanlab.com]



2. The History of Solmization

Solmization, as a mnemonic tool to describe melody and rhythm!9, might be the oldest
continuously existing system to teach practical music on a global scale. The use of syllables to
describe and internalize pitch is known to have developed at least in ancient Greece, China,
India and the Byzantine empire.!! From the Greek tetrachord solmization!? to modern variants
with syllables for the complete chromatic scale, the system has a strong history of numerous
modifications. The western European system of Solfége or Solfeggio is rooted in Guido of
Arezzo’s Micrologus!'® and his invention of the hexachord syllables ut, re, mi, fa, sol, la.
Furthermore, he developed the Guidonian Hand as a mnemonic tool to memorize intervals,
melodies and in general the gamut — all of which are pictured in his treatise Micrologus. The
gamut as a display of the entire range of pitches from G to e’ organized by interlocking
hexachords (therefore including both b% and bP) became one of the most important tools in
music theory in the Middle Ages and the Renaissance.!4 Since both Guido’s original and more
recent modified solfeggio systems are still in use today, an understanding of its development

and usage over the course of a millennium is crucial for the modern music theorist.

Guido of Arezzo was seeking a method to teach chants to monks in a fraction of the time
usually needed. With the combination of the gamut, the hand and his other invention the 4-
line staff (which allowed diastemic notation) he invented all necessary elements for proper

sight singing. The prior labeling of notes with the Capitae or Literae A, B, C, D, E, F, G

10 The Indian Konnakol system and variants use syllables for rhythmic entities; furthermore the Indian solfeggio
syllables (Swaras) for melodic purposes sa, ra, ga, mi, pa, dha, ni can be traced back at least to the 12th century.
See: Ram Avtar, Veer. History of Indian Music and Musicians, New Dehli: Pankaj Publications 1987, pp. 35-37

11 Solmisation in: Randel, Don Michael (editor), The Harvard Dictionary of Music, Fourth Edition, Cambridge:
The Belknap Press of Harvard University Press 1986, 2003, pp. 793-794

12 Lange, Georg. Zur Geschichte der Solmisation, Dissertation Friedrich-Wilhelms-Universitét zu Berlin, Berlin:
1899, Mus.259.210 The Music Library of the Harvard College Library, pp. 9-10

13 The manuscript includes a drawing of the Guidonian hand, which suggests that Guido was in fact its inventor.
In various sources his authorship is questioned; e.g.:

“The invention of the hand was first attributed to Guido in the first decade of the twelfth century by the
chronicler Sigebert of Gembloux. However, Guido, who described his other inventions with considerable pride,

never mentioned the hand in his surviving writings.” See Berger, Karol. “The Hand and the Art of Memory”,
Musica Disciplina , 1981, Vol. 35 (1981), p. 116

A scan of the manuscript is available at: [https://digmanclass.universiteitleiden.nl/manuscripts/bpl-194/],
Accessed 21 February 2024.

14 Guido’s gamut and hand only went up to d”"probably because the e¢”” was considered extra manum. It was later
included both to the gamut and the hand by curling the middle finger and using the nail as position for e"".
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widely attributed to Pope Gregory 1,15 yet first found in hexachordal organization in Dialogus
de musica,' underwent refinement by Guido as well: In need of defining the octave of a given
pitch Guido invented the use of lower case letters and double letters and divided them into

Graves, Acutae and Superacutae — an adequate solution for the three octaves of the gamut.

Superacutae gg aa bb cc dd ec* *
Acutae g a b c d e
Graves G A B C D E F

* extra manum (out of hand)

Fig. 01: The division of the octaves in the gamut using literae

Guido’s new system for music education including the technique of mutation between
hexachords served as the foundation of most music theories through the renaissance. The
gamut, referred to as musica recta or musica vera,!’ provided a tonal system where through
transposition of the hexachords and the additional una nota super la semper est candendum fa

rule the following notes could be reached:

Hexachordum naturale c d e f g a (bb)
Hexachordum molle f g a bb c d (eb)
Hexachordum durum g a h c d e ®

Fig. 02: Hexachords with fa super la extension

15 There is no evidence Pope Gregory 1. (ca.540—-604) invented letter notation.

see: Williams, C.F. Abdy. The Story of Notation, London: The Walter Scott Publishing Co. Ltd., 1903, p. 62
Letter notation is also found earlier in Boethius (ca.480—ca.524) De institutione musica. See: “Letter Notation”
in: Randel, Don Michael (editor), The Harvard Dictionary of Music, Fourth Edition, Cambridge: The Belknap
Press of Harvard University Press 1986, 2003, p. 461

16 Dialogus de musica was first attributed to Italian music theorist Odo of Cluny; it is now attributed to an
anonymous writer referred to as Pseudo-Odo. See Giimpel, Karl-Werner. (2005) 2016. “Pseudo-Odo”
BIOGRAPHIE. In: MGG Online, edited by Laurenz Liitteken. RILM, Bérenreiter, Metzler, 2016—. Accessed
February 08, 2024. [https://www.mgg-online.com/mgg/stable/401160]

17 Bent, Margaret. “Musica Recta and Musica Ficta”, Musica Disciplina , 1972, Vol. 26 (1972), American
Institute of Musicology Verlag Corpusmusicae, p. 79



The fa super la rule!® is part of the so-called musica ficta — chromatic alterations that
sometimes were and sometimes were not indicated by the composer. The technique, separated
in ficta causa necessitatis (necessary) and ficta causa pulchritudinis (for beauty),!® also

included artificially raised leading tones in cadences and diminutions.

The points of mutation between hexachords (coniunctio) in the gamut had been set
strategically to allow the construction of the full heptatonic scale. The term coniuncta
however — not to be confused with the coniunctio — appeared in a treatise by Ugolino of
Orvieto around 1430 and described the logical next step: to expand the tonal system via
irregular transpositions by building hexachords on pitches other than C, F and G.20 This

concept allows similar operations as musica ficta and is closely related.

In 1482 Ramos de Pereia promoted a radical shift in solmization away from hexachordal
thinking and even created a new hand.2! To cover the whole octave, his solution was using the
eight latin syllables Psal-li-tur per vo-ces is-tas (‘““is sung by this voices™). This is the first
known attack on the hexachord system in favour of a seven- or eight-syllable solution; while
not being very successful, it laid the foundation for a battle in music theory that continued for
hundreds of years. In the course of history, various modernizations to the solmization system
were proposed. A new trend in the late 16th century was to use different syllables for b? and
bP. The first printed source for this is probably Joachim Burmeister’s 1601 treatise Musica

autoschediastiké, where he introduces si and se for the seventh scale degree.

18 See pp. 27-28

19 Bent, Margaret. “Musica Recta and Musica Ficta”, Musica Disciplina , 1972, Vol. 26 (1972), American
Institute of Musicology Verlag Corpusmusicae,. p. 78

20 Ellsworth, Oliver. The Origin of the Coniuncta: A Reappraisal, Journal of Music Theory, Spring, 1973, Vol.
17, No. 1 (Spring, 1973), Duke University Press on behalf of the Yale University Department of Music, p. 93

21 Ramos de Pareja, Bartolomeo. Musica practica, 1482, p. 36
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Fig. 03: Syllables se and si in Burmeister’s Musica autoschediastiké??

Otto Gibel used ni and ne?3 — the syllable ni however is attributed to Hubert Waelrant, who
again is mentioned as the inventor of si by Frangois Sweerts.24 German theologist Daniel
Hitzler took one step further in 1628 by inventing a chromatic solmization system known as
Bebisation.25 In the 17th century, Jean-Jacques Souhaitty developed numerical cipher
notation,26 which in the 18th century was further refined by Jean-Jacques Rousseau.?’
However, numeric description of pitches had already been in use in the late 16th century by

Giovanni Artusi in his treatise L'arte del contraponto.?8
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Fig. 04: Numeric cyphers in L'arte del contraponto

22 Burmeister, Joachim. Musica autoschediastiké, Rostock: Christophorus Reusnerus, 1601, p. 234

23 Gibel, Otto. Ein Pflanzgarten der Singkunst 1657 and Gibelius, Otto. Kurtzer jedoch griindlicher Bericht von
den vocibus musicalibus, Bremen 1659

24 Anderson, Gene H. “La Gamme du Si - A Chapter in the History of Solmization” in: Indiana Theory Review ,
Fall 1979, Vol. 3, No. 1, p.42

25 Hitzler, Daniel. Extract auf} der Neuen Musica oder Singkunst, Nirmberg [sic]: Gedruckt durch Abraham
Wagenmann, 1623, p. 24, available at: [https://www.loc.gov/resource/muspre1800.101741/?sp=8]

26 Souhaitty, Jean-Jacques. Nouveaux Elemens de Chants, Paris 1677, p. 3

27 Rousseau, Jean-Jacques. “Projet concernant de nouveaux signes pour la musique”, in: Traités sur la musique,
Geneve 1742, pp. 5-25 and Rousseau, Jean-Jacques. “Notes” in: 4 Complete Dictionary of Music, Second
Edition transl. by William Waring, London: J. Murray 1779, pp. 272-284

28 Artusi, Giovanni. L'arte del contraponto, Venetia: Giacomo Vincenti, 1598, p. 24
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In 1717 a strong dispute between Johann Mattheson and Johann Heinrich Buttstedt evolved:
In response to Mattheson’s criticism of Guido of Arezzo’s solmization system in his 1713
treatise Das neu erdffnete Orchestre, Johann Heinrich Buttstedt published Ut, Mi, Sol, Re, Fa,
La, Tota Musica Et Harmonia Aterna in 1717.29 Mattheson’s initial attack restates the
concerns of countless music theorists regarding the complexity of mutation in hexachordal

solmization.

Although the good man [Guido] has done little honour with his 6th syllables, or so-called Vocibus, ut, re,
mi, fa, sol, la [...], there are and will remain just as many syllables or names required, so that one could
have overcome the very imperfect and torturous mutation with which poor youth has had to plague itself

so blasphemously almost up to this hour [...].30

Johann Mattheson explicitly decided to put an end to hexachordal solmization on the title

page of his polemic answer Das beschiitzte Orchestre in the same year and states:

[...] so finally the long banished
Ut Mi Sol
Re FaLa
Todte (not tota) Musica [dead (not total) music)
can be brought to the grave with a respectable accompaniment of the twelve Greek Modorum,
as honourable relatives and mourners, and is honoured with a monument for eternal

remembrance by Mattheson.3!

Mattheson was not alone: The treatise opens with a variety of poems by scholars, musicians,

and poets like Michael Richey and Christoph Raupach. The first one, attributed to Menippus

29 Buttstedt, Johann Heinrich. Ut, Mi, Sol, Re, Fa, La, Tota Musica Et Harmonia Aterna, Leipzig 1717

30 “Wiewohl der gute Mann [Guido] wenig Ehre mit seinen 6. Syllaben, oder so genannten Vocibus, ut, re , mi,
fa, sol, la, eingelegt [...] sind und bleiben auch dannenhero eben so viel Syllaben oder Nahmen erfordern, damit
man der sehr unvollkommenen und marterhaften Mutation, mit welcher sich bis fast auf diese Stunde, die arme
Jugend so lasterlich plagen miissen, {iberhoben hitte seyn mdgen.”

Mattheson, Johann. Das neu erdffnete Orchestre, Hamburg 1713, pp. 290-291, my translation

31 ... so kann endlich des lange verbannt gewesenen Ut Mi Sol Re Fa La Todte (nicht tota) Musica unter
ansehnlicher Begleitung der zwolf griechischen Modorum, als ehrbarer Verwandten und Trauerleute zu Grabe
gebracht werden und mit einem Monument, zum ewigen Andenken beehret wird von Matheson.” See Mattheson,
Johann. Das beschiitzte Orchestre, Hamburg: Dom/Schillerischer Buchladen 1717
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(a figure invented by Johann Burckhardt Mencke, who wrote poems under the pseudonym

Philander von der Linde32) starts with:

Cursed Ut Re Mi! Damned Fa Sol La!33

While the debate of whether hexachords should be used or not was ongoing in Germany, the
Italians (and also the catholic church in German-speaking areas) used the transposable
hexachord system to train children in singing, counterpoint, improvisation and composition.34
A completely new discussion arose in France in the early 18th century: While up to this point
every solmization system employed a movable (e.g. transposable) design, meaning that ut or
do35 could be on some pitches (as in Guido’s system C, F and G) or any pitch (as, e.g., with
John Hothby),3¢ and thus presenting a relative pitch model, the solfeggio syllables in Romanic
countries under the influence of France slowly changed their function to designate actual
pitch. This new concept gained further popularity by the publication of Solféeges d’ltalie in
1772, a sight singing method, that had — despite its name — nothing to do with Italian
solfeggio (since it used the fixed ur and utilized heptatonic solmization with si) and was
aimed at the amateur market. Nonetheless its impact was so extraordinarily huge that it
became the standard method of solmization in France and many other countries (see below)

up to this day.

The fact that Jean-Jacques Rousseau articulated harsh critique regarding this new method a

decade earlier in his treatise Emile, however suggests its popularity beforehand:

C and A designate fixed, invariable sounds, which are always produced by the same harpsichord keys. Do
and /a are something else. Do is without exception the tonic of a major mode or the mediant of a minor

mode. La is without exception the tonic of a minor mode or the sixth of a major mode. Thus the letters

32 Mencke, Johann Burkhard. Philanders von der Linde Schertzhaffte Gedichte, Leipzig: Gleditsch 1713
33 “Verwiinschtes Ut Re Mi! Verdammtes Fa Sol La!” See Mattheson 1717, p. 22 (PDF), my translation

34 Baragwanath, Nicholas. The Solfeggio Tradition — A Forgotten Art of Melody in the long Eighteenth Century,
New York: Oxford University Press 2020 , pp. 1-12

35 The use of the syllable do is attributed to Giovanni Batista Doni (1595-1647), whose Inscriptiones antiqua
was published posthumously in 1731.

36 As in the conjuncta system. John Hothby (1430-1487) already went so far as to move ut to F# or Db. see:
Riemann, Hugo. Geschichte der Musiktheorie des IX. bis XIX. Jahrhunderts, Leipzig 1898, p. 300 and
Heinzelmann, Sigrun. “John Hothby as Innovator: The Solmization System in La Calliopea legale.”, in: Studi
Musicali, 2012/2, pp. 353-396
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mark the immutable terms of our musical system’s relations, and the syllables mark the homologous
terms of the similar relations in the various keys. The letters indicate the harpsichord’s keys, and the
syllables, the degrees of the mode. French musicians have strangely mixed up these distinctions. They
have confused the meaning of the syllables with the meaning of the letters, and by uselessly doubling the
designations of the keys, they have not left any to express the degrees of the scale; so that for them do and
C are always the same thing, which they are not and should not be, for then what would be the use of C?
Thus their way of sol—fa-ing is excessively difficult without being of any use and without presenting any
distinct idea to the mind, since by this method the two syllables do and mi, for example, can equally

signify a major, minor, augmented or diminished third.37

However, the change into this static system has been so successful over time, that in today’s
world most Slavic and Romanian as well as some South American countries and China use
what is now known as Fixed-Do System. While Mattheson’s dream came halfway true — at
least in the sense that mutation was banned by the addition of si — yet another discussion came
into existence: whether or not to use fixed or movable do! While most European countries
adapted the fixed do (where do is always designated to C),38 the movable system experienced
a renaissance in Great Britain, when Reverend John Curwen founded the Tonic Sol-Fa
Association in 1853. He adapted the Norwich Sol-Fa system “invented” by Sarah Ann Glover
in 1812 for school education. Curwen published various treatises and also invented solfeggio
hand signs — mostly associated with the Kodaly Method today.3® His method was a huge

success and one of the main factors for the thriving choir scene in Great Britain.

After visiting England and listening to a choir trained with the system at an elementary
school, Hermann von Helmholtz seemed to be fully convinced by the method and reported the

following in Die Lehre von den Tonempfindungen:

This is the Society of Solfeggists (Tonic—Sol-fa—Associations), which are very numerous (150,000 in
1862) in the larger cities of England, and whose great progress in the theory of music is very noteworthy.
These societies use the syllables Do, Re, Mi, Fa, So, La, Ti, Do to designate the notes of the major scale,
so that Do always denotes the tonic. Their chants are not written in ordinary musical notation, but in

ordinary print, with the initial letters of the syllables used to indicate the pitch.

37 Rousseau, Jean-Jacques. Emile or on Education (1762), Introduction, Translation and Notes by Allan Bloom,
Basic Books 1979, p. 150

38 Leo, Leonardo et al. Solfége d’Italie, Second Edition, Paris 1772, p. 1

39 Curwen, John. Standard Course, London 1884, p. viii
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If the tonic is changed by modulation, the designation is also changed so that the new tonic is again called
Do, which is signalled in the notation by the fact that the note on which the change takes place is given
two designations, one for the previous tonic and the other for the new tonic. This notation emphasises the
relationship of each note to the tonic, while the absolute pitch at which the piece is to be performed is
only indicated at the beginning. Since the intervals of the natural major scale are transferred to each new
key that enters through modulation, all keys are performed without tempering the intervals [...].

What a singer who is familiar with musical theory can recognise from the piano score is shown directly to
the uninstructed by the way the solfeggists mark their parts. I have convinced myself that it is much easier
to sing correctly from a single part using this notation than from one in ordinary notation, and I have had
the opportunity to hear more than 40 children between the ages of 8 and 12 perform singing exercises in
one of London's elementary schools, who astonished me with the certainty with which they read music
and the purity of their intonation. Every year the London schools of the Solfeggists give a concert of 2000
to 3000 children’s voices in the Crystal Palace at Sydenham, which, as I was assured by music experts,

makes the best impression on the listeners due to the melodiousness and accuracy of the performance.4°

The concept was further developed by Zoltan Kodaly in Hungary. Not only did he achieve
enormous success with his adaption, he also added a rhythm-based solfeggio to the system.
Up to this day, the Kodaly system is a core component of the outstanding music education
system in Hungary and has been adapted for early-age music education in many other

countries worldwide. Combining moveable-Do and La-based minor, it incorporates the shared

40 Helmbholtz’s paragraphs read in the original German s follows:

“Es ist dies die Gesellschaft der Solfeggisten (Tonic-Solfa-Associations), welche sehr zahlreich (1862 schon 150
000) iiber die grosseren Stadte Englands ausgebreitet sind, und deren grosse Fortschritte fiir die Theorie der
Musik sehr beachtenswerth sind. Diese Gesellschaften brauchen zur Bezeichnung der Noten der Durscala die
Sylben Do, Re, Mi, Fa, So, La, Ti, Do, so dass Do immer die Tonica bezeichnet. Thre Gesénge sind nicht in
gewohnlicher Notenschrift aufgeschrieben, sondern mit gewdhnlicher Druckschrift, wobei die
Anfangsbuchstaben der genannten Sylben die TonhShe bezeichnen.

Wenn durch Modulation die Tonica gewechselt wird, so wird die Bezeichnung ebenfalls so gedndert, dass die
neue Tonica wieder Do heisst, welcher Wechsel in der Notenschrift dadurch angekiindigt wird, dass die Note, auf
welcher der Wechsel stattfindet, zwei Bezeichnungen erhilt, eine fiir die frithere, die zweite fiir die neue Tonica.
Durch diese Bezeichnungsweise wird also vor allen andern Dingen die Beziehung jeder Note zur Tonica
hervorgehoben, wihrend die absolute Tonhdhe, in der das Stiick auszufiihren ist, nur im Anfang angegeben wird.
Da die Intervalle der natiirlichen Durscala auf jede neue Tonart libertragen werden, welche durch Modulation
eintritt, so werden alle Tonarten ohne Temperirung der Intervalle ausgefiihrt [...]

Was nun einen mit der musikalischen Theorie vertrauten Sénger der Klavierauszug erkennen lésst, das zeigt die
Bezeichnungsweise der Solfeggisten unmittelbar auch dem Ununterrichteten. Ich habe mich selbst iliberzeugt,
dass man bei Benutzung dieser Bezeichnung auch nach einer einzelnen Stimme viel leichter richtig singt, als
nach einer solchen in gewohnlicher Notenschrift, und ich habe Gelegenheit gehabt, mehr als 40 Kinder zwischen
8 und 12 Jahren in einer der Volksschulen Londons Singiibungen ausfiihren zu horen, welche durch die
Sicherheit, mit der sie Noten lasen, und durch die Reinheit ihrer Intonation mich in Erstaunen setzten. Alljahrlich
pflegen die Londoner Schulen der Solfeggisten ein Konzert von 2000 bis 3000 Kinderstimmen im
Krystallpalaste zu Sydenham zu geben, welches, wie mir von Musikverstindigen versichert wurde, durch den
Wohlklang und die Genauigkeit der Ausfithrung den besten Eindruck auf die Horer macht.”

See Hermann von Helmbholtz: Die Lehre von den Tonempfindungen als physiologische Grundlage fiir die
Theorie der Musik. 2. Ausgabe, Braunschweig 1865 (Digitized by Internet Archive), ,,Beilage XIV. Die
Anwendung der reinen Intervalle beim Gesang®, pp. 601-605, my translation, the whole treatise is accessible in
digitized form at the Internet Archive [https://archive.org/details/diclehrevondento028665mbp].
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collection of parallel keys. Thus not treating the minor mode as a “special case” or
transformation of the major mode, it offers certain advantages in the conceptualization of
modal music in the early 20th century and music of different folk traditions with fluid shifts

between the two primary tonics of a diatonic collection.

In summary, the development of the various solfeggio systems over the course of a
millennium proves solfeggio to be an appropriate tool in music education. While the different
systems each address varying focal points, it seems that any given solmization system in some
way enhances musicianship, and ear training, that is the internalization of sound, notation and

musical patterns.4!

41 For a discussion of learning both the fixed and the movable system, see:
Multer, Walt. “Solmization and Musical Perception”, in: Theory and Practice, February, 1978, Vol. 3, No. 1
(February, 1978), pp. 29-51 New York: Music Theory Society of New York State
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3. The History of Reduction Theory

REDUCTIONISM is the most natural thing in the world to grasp. It's simply the
belief that “a whole can be understood completely if you understand its parts, and

the nature of their ,sum’” 42

Douglas R. Hofstadter

While reduction in music theory is mostly associated with analysis based on Heinrich
Schenker, the general system of reduction — and therefore its opposite, namely expansion —

had been in use for hundreds of years prior to graphic reduction analysis.

In contemporary music analysis, two types of reduction techniques — besides score reduction
like piano reductions — are typically employed: horizontal reduction by thinning out the
melody to its most basic form via the removal of diminutions, appoggiature, suspensions etc.,
and vertical reduction by compressing pitch data (melodic and harmonic) into pitch
collections or into chord-based harmonic reductions. The latter can be extended by logical
assumptions, e.g., adding certain elements to the reduction to make it harmonically concrete.
The “imaginary continuo” technique described by William Rothstein serves as a good
example 43 A figured bass scaffolding serves as a tool for a harmonic (vertical) reduction. A
similar system (horizontal reductions of outer voices) is used by Robert Gjerdingen in Music
of the Galant Style and has been critical in the development of schema theory and the

rediscovery of partimento.

The latest addition to reductional practices has been Nicholas Baragwanath’s 2020 monograph
The Solfeggio Tradition, with a detailed description and recovery of Neapolitan solfeggio as
practiced in the 18th-century Italy. This practice forms the basis of horizontal reduction that I
will use in the analytical part of this thesis. Yet, none of these systems is actually new (or even

was new in the 18th century): as will be shown the absence of the binary system of reduction

42 Hofstadter, Douglas R. Gddel, Escher, Bach: An Eternal Golden Braid, Basic Books 1994, p. 318

43 Rothstein, William. “On Implied Tones”, in: Music Analysis , Oct., 1991, Vol. 10, No. 3 (Oct., 1991), pp. 289—
328
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and expansion in historic-theoretical practice would lead to unexplainable achievements of

renaissance musicians.

A surviving document describing the contest in search for a new chapel master in Toledo,
Spain, in 1604 reports various contrapuntal tasks the applicants had to fulfill.#4 Of the twenty
exercizi that had to be performed, several consisted of improvising a sung line against a given
cantus, while indicating one or even two other lines on the hand (probably they used not the
Guidonian but the more contemporary Lusitano hand, which featured a linear design along the
digits in contrast to the circular design of the Guidonian hand). While none of the four
applicants managed to fulfill all tasks, the document proves that it had been common practice
to work with the hand in an improvising manner. Since it would be close to impossible to
indicate to the singer(s) fast passages (diminutions) with the hand in real time, the only
possible solution would be to signal a reduction or scaffolding and let the singer(s) decide on
how to execute the line. The necessary mental dexterity to improvise three lines at the same

time, while singing one and showing the other two with both hands seems impressive enough.

Singing or playing diminutions in polyphonic music was common practice in the Renaissance
and multiple treatises were written about it. Silvestro Ganassi’s 1535 treatise on flute playing
La Fontegara goes into great detail on how to play diminutions from a simple (or better
simplified, that is, reduced) melodic line. The treatise begins by teaching the notes on the flute
with fingerings and solmization syllables. The first notated musical examples teach
diminutions of an ascending hexachord; the following pages display numerous examples of
diminutions over short cantus firmus-like melodies. While these are exercises for flute, it can
be assumed that similar exercises were carried out in the training of vocalists — who would

sing the diminutions melismatically on the syllable of the original pitch.
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Fig. 05: Diminution of a hexachord in Ganassi’s La Fontegara*

44 Canguilhem, Phillipe. “Singing upon the Book according to Vicente Lusitano”, Early Music History, Vol. 30,
Cambridge: Cambridge University Press 2011, pp. 55-103

45 Ganassi, Sylvestro. La Fontegara, Venedig 1535, p. 19



18

Giovanni Battista Bovicelli — a Franciscan monk and castrato from Assisi, who turned out to
be the best paid soprano in the cathedral of Milan — published his treatise Regole, passaggi di
musica, madrigali, e motetti passeggiati in 1594. It serves as an important documentary of the
singing practice in the late Renaissance and reinforces the melismatic approach of executing

plain melodies. While he does not employ solmization syllables, the first examples use Al - le

-lu - 1a.
|
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Fig. 06: Diminution of ,,Al-le-lu-ia” in Bovicelli’s Regole, passaggi di musica’®

Since the book is aimed at performing (i.e., professional) singers who already underwent
musical instruction, the usage of syllables is obsolete and his approach of using the lyrics
directly is a more practical one. Remarkable, however, is Bovicelli’s systematic approach of
first teaching linearly ascending and descending hexachords or fifths-lines, cadence patterns
and leaps of fourth and fifth, before dealing with musical examples in the second part of the

treatise.

The linear alignment of the melismatic treatment of a cantus firmus and the corresponding
solmization syllables can, for example, be observed in Tomas Luis de Victoria’s 1572 motet O
Magnum Mpysterium. This provides insight in not only improvisational but compositional
practice. In bar 6 the melodic construction uses the la—/a skip in the descending minor scale
(la—sol-fa—la—sol—fa—mi-re); then the melisma starts on a and moves to d. Since it is all sung
on the syllable men, it so not far stretched to assume it could have been inspired by the
syllable mi. The mi could indeed be used at this point, if the semitonal step fa—/a (from the fa
super la rule) is now sung as fa—mi; an idea which can be supported by the fact that the

melisma ends on the correct mi.

46 Bovicelli, Giovanni Battista. Regole, passaggi di musica, Venice: Giacomo Vincenti 1594, p. 8
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Fig. 07: A possible solmization solution for O Magnum Mysterium by Tomds Luis de Victoria

The method of working out a composition in a scaffolding (which in reverse-engineering

analysis would be synonymous to a reduction) has not been limited to the borders of Italy but

was practice all over the European continent. In A Plain & Easy Introduction to Practical

Music published in 1597 the English composer and theorist Thomas Morley uses the terms

plain and divided to distinguish between the scaffolding of the composition and the worked-

out variant.47
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Fig. 08: A plain example and its divided derivative; Morley A plain and easy introduction*?

47 Morley, Thomas. 4 Plain & Easy Introduction to Practical Music ed. R. Alec Harman, New York: W.W.
Norton & Company 1973, p. 180

48 Ibid.
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Two important sources of the early 18th century originating in Germany are, for varying
reasons, Friedrich Erhard Niedt’s Musicalische Handleitung (1710) and the already mentioned
Ut, Mi, Sol, Re, Fa, La, Tota Musica Et Harmonia Aterna (1717) by Johann Heinrich
Buttstedt. Niedt had been a student of Johann Nikolaus Bach,* a member of the widely
branched Bach family in Germany. In Niedt’s treatise, which together with Johann David
Heinichen’s treatises had probably been used by Johann Sebastian Bach in his lessons,30 Niedt
goes into great detail on how to treat figured bass notation as a scaffolding for improvising an

ex tempore realization by applying concepts of diminution.
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Fig. 09: Examples for variations given in Niedt’s Handleitung 1710

In Buttstedt’s plates of Ut, Mi, Sol, Re, Fa, La, Tota Musica Et Harmonia ALternas! we find a
rare example of printed syllables that demonstrate the melismatic use of syllables. This
particular Neapolitan solfeggio practice, as described by Baragwanath for Italy, was therefore

also used in Germany.

49 Espinosa, Alma. More on the Figured-bass Accompaniment in Bach's Time: Friedrich Erhard Niedt and "The
Musical Guide* Bach, Vol. 12, No. 1 (January, 1981), Ohio: Riemenschneider Bach Institute, p. 14

50 J.S. Bach’s Generalbasslehre of 1738 includes a copy of Niedt’s rules for figured bass. Nevertheless, the
attribution of the manuscript to J.S. Bach remains problematic. See: Remes, Derek. “Thoroughbass Pedagogy
Near Johann Sebastian Bach: Editions and Translations of Four Manuscript Sources.” Zeitschrift der
Gesellschaft fiir Musiktheorie 16/2, 2019, p. 95

51 accessible at:
https://imslp.org/wiki/
Ut, Mi, Sol, Re, Fa, La, Tota Musica Et Harmonia Zterna_ (Buttstett, Johann Heinrich)
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sol mido fa mi la sol__ fa_ mi fa solmila re fa mi

la  solmila sol fa mila sol. ni Ia

fa
(fa)— (fictum)

Fig. 10: Melismatic solmization in Buttstedt’s Tota Musica Et Harmonia Aterna 171752

Further evidence for the application of the Italian method in Germany is provided by a treatise
by the cantor of the St. Nicholas Church in Berlin, Johann Criiger. In Musica practicae
praecepta brevia. Der rechte Weg zur Singekunst published in 1660 Criiger not only criticizes
contemporary endeavours to discard the Guidonian solmization system,3 but provides a
systematic approach in the style of Ganassi or Bovicelli on how to sing diminutions with

melismatic solfeggio syllables.
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Fig. 11: Melismatic diminutions in Johann Criiger’s Musicee Practica>*

Johann Andreas Herbst, a contemporary of Heinrich Schiitz and Michael Praetorius, published
his treatise Musica Moderna Prattica in 1642. After a very similar introduction on singing
variants and diminutions, he adds a chapter on embellishing cadences for (string) instruments

with instructions on how to bow them.55

52 Buttstedt, Johann Heinrich. Ut, Mi, Sol, Re, Fa, La, Tota Musica Et Harmonia Aterna, Erfurt 1717, plates: p.
11, scan accessible at: https://imslp.org/wiki/
Ut, Mi, Sol, Re, Fa, La, Tota Musica Et Harmonia Aterna (Buttstett, Johann Heinrich)

53 Criiger, Johann. Musica practicae praecepta brevia. Der rechte Weg zur Singekunst Berlin: 1660, p. 11,
Facsimile print in: Deutsche Gesangstraktate des 17. Jahrhunderts, ed. Florian Grampp, Kassel: Bérenreiter
Verlag 2006

54 Ibid. p. 36

55 Herbst, Johann Andreas. Musica Moderna Prattica, Frankfurt: In Georg Miillers Verlag 1642, p. 51
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These treatises were singing (or playing) methods and not intended as instructional manuals
on musical composition. However, they prove that the Italian method of melismatic solfeggio
diminutions was wide-spread in Germany and used as a standard method in the education of
choir boys and aspiring musicians. This point is crucial in understanding the later (almost
similar) method described as Neapolitan solfeggio by Baragwanath.5¢ Basically, the system
had already been established in the 17th century; the difference is that it has been transferred

from the modal to the tonal system.

The fact that musicians were trained in improvising diminutions on standardized pitch
patterns like ascending and descending hexachords, cadential clausulae and leaping melodic
structures (up a fourth, down a third, ...) automatically led to the ability to find these
underlying patterns in written compositions, that is, the same skill we apply in reduction

analysis today.

In Die Grundsdtze der musikalischen Komposition (1853), Simon Sechter — a highly
influential figure in music theory in the 19th century — coined the term
Fundamentalfortschreitung (fundamental progression), a concept that later formed the basis
for Heinrich Schenker’s work. In the example shown below, Sechter uses Gottfried Weber’s
chord symbols57 to describe the fundamental progression with eliminated secondary

dominants, which is both a reductive (taking things out) and a compressive procedure.
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Fig. 12: Sechter’s reduction (“Fundamentalfortschreitung’) with original chord symbols58

The general idea of multiple structural levels was supported by Sechter’s distinction between

fundamental progression and Zwischenfundament.?® This can be seen as a predecessor to

56 Baragwanath 2020

57 Weber, Gottfried. Versuch einer geordneten Theorie der Tonsezkunst, Mainz: Hofmusikhandlung B. Schott
1817, pp. 139-140

58 Sechter, Simon. Die Grundsdtze der musikalischen Komposition, Leipzig: Breitkopf und Hartel 1853, p. 158

59 Ibid. p.143
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Heinrich Schenker’s Vordergrund, Mittelgrund und Hintergrund representation, which are

intended to depict the different dimensions of a compositions. The term dimensionality

reduction described by Keinosuke Fukunaga in Statistical Pattern Recognition®® perfectly

captures Schenker’s ambition in technical language:

Dimensionality reduction is the transformation of high-dimensional data into a

meaningful representation of reduced dimensionality. Ideally, the reduced representation

should have a dimensionality that corresponds to the intrinsic dimensionality of the data.

The intrinsic dimensionality of data is the minimum number of parameters needed to

account for the observed properties of the data.6!

The strict search for the Urlinie, which often appears as the essence of Schenkerian analysis

today, had not been the initial idea, but the result of Schenker’s ongoing investigations. As

stated by Allen Cadwallader and William Pastille, the identification of multiple Urlinien in

Schenker’s work is traceable until 1924.62 Furthermore, Pastille points out that both ascending

and descending guiding lines were identified by Schenker.®3 The example of Schenker’s

reduction of the Prelude in d minor from Bach’s English Suite VI is interesting insofar as the

result absolutely reinforces the concepts taught in Neapolitan solfeggio. While Schenker

decided to include the extended clausula tenorizans f~e—d in bar 6, my added syllables display

the possibility of further reduction.
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Fig. 13: Schenker’s reduction of Suite VI prelude with added solmization syllables®

60 Fukunaga, Keinosuke. Introduction to Statistical Pattern Recognition, San Diego: Academic Press 1990, p.

280

61 Van der Maaten, Laurens et al. Dimensionality Reduction: A Comparative Review, Tilburg: Tilburg University

2009, p. 1

62 Cadwallader, Allen & Pastille, William. Schenker's unpublished work with the music of Johannes Brahms
in: Schachter, Carl & Hedi Siegel, Schenker Studies 2, Cambridge: Cambridge University Press 2006, p. 38

63 Pastille, William. The Development of the Ursatz in Schenker s Published Work, in: Cadwallader, Allen. Trends

in Schenkerian Research, New York: Schirmer Books 1990, pp. 71-85

64 Schenker, Heinrich. Neue musikalische Theorien und Phantasien. Zweiter Band: Kontrapunkt, Wien/Leipzig:

Universal Edition 1910, p. 136
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4. The Basic Principles of Neapolitan Solfeggio

In the 18th century two systems overlapped: the heptatonic (un-)figured bass system known
as La Regola dell ottava for harmony and the hexachordal solfeggio for melodic structures.
The establishment of 24 keys and the departure from modal thinking in the Baroque era, made
the seven note system absolutely necessary. The Rule of the Octave, in its basic form, consists
of designated harmonies to each of the seven scale steps and was used to perform un-figured
bass lines in basso continuo playing and the realization of partimenti (condensed
compositions usually written in one stave). Partimento training based on Bassstufen is the
current trend in improvisatory training using schema theory. Robert Gjerdingen, the first

proponent of schema theory, chose to use a system of circled numbers from (D to (7) for both

the bass and the melody in Music in the Galant Style, a book that became the foundation for
schema theory as discussed among theorists in the 2Ist century. In 2020 Nicholas
Baragwanath provided historical proof for the ongoing practice of using the hexachord system
in the 18th century, which makes Gjerdingen’s approach partially anachronistic. However,
numerical ciphers for melodic description were used in some contexts (e.g., as pointed out
earlier in regard to Souhaitty’s system) and can be observed even in the circle around Johann
Sebastian Bach. In a copy of Bach’s Well-tempered Clavier, we find an analysis of the C
minor fugue (WTC I) with Arabic numerals in the hand of his student Bernhard Christian

Kayser.65

The main principle of Neapolitan solfeggio, as it was used to train orphans in the Italian
conservatories, is that it teaches the art of melody from the perspective of melody and not
from a bass perspective — in stark contrast to modern partimento pedagogy. The bass would be
implied by the melody, and not vice versa. The other main feature is that it is “melismatic”
and only the structural pitch gets assigned a syllable. The difference to earlier versions of
hexachordal systems like the medieval one of Guido of Arezzo is, that it is now transposable
to keys; which in its core does not make any difference. It is still based on three interlocking
hexachords (natural, hard and soft) that form a transposable gamut via mutation. The shift
(mutation) from one hexachord to the next is different in major and minor settings. To form an

ascending major scale, the natural hexachord mutates into the hard hexachord at the sixth by

65 https://vmirror.imslp.org/files/imglnks/usimg/6/6a/IMSLP457542-PMLP05948-Partitur D-
B Mus. ms. Bach P_401.pdf (Accessed on February 23rd 2024). The analysis of Kayser does not continue
for the whole fugue.
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switching from /a to re, which is reversed in the descending scale. The complete ascending
most commonly scale used today therefore is do—re—mi—fa—sol-re-mi—fa; in the descending

form fa—mi—la—sol—fa—mi—re—do. However, certain variations were common (fig. 14—17).

Wenn der Gesang aufsteiget:
Im auffsteigen mag ich im Ut, oder Re,
mutiren und umbwechseln, welches mir nur
zum leichtesten vorkémpt.

Exempl:
sol — S Q> <
O S .
1 O S b4
H > S <
n . .
ut re mi fa ut re mi fa sol la
Fig. 14: Ascending scale with original syllables in Musica Figuralis®®
Ascendendo
c d e f 8 a h c d e f 8 a
do re mi fa sol la mi fa [sol la
[re mi fa sol la

Fig. 15: Ascending scale with original syllables in Buttstedt’s Ut, Mi, Sol67

oder Do re mi fa. Empfind=
Do re mi fa sol la mi fa. liche
g a h c d e fis g. Note.
W
p | I
i i i T f
i I I I g I
: ] i 1 ' It %# I
*  GDu NB.

Fig. 16: Ascending scale with original syllables in Albrechtsberger’s Anweisung zur Komposition®

Scala composta con mutazioni.
o o

P
OO— O

V)

Py O
[T O O ~
= O O ~

T do re mi fa sol re mi fa sol la. la sol fa mi la sol fa mi re do.

Py
VO oS

O —¢

Fig. 17: Ascending and descending scale with original syllables in Elementi Teorici®®

66 Friderici, Daniel. Musica Figuralis oder Newe Unterweisung der Singe Kunst, Rostock 1638, p. 23

67 Buttstedt 1717, p. 138

68 Albrechtsberger, Johann Georg. Griindliche Anweisung zur Komposition, Leipzig: Johann Gottlob Immanuel
Breitkopf 1790, p. 1

69 Sabbatini, Luigi Antonio. Elementi teorici della musica, Rome: Pilucchi Cracas, e Giuseppe Rotilj socio,
1789-1790, p. 53
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Since the minor scale is in the 18th century still viewed as a derivate of the Dorian mode, rather than
the modern variant Aeolian, its root has been designated to re. The mutation now occurs at the fourth
ascending (sol becomes re) and at the fifth descending (mi becomes la); thus the ascending

solmization pattern is re—mi—fa—re—mi—fa—sol—la and the descending la—sol-fa—la—sol—fa—mi—re.

a b c d e f e d c b a
-
—D—e—-—e—o—o—eﬁ S S
I re  mi fa re  mi fa la  sol fa mi  re

Fig. 18: Ascending minor scale with original syllables in Sabbatini’s Elementi Teorici

a g f e d c b a
|
I 4
O O | I
: — = < o s o P
la sol fa la sol fa mi re.

Fig. 19: Descending minor scale with original syllables!

One major advantage over the fixed-do system, from an ear training perspective, is that every
do—re—mi or la—sol—fa sounds exactly the same’? — up until to the point where musica ficta
becomes necessary, which is the case in the minor scale where the missing leading tone has to
be generated. Since the minor scale is built of the same three interlocking major hexachords
(starting on re instead of do, and therefore limiting the range from an ascending sixth to a
fifth), a mutation (which would result in a mi—fa situation; fa being the new tonic syllable) is
not necessary to create a leading tone. Instead the remaining do is chromatically raised while

still sung on the letter do. The clausula cantizans in minor therefore is sung re—do—re.

70 Ibid.
71 Ibid.

72 Cyriacus Schneegall (1546—1597), a Thuringian protestant pastor and hymn writer, distinguished between
inferiores ut, re, mi and superiores fa, sol, la in his treatise.

Schneegal, Cyriacus. Isagoges musicae libri duo Erfurt: Georg Baumann 1591, p. 38 (PDF)
https://s9.imslp.org/files/imglnks/usimg/8/8d/IMSLP490207-PMLP793724-schneegass_isagoges musicae.pdf
(Accessed 29 February 2024)
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P ﬁ g # o 2 © o h o h o o o la  sol la
H | | | | | | | ||I | | | | | | | i— ||I
0 re mi fa re mi fa sol la la sol fa la sol fa mi re do re

Fig. 20: Melodic minor scale with original syllables in Sabbatini’s Elementi Teorici”

Various examples from Luigi Antonio Sabbatini’s treatise Elementi teorici della musica show
clear evidence of chromatically raised syllables and how they were used in the late 18th
century.’* In consequence, syllables could also be flattened to achieve ascending and

descending chromatic scales — as described in Sabbatini’s Elementi Teoretici:

: e_ge_ _o_#_o_hi ﬁﬁ_o_h_o_ﬁeg_e > be

[T it
=

M

Re re mi fa fa re re mi fa fa sol sol la la sol sol fa fa la la sol fa fa mi la.

Fig. 21: Chromatic scale with original syllables extracted from a canon in Elementi Teorici Parte 115

While in a minor key the “hexachord” without mutation only spans a fifth from re to la, the
minor sixth can be included with the infamous latin mnemonic rhyme Una nota super fa,
semper est cadendum fa, which — describing a typical practice of medieval solmisation — is
often attributed to the Renaissance or earlier; however, to this day the earliest finding in actual
writing is in Michael Praetorius’ Syntagma Musicum III published in 1619 (here not yet in its

catchy final form):

Item unica notuld ascendente super la, semper canendum esse fa;&c [sic]76

73 Sabbatini 1790, p. 36
74 Tbid., pp. 23, 26, 36 (clausula cantizans)

75 Sabbatini, Luigi Antonio. Elementi teorici della musica Parte III, Rome: Pilucchi Cracas, e Giuseppe Rotilj
socio, 1789-1790, p. 33

76 Praetorius, Michael. Syntagma Musicum III, Wolfenbiittel: Michael Praetorius, 1619, p. 31, as noted in
Hughes, Andrew. Manuscript Accidentals; Ficta in Focus 1350-1450, Musicological Studies and Documents
No.27, American Institute of Musicology 1972, p. 63
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Maximillian Guilliaud mentions the fa super la rule in his 1554 treatise Rudiments de musique
practique. Since musica ficta was generally accepted, he did not notate the flat signs for the fa.

He writes:

Whenever a note exceeds the six degree-syllables by a second, this seventh note must be
called fa without making mutation into the next hexachord. This note must be sung flat
even in absence of any flat sign before or above it, unless the natural sign were to affect
it.77

= n =i | - |
- | L L =D | L
= |

re, fa, sol, la, fa, Ila, re, fa, sol, la, fa, la

Fig. 22: Example for fa super la in Rudiments de musique practique’s

==eeeo———c oo

ut re mi fa so la fa la sol fa mi re ut

Fig. 23: Example for fa super la in Regole di musica 16577

77 Guilliaud, Maximillian. Rudiments de musique practique, Paris: Nicolas de Chemin, 1554, p. 7 (PDF), transl.:
Margo Schulter [http://www.medieval.org/emfaq/harmony/hex3.html]

78 Ibid.

79 d’ Avella, Giovanni. Regole di musica, Rome 1657, p.12
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Two further procedures make hexachordal solfeggio even more challenging to learn: the
technique of using inganni and various modulation techniques. /nganno (which translates
from Italian to deception or trick) describes an issue, where — to avoid mutation — one note of
a hexachord is substituted with the note of the same syllable from another hexachord to avoid

mutation. Nicholas Baragwanath lists the following common inganni:

The "high 2 drop"

0 . /X
)" 4 I 1 I T 1 I )
— = ' | = —— |
iﬁ?::::i = = & —Z P
fa sol fa mi fa sol fa mi
4 | 4 |
. I I I I I I
7Z— 3 z = 3 z
n The "other fa" converging half cadence _
£
)" 4 I I N 1
o——1—. == SEEES=E==
e o ) A g 1 )
sol fa mi | re fa___| mi | re

TTTe
NC|
h
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iy
T
TTTe
N
Y
T
TR

The "false soprano cadence"

2 ~ > I
7y i £ et T £ T uil Y =
SV | | | | | \ 1L , A
) - | | - | N
sol fa mi fa sol fa mi fa
= . s ®» £
—. ! ! T ~ £
A ' ' — s

Fig. 24: Common Inganni listed among others in The Solfeggio Tradition80

80 Baragwanath, Nicholas. The Solfeggio Tradition — A Forgotten Art of Melody in the long Eighteenth Century,
New York: Oxford University Press 2020, p. 122
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The most common device for modulation to the dominant is the mi—mi modulation, as
Baragwanath pragmatically named it. It works by moving mi up a whole step, creating a

tritone with the bass and resolving to the dominant in a mi—fa resolution

0
(D" 4 I I
o | | | |
HEOY ] V| Py ] w1 Py
| ANV = i) e =i iYo) —
3} e m e “
mi— mi fa mi— mi fa
|
£ o) PN ) f‘
I =

Fig. 25: mi—mi fa modulation with alternative bass

As previously mentioned, the most substantial difference to any modern solfeggio system is
that embellishments or figurations are to be sung on the main syllable. This can be (and has

been) practiced with simple sequences like thirds above or below or chromatic approach notes

at first, and continued with more complex constructions later.

0 — 3 3 3
AL 1 —————
do__ re__ mi__ fa mi do__ re_ mi__ fa mi do re mi
3
- 3 e 3 ‘ \
A | —— T f o S S " f 1l f f F— f | T f i |
[ Fan} & 4 | I I I I T e 4 | | I | 1 I | & I T I | r i I T i |
b}/ b é .\ ‘\. ‘\ T b i d u..\ é 1T ‘\. é - J. T .\ r i u..\ T P il |
R B4 — R & R
do re re mi do re mi

Fig. 26: Typical exercises for embellishments

The practice of diminutions basically stayed similar to the Renaissance techniques. However,
when applied to certain schemata certain elements have to be practiced separately.
Additionally, it depends on the style of music which diminutions are used. From a systemic
point of view, all typical elements of contrapuntal elaboration can be added: suspensions and

retardations, diatonic and chromatic neighbour notes, thirds, arpeggios and scales.

This has been a very brief overview of Neapolitan Solfeggio, yet enough to serve as a basis

for the upcoming analysis part of this thesis. Other concepts will be introduced through

observations.
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5. The Mozarts and Neapolitan Solfeggio

Since Neapolitan solfeggio was the first toolkit to train children in the Italian conservatories,
before they even learned to sing or play instruments, the question arises if Leopold Mozart
knew of this method and used it to train his son Wolfgang Amad¢. While Nicholas
Baragwanath pursues the hypothesis that Wolfgang first studied Neapolitan solfeggio in
London under the castrato Giovanni Manzuoli in 1764,8! the fact that Italian singing
techniques were used as far north as Berlin in the 17th century, provides evidence to assume

that Leopold knew the method as well.

An even stronger argument for Leopold Mozart’s familiarity with Italian solfeggio is the fact
that, he was trained in music at the Jesuitenkolleg St. Salvator in Augsburg. The musical
background of the Jesuits is of crucial importance here: The statutes of order from 1558
banned all non-clerical belongings including musical instruments, then singing for novices in
1578, and finally even the use of the organ within church service in 1590.82 Since music —
obviously — was not seen as important, the Jesuits did not have own liturgy, and music was
not considered an Opus Dei. Nevertheless, the strict rules were relaxed at the beginning of the
17th century and most Jesuit colleges offered music education; the organ was allowed for
church service again from 1630.83 The most notable institutions for music education have
been the Collegium Germanicum in Rome (est. 1552), the Collegium Gregorianum in Munich
(est. 1572), the Collegium Ferdinandeum in Graz, as well as the colleges in Vienna, Mainz,
Augsburg and Dillingen.34 Since the order of the Jesuits was controlled from Rome, it is
interesting to see how most of colleges specialized in music were located in the German-
speaking countries. Numerous renowned chapel masters worked at the Collegium

Germanicum in Rome — among them Italian composer Giacomo Carissimi — who possibly

81 Baragwanath 2020, p. 268

82 Hiischen, Heinrich and Dietmar von Huebner. Jesuiten, Das Musikleben, MGG Online, edited by Laurenz
Liitteken. (New York: RILM; Kassel: Bérenreiter; Stuttgart: Metzler, 2016—) Article published Dezember 2021.
(Accessed 23 February 2024.) https://www.mgg-online.com/mgg/stable/518171.

83 Hilscher, Elisabeth. “Jesuiten®, in: Oesterreichisches Musiklexikon online, begr. von Rudolf Flotzinger, hg.
von Barbara Boisits (Accessed 23 February 2024), https://dx.doi.org/10.1553/0x0001d31d

84 Hiischen, Heinrich. “Jesuiten”, in: Die Musik in Geschichte und Gegenwart (MGG), Bd. 7, Kassel: Bérenreiter
1958, p. 34
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was a teacher of Domenico Scarlatti’s father Alessandro Scarlatti.85 Carissimi’s treatise Ars
Cantandi was re-published in German translation in Augsburg in 1708 (4th edition) and 1718
(5th edition) by Daniel Waider — a rather unusual treatise containing an introduction to
solmization with both hexachord mutation and the untypical syllable si for the leading tone,8¢
followed by a series of preludes. It can only be assumed by the title of the treatise Ars
Cantandi that these “preludes” were meant as Solfeggi, that is, composed singing exercises,
which were sung using syllables during lessons. Nevertheless, it proves the point that the
Jesuits used Italian teaching materials in Germany, which makes it very likely that Leopold
Mozart came into contact with Italian solfeggio during his time at St. Salvador from 1736 to
1737. Additionally, Leopold Mozart must have been exposed to the Italian system again later
in life, since at the time most chapel master positions were filled with Italian musicians, as
they were known to be most skilled and therefore highly in demand. Hence my hypothesis

that Leopold used their methods to train his son.

In the infamous “Look what an ass I am...” letter$” to his father — written in Paris on the 14th
of May in 1778 — Wolfgang Amadé complains about his ambitious, yet fruitless attempts to
teach basic composition to the daughter of aristocrat Adrien-Louis de Bonniéres. Mozart
claimed that Marie Louise Charlotte had no talent in composition and more importantly was
unable to come up with any original ideas, although she had great talent in playing the flute
and the harp, and understood ,,the rules of composition®. This situation is probably known to
any music theory teacher (and student, for that matter) of all times. Coming up with a great
melody or even with any melody seems to be easy for the “talented” and impossible for
others. The current system of teaching relies on a partimento-esque bottom-up method: a bass
is composed first and the melody is to be added afterwards.88 Taking a closer look at the
minuets Mozart wrote as a child, it seems fairly unlikely they were composed in this manner,

since most of their bass lines are more of a contrapuntal character than that of a fundamental

85 Massenkeil, Giinther. “Carissimi, Giacomo”, Wiirdigung, Wirkung und Nachleben, MGG Online, edited by
Laurenz Liitteken. (New York: RILM; Kassel: Barenreiter; Stuttgart: Metzler, 2016—) Article first published
2000. Article published online November 2016. (Accessed 23 February 2024.) https://www.mgg-online.com/
mgg/stable/28512.

86 Carissimi, Giacomo. 4Ars Cantandi, 5Sth (German) edition, Augsburg: Daniel Waider, 1718, pp. 3-8
87 Anderson, Emily. The Letters of Mozart and his Family, Palgrave Macmillan UK 1966, p. 538

88 see Stefan Eckert 2005
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bass. Furthermore, if we take the quotes from the Mozart letters into account,3 it is obvious
that the common practice was to write the melody first and then add the bass later. This can be

taught using specific hexachordal solfeggio pattern, that imply a bass automatically.

When Marie Louise Charlotte failed at the specific point of being able to come up with a
melody, the problem might have been that Mozart forgot how he learned to write good
melodies himself (at the age of five even a case of childhood amnesia could be an assumed
reason)? and therefore did not teach it to her. Or he was unable to teach it for another reason
— despite the fact that the minuets written by him (most probably under supervision of
Leopold) seem to provide perfect proof that he was systematically taught to write melodies
effectively. Alternatively the classic curse of knowledge could have been a problem in his

teaching situation: forgetting to mention the supposedly obvious.

89 Letter from Wolfgang Mozart to his father:
“She filled in quite a good bass for the first minuet, the melody of which I had given her...”

Anderson, Emily. The Letters of Mozart and his Family, Palgrave Macmillan UK 1966, p. 538

Letter from Leopold Mozart to Frau Hagenauer:
“...and when the sceptics are challenged to test him, as he already has been, imagine the sensation when he asks
someone to write down a minuet or some tune or other and then immediately and without touching the clavier
writes in the bass and, if it is wanted, the second violin part. ”

Ibid., p. 38

90 Bruce, Darryl et al. “On the Transition from Childhood Amnesia to the Recall of Personal Memories”,
Psychological Science Vol. 11, No. 5 (Sep., 2000), pp. 360-364
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6. The Analysis of W.A. Mozart’s 1761-63 Minuets

While Stefan Eckert in his 2005 article “So you want to write a minuet? — Historical
Perspectives in Teaching Theory” took the contemporary approach of using bass models with
reference to Joseph Riepel as a tool for analysis and re-composition (a method originating in
the realization of figured or un-figured bass, to which I refer as bottom-up approach), the
following analysis is designed as the exact opposite: a fop-down approach analysis of the
melodic content using reduction with the aim of finding linear models (meaning step-wise and
scalar motion) that can be applied to contrapuntal schemata. The mentioned common practice
to write a minuet melody first and add the bass later implies that this would be the historically
correct approach. The situation is reminiscent of the chicken or egg paradox: Using a bass
model as a mental structure would allow one to write a melody; however, writing a melody by
using a melodic core structure which implies a contrapuntal bass defines the existence of both
entities as well. Since the bass model analysis exists, and Eckert developed it into a
pedagogical model for the classroom, I will use the exact same data set (the six minuets of K.
1-7) to test the possibilities of developing a model based on Neapolitan solfeggio. If Mozart
used the system or not is secondary as long as it can be shown that my approach is a valid
alternative to the bottom-up method. While the reception of Riepel today is mostly associated
with bass models, he took a top-down, melody first approach in Anfangsgriinde zur
musikalischen Setzkunst as well and added the bass later. However, he is not systematic and

uses negative examples on how (not) to construct a minuet from idiomatic phrases.

The idea of being schooled in melody raised eyebrows among 19th-century music theorists
and was questioned by Bernhard Scholz, as he states in the introduction of Siegfried Dehn’s

counterpoint treatise:

All our great masters have undergone a proficient school of counterpoint; but it is

doubtful whether any of them were “taught melody”.9!

Even in the 18th century — a veritable fairground of the figured-bass method — it had been
doubted if, and how, good melody could be taught. While Johann Mattheson published Kern

melodischer Wissenschaft in 1737 where he advocated the possibility of teaching melody by

91 “Alle unseren grossen Meister haben eine tiichtige Schule des Contrapunkts durchgemacht; es ist aber zu
bezweifeln, dass einer von ihnen ,,in der Melodie unterrichtet wurde”.”
Dehn, Siegfried. Lehrbuch vom Contrapunkt, dem Canon und der Fuge, ed. by Bernhard Scholz, Berlin:

Ferdinand Schneider 1859, p. iv, my translation.
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rule and example, and insisted on the importance of melody: “Still I propagate a single clean
melody as the most beautiful and natural in the world [...] as the basis of all composition ”,92

the following quote is also attributed to him:

Melodists are only by the grace of God!93

A clear and concise method on how to construct melodies in non-polyphonic settings (e.g.
minuet, sonata, etc.) would certainly help music students in typical re-composition tasks
frequently solicited music theory instruction. In modern pedagogy it should be self-evident
that all necessary information is available to a student before attempting to write whatever
piece is required. Trial-and-error methods like the one used by Riepel are not sufficient to
guarantee results for all students in a classroom (and waste a lot of valuable time). While
some students might accomplish good results, it remains unclear if these are caused by the
instruction or by previous stylistic knowledge that affords a good intuition for the right

choices. Perfect instruction would make corrections nearly obsolete.

The result of the analysis should provide a system based on clear and consistent rules on how
to write (or improvise) a minuet to facilitate the design of effective learning strategies for
classroom instruction. Since the composition of Stilkopien (compositions in historical styles)
are required in most curricula of music universities (at least in Europe), the lack of
instructional material on how to do so effectively and correctly is more than surprising. While
students with a strong background in classical music might perceive such assignments as an
easy (due to their innate knowledge of stylistic idiosyncrasies), students from other disciplines
or with no experience in composition might face a variety of obstacles that remain
unaddressed in the classroom. The goal of teaching a semester of composition in historical
styles should be that all attendees be able to fulfill the task. This can only be secured by
imparting a detailed strategem that entails a systematic sequence of tasks (i.e., a protocol). To

achieve this in our task at hand (writing a minuet), the following prerequisites are necessary:

92 “Ich dringe tibrigens noch immer, vorziiglich, auf eine einzelne, saubere Melodie, als auf das schonste und
natiirlichste in der Welt [...] ; lege Sie zum Grunde der ganzen Setz=kunst.”

Mattheson, Johann. Kern Melodischer Wissenschaft 1837, §5, my translation.

93 Dehn 1859, p. iv

According to Flodoard Geyer in his article Kann und soll die Melodie gelehrt werden? Siegfried Dehn used this
quote by Mattheson regularly. However, I have not been able to find the quote in Mattheson’s writings.

Neue Berliner Musikzeitung, N.41, ed.: Gustav Bock, Berlin: Ed. Bete und G. Bock, October 10th 1860, p. 321
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6.1.1 DISCUSSION OF FORM

A basic minuet is constructed in a simple |:A:||:B:| form. However, it is structured in smaller
units, following a bifurcation principle (see Fig. 27, p. 38). The multiple connotations of Satz
in Formenlehre make it difficult to describe the functional properties of these individual units
properly.®4 Additionally, any attempt to describe an eighteenth century composition with the
19th-century principle of Formenlehre® is anachronistic by nature. However, the |:A:||:B:|

form can be described at least a bit more accurately with Erwin Ratz’s Urform:

In order to grasp the essence of musical form, we must try to find principles that are
common to all forms. Analogous to the concept of the primordial plant in Goethe’s theory
of metamorphosis, the functional theory of form [Formenlehre] also bases its
observations on a primal form [Urform] from which all forms can be derived, from the
simple two-part form (I-V/V-I) to the three-part forms (scherzo) to the most complicated
(sonata form/fugue) and the compound forms (rondo). This original form consists of five
parts: a part that exposes the tonic, a second that leads away from the tonic (transition,
first interlude), a part that lingers in foreign regions (secondary movement, development),
a part that leads back to the dominant of the main key, and a part that confirms the tonic
that has been reached again (recapitulation). This must be the starting point for any
consideration of form that wishes to understand the musical work of art as a self-

contained organism.%

94 Since Satz (sentence) can be antonymous of Periode (period), yet a period is considered a Satz, and
additionally Satz is used to describe movement in larger forms, it is maybe the worst choice to use in the
discussion of form. Furthermore a period is divided in Vordersatz and Nachsatz, which could be otherwise used
perfectly to describe the structure of a sentence, which is not a period and yet consists of two parts. The dyadic
distinction of Satz and Periode is derived from greek rhetoric. Aristoteles gave a two-fold description of a period
— one being of rhythmic nature and the second of logical origin. See: Fowler, Robert L. Aristotle on the Period
(Rhet. 3. 9), in: The Classical Quarterly , 1982, Vol. 32, No. 1 (1982), Cambridge University Press, pp. 89-99

95 The term Formenlehre developed from the linguistic term morphology (from Old Greek: popon morphé —
"Gestalt"or form, and Adyog ldgos — word, doctrine or reason). In the nineteenth century and early twentieth
century, when the discussion of musical form began to develop a scientific shape with publications by e.g. Hugo
Riemann, Ludwig Bussler, and Stephan Krehl, even more Formenlehre treatises regarding language were
published (e.g. Ernout, Alfred. Historische Formenlehre des Lateinischen, Heidelberg 1920 or Stohr, Adolf. Ein
Beitrag zur Philosophie der Formenlehre und Syntax,Leipzig und Wien: Franz Deuticke 1898).

96 “Um das Wesen der musikalischen Form zu erfassen, miissen wir versuchen, Prinzipiuen zu finden, die allen
Formen gemeinsam sind. Analog dem Begriff der Urpflanze in der Metamorphosenlehre Goethes legt auch die
funktionelle Formenlehre ihren Betrachtungen eine Urform zugrunde, aus der sdmtliche Formen von der
einfachen zweiteiligen Form (I-V/V-I) iiber die dreiteilligen Formen (Scherzo) bis zu den kompliziertesten
(Sonatenform/Fuge) und den zusammengesetzten Formen (Rondo) abzuleiten sind. Diese Urform besteht aus
fiinf Teilen: ein Teil, der die Tonika exponiert, ein zweiter, der von der Tonika wegfiihrt (Uberleitung, erstes
Zwischenspiel), ein Teil, der in fremden Regionen verweilt (Seitensatz, Durchfiihrung), ein Teil, der zuriickfiihrt
auf die Dominante der Haupttonart, und ein Teil, der die wieder erreichte Tonika bekraftigt (Reprise). Davon
muf} jede Formbetrachtung, die das musikalische Kunstwerk als einen in sich geschlossenen Organismus
begreifen will, ausgehen.”

Ratz, Erwin. Einfiihrung in die musikalische Formenlehre, Wien: Universal Edition 1973, p. 56, my translation
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Ratz’s simple two-part form [-V/V-I is identical to all of the 1761-63 minuets written by
Mozart and can later be used to describe a school form of the minuet. Joseph Riepel’s formal
descriptions — also used by Stefan Eckert — are reduced to the Zweyer and the Vierer (which
roughly translates to two-bar unit and four-bar unit respectively, yet just called a “two” and a
“four”). Hence, Riepel describes smaller units than Ratz, which is absolutely comprehensible,
since it is of paramount importance how these smaller units are designed; from a
compositional perspective it is therefore more logical to think from smaller units, while the
tradition of musical analysis based on Ratz and Schenker usually tends to start with a birds
eye view or large scale model. Arnold Schoenberg described his idea of Formenlehre in a

typewritten note in 1924 as follows:

The first endeavor of a theory of forms should be to prove the meaning of all artistic
forms, as the endeavor to give the products of art, whose form is conditioned by a
material existing outside us, such an external and internal composition that we can
recognize them as corresponding to our spiritual qualities and, through the relationship,
analogy, similarity with other things that we think, feel and sense, can grasp them as
something similar, appropriate, related to us. We must therefore show how the material,
contrary to or in accordance with its own endeavors, is forced by art, by the fulfillment of

the requirements of comprehensibility, to adapt itself to such conditions.®”

The linguistic concepts of meaning and analogy are used by Schoenberg in a sense of
transcribing technical content (diastematic motion on a timeline) into emotion. The same
concepts can be used to describe the mechanics of the music itself: to identify schemata or
idiomatic phrases. Which of course can mean something to us outside of music, yet for re-
composition or imitating a composition of a certain style it is way more helpful to describe the
technical construction i.e. the intrinsic meaning. The following discussion therefore will be

based on William Caplin’s formal functions and the use of an organigram or organization

97 “Erstes Bestreben einer Formenlehre miisste es sein, den Sinn aller kiinstlerischen Formen zu erweisen, als das
Bestreben, den Kunstprodukten, deren Gestalt durch ein ausseruns bestehendes Material bedingt ist, eine solche
dussere und innere Zusammensetzung zu verleihen, dass wir sie als ein unseren Geistesqualititen entsprechendes
erkennen konnen und sie durch die Verwandschaft, Analogie, Aehnlichkeit mit anderem, was wir denken, fiihlen,
und empfinden, als etwas uns Aehnliches, Angemessenes, Verwandtes erfassen konnen. Man muss also zeigen,
wie das Material entgegen oder zufolge seines eigenen Bestrebens durch Kunst, durch die Erfiillung der
Erfordernisse der Fasslichkeit gezwungen wird sich solchen Bedingen anzupassen.”

Schonberg, Arnold. Formenlehre, typed note, 29 January 1924, marked 85B, Arnold Schonberg Center Wien
Object 93, Accessible at: https://www.schoenberg.at/index.php/de/natur-online/1857-objekt93
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chart, which Caplin calls grouping structure.98 Carl Dahlhaus mentioned the importance of

individual structures in Der rhetorische Formbegriff:

Musical facts, as categorical formations of the acoustic substrate, are always “a matter of
conception and of referring thought” (Carl Stumpf). The parts into which a piece of music
is divided, which diastematic and rhythmic relationships (from the almost infinite number
of theoretically constructible ones) are formally constitutive and which characteristics are
to be considered superior and which subordinate are not “objective” and a priori, but

depend, at least in part, on the concept of form that the listener or analyzer brings with

them.%?
[ | I
A B ] )
B e N
(= | [ | = | o] EE ER EE EN
nmmn un nmua uu

Fig. 27: Bifurcation model of a minuet (left) and the mathematical Cantor Set (right)

While this grouping structure seems to be an example of bifurcation just like the mathematical
Cantor Set, it is not sufficient for presenting musical form.!00 The Cantor Set is used to

describe fractals in so-called mathematical monsters, which were — just like Formenlehre —

98 Caplin, William. “What are formal functions?” in: William Caplin, James Hepokoski, James Webster. Musical
Form, Forms & Formenlehre, ed. by Pieter Bergé, Leuven: Leuven University Press 2010, p. 24

99 “Musikalische Fakten sind, als kategoriale Formungen des akustischen Substrats, immer ,,eine Sache der
Auffassung und des beziehenden Denkens" (Carl Stumpf). In welche Teile sich ein Stiick Musik gliedert, welche
diastematischen und rhythmischen Beziechungen (aus der nahezu unendlichen Menge der theoretisch
konstruierbaren) formal konstitutiv sind und welche Merkmale als {iber-, welche dagegen als untergeordnet
gelten sollen, steht nicht ,,objektiv" und a priori fest, sondern héngt, mindestens partiell, von dem Formkonzept
ab, das der Horende oder Analysierende mitbringt.”

Dahlhaus, Carl. “Der rhetorische Formbegriff H. Chr. Kochs und die Theorie der Sonatenform”, Archiv fiir
Musikwissenschaft 35, no. 3 (1978), pp. 155-156, my translation.

100 The Cantor Set was first published in 1883 by Georg Cantor (1845-1918). His foundational work in
mathematics is the foundation of what we call Set Theory today. See Heinz-Otto Peitgen, Hartmut Jiirgens,
Dietmar Saupe, Chaos and Fractals — New Frontiers of Science, 2nd ed., New York: Springer 2004, p. 65



39

invented in the late 19th century.!0! The theory of fractals developed into chaos theory in the
mid 20th century, with Benoit Mandelbrot’s discovery of the Mandelbrot Set. Yet, the
definition of a fractal is that it is identical in form to the whole, yet on a different scale. While
in graphic representation the formal units do not possess any specific function, this is very
different in music. If the formal bifurcation units in the minuet (or any other musical form)
were truly fractals, their innate content would have to be identical, which clearly is not the

case.

B

| Scenario 3 | | Scenario 4 |

| Unit1a | | unit1b | | Unit2a | [ Unit2b | | Unit3 | | Unit4a | | Unit4b |

Fig. 28: A possible model for a minuet with un-defined formal functions

Since both A and B are divided into two segments with different functions I chose the term
scenario for those separate entities. The term is used here to connote “a description of what
could possibly happen”,192 which of course needs further refinement to represent formal
function. A scenario can be divided in two or more units, yet it is not necessarily so if a 4-bar

schema is employed for a 4-bar scenario.

Each of the four scenarios requires a different structural design to function properly. The

common general analogy of sentences is helpful in teaching the importance of its different

101 MacIntosh, Andrew. The Fractal Primate: Interdisciplinary Science and the Math behind the Monkey,
Primate Research. 30. 95-119. 10.2354/psj.30.011. Kyoto: Kyoto University Wildlife Research Center 2014,

pp. 2-3
102 https://www.britannica.com/dictionary/scenario (Accessed 06 March 2024)
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intrinsic structures. The German terms Vordersatz, Nachsatz, Mittelsatz and Schlusssatz103
work perfectly fine in this context, provided that in this context Vordersatz and Nachsatz can
in conjunction form both a sentence or a period. The difference between a sentence and a

period then depends on the individual content of the smaller units.

These smaller units, which are 2-bar structures (Riepel’s Zweyer) in the 16-bar school form
henceforth can be named with technical musical terms like theme, cadence, modulation, and
so forth. In a further step, these terms can be replaced by actual schemata. Of interest here is
that all sections marked Unit Xb in the previous schematic (Fig. 28) turn into cadences (see

Fig.29).

Mittelsatz Schlusssatz

l Theme | | Cadence | l Modulation to V | | Cadence | I Modulation to | | l Deceptive Cadence | | Cadence

Fig. 29: A complete blueprint of a minuet

The mental connection to semantics and syntax can be reinforced by the terms used by

Ludwig Wittgenstein. The minuet (or its form) serves as a “logical space™:

A sentence determines a place in logical space. The existence of this logical place is
guaranteed by the mere existence of the constituents—by the existence of the proposition

with a sense.104

This logical space must be secured by the sense (the logical content) of its constituting

sentences, which determines their positions. Thus the following must be true:

A sentence is not a blend of words.—(Just as a theme in music is not a blend of notes.)105

103 Vordersatz and Nachsatz are usually referred to as presentation and continuation in English literature.

104 Wittgenstein, Ludwig. Tractatus Logico-Philosophicus, London: Kegan Paul 1922, 3.4, my translation (Satz =
sentence)

105 Tbid., 3.141, my translation (Satz = sentence)
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According to Wittgenstein then, this presupposes that each of the four scenarios in the minuet
must be of a certain design; such a design would be a schema or a conjunction of multiple
schemata. Using mass-analysis of the given data-set, the result yields a mental repertoire of

schemata, their function, and their position in logical space.

6.1.2 DISCUSSION OF DIMINUTION

As schemata in music are universal, i.e., they will function in more than one style (or even in
all tonal styles, given it is a tonal schema), the diminution of the schema must be idiomatic to
the style. Since a style is defined by the limits of idiomatic possibilities (besides formal

considerations), the stylistically appropriate diminutions can be clearly defined.

6.1.3 ADDITIONAL FACTORS

Further formal standards to consider for the re-composition of a minuet in the style of Mozart

are 3/4 time and typical key signatures that are to be found in the data set.

Supplemental stylistic advice in the paraphrasing style of Adolph Bernhard Marx might help
with the general artistic idea and considerations for instrumentation, but by no means can it

substitute for technical instruction:

The fresh, humorously excited sense of this art form, which nevertheless does not turn
away from the tender and affectionate, finds the most appropriate organ in the string

choir.106

To depict the reduction process itself, a Schenker-inspired, yet very simple notation is
sufficient: schematic pitches are displayed with regular-size noteheads, diminutions are
represented with smaller noteheads and connected to the main pitch with slurs. Solfeggio
syllables are assigned only to structural notes. The search for the Urlinie is replaced by the
search for non-leaping schemata, the use of modulations and inganni. For teaching purposes,

schemata will be categorized for each situation.

Once this is accomplished, I will extract a method for the construction of the bass line from

the data set. The final outcome will be a complete evolutionary model of each minuet.107

106 yDer frische, humoristisch erregte und doch auch dem Zarten und Zartlichen nicht abgewendete Sinn dieser
Kunstform findet im Streicherchor das entsprechendste Organ.« Marx, Adolph Bernhard. Die Lehre von der
musikalischen Komposition, Leipzig: Breitkopf & Hartel 1888, p. 348, my translation

107 see appendix, p. 102
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6.2.1 W.A. MOZART, MINUET IN G, K. 1E

While other possibilities certainly might be reasonable, a first reductive approach to the

sixteen bar melody of minuet K. 1e might look like this:

PO é
<. < TN . ‘
1 1} D T T T | X o YT 2 AY T T T T T n T i |
| | DA =4 T I#X T [#] e 1 fo T Zeo Y I I T I I I T T ol |
| FanY /1 1 1D T T T 1o T T = | - (@) o o Il T o g Il T T T i |
SV ke 3 1 1} I T I T I I T —— A r T = r & T ] i |
D) ‘ ‘ ‘ \ \ . o
sol fa fa mi la sol fa  mi fa mi re do
()4 Kk\ | | I | .
o = 1 1 P T T 2 T Il T Il 2 T o T T T Teo T T T i |
V4% 110 el T =7 T @ (Z=) 12 =D 2 T | ] | ] o | 3 I T | i |
| FanY 1 1D T | -y T T 2 T T | N 2 17 C = T 7 | = i |
oV 11 I | I T |-l T 1 3 e 1 I T o T i |
oJ ' T I
sol fa fa mi re fa mi re do

Fig. 30: Reduction analysis of K. le

The analytic approach is to focus on linear (step-wise) solfeggio units (e.g., la—sol—fa—mi and
not, e.g., la—mi-re). Taking inganni (same syllable from a different hexachord) into account,

they can, however, include leaps in the melody.

The 16-bar form is divided into four scenarios of equal length (units, sections, Sdtze) which
clearly define their individual function by their content (or, in the words of Wittgenstein:
Sinn) and therefore clarify their position in logical space. The structural design of the

complete logical space with a semantic description of the respective content is as follows:

I

[ B |
| Scenario 1 I | Scenario 3 | I Scenario 4 I

I Opening Phrase | I Modulation to V I I Cadence | I Modulation to I I I Cadence I

Fig. 31: Basic structure of K. le



43

Without worrying too much about the rules of elaboration for now — and therefore completely
eliminating all diminutions by reduction — the assumed identified core structure of the minuet

unfolds:

[ | | .
)’ — T T T | | 1 T T | T | 1
V 4t | =4 ] [~ X = 1 I (2 Py 1 | 1 | i |
[ Fan Y 1 1 — 1 | I~ — | e M~ = il |
ANI"4 1 1 I Il | | [ 1| A= 1 |
) ! T T [ T [
sol fa fa mi re fa mi re do

Fig. 32: A possible solfeggio reduction of K. le

For the opening phrase (bar 1-4) it could be discussed if mi—fa, fa—mi would be more
favourable than so/—fa—fa—mi. However, this is of no contrapuntal relevance: both are a
variation of do—re—mi (see fig. 33). The choice of so/—fa—fa—mi in this case is most
consistent with the embellishment; additionally it is a descending linear movement that is

convenient to recall.

() « N | |
)" A2 ) T T T T T T Il |
V4 ) T T T T T T i |
7Y /A= | I~ | 2K | i |
ANIV4 £z 3 T T T i |
D) I
do re re mi
0« | |
D" AT ) T T T T T T i |
4% 1)) T T T T T T i |
N —/—F o~ |~k = i |
U4 T T T T 1 |
D) I
mi re re do
0 =
D" AT ) T T T i |
y 4" ) |~ | I~ T i |
[ am) L1 T 1 | i |
ANIV4 E2 T T T i |
D] ' f f I
sol fa fa mi
0 «
D" AT ) T T T i |
V4% ) | 2K | B~ T i |
[ fam) L T T | i |
ANIV4 E2 T T T i |
) T T T T
mi fa fa mi
q,” D I ~) T T | I ~K) i |
& o) | o=y B T Il |
Z L1 IAY 7 =7 T i |
E2 T T % T i |

(choose better option)

Fig. 33: Variations of do—re—mi by substitution with chord tones/thirds
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In the classroom, this would be a good time for mass—analyzing all endings of scenario 1 in
the data set. Students will find out that each instance of scenario 1 ends on do or mi,
respectively. This result then can be set in stone as the first hard rule for re-composition of a

minuet in the style of the young W.A. Mozart.

Fig. 34: Cadences of scenario I transposed to a Minuet in C

From a metrical aspect, it is important to notice that do or mi, respectively, are positioned on

beat 1 of the 2-bar phrase, except for the use of a suspension or retardation.

Scenario 2 is divided in two parts: bars 5-6 (scenario 2a) contain the modulatory section,
while bars 7-8 (scenario 2b) contain the cadence fa—mi—re—do (the extended clausula
tenorizans or tenor clause) in the key of the dominant — except for K. 2, which will be
discussed later. Before going into any detail regarding the modulating unit, another mass-
analysis should be performed on all cadences of scenario 2 (see fig. 35). This will reinforce an
awareness of how the cadence works and how it can be elaborated. Placing a fa—mi—re—do
cadence at the end of scenario 2 will henceforth be mandatory in re-composition attempts and

will be set as hard rule no.2.

I I
fa mire do re do fa mi re fa mi re do fa mi re do fa mire do

Fig. 35: Cadences of scenario 2 transposed to a Minuet in C (notable exception: K. 2)

In the modulating unit of scenario 2, the previously mentioned mi—mi modulation is
camouflaged by another common technique to perform the necessary shift from the tonic (or
natural) hexachord to the dominant (or sard) hexachord. The desired linearity in the melodic

reduction is only granted by the syllabic conformity of /a—sol—fa—mi. However, there is an
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easily observable skip between /a and sol, which needs clarification. The procedure used here

is related to the inganno technique: the syllable /a still relates to the tonic hexachord, while

the following so/ is taken from the dominant hexachord.

H 4 1/ 2 3 4 5N 6 /|/ N 7, a8
p O W I | I | WoE S S Y S E—E— 1]
7\ [ ] Il’ I IO' I I@' I }/' = I I | | | | | | | | I :ll
4%9—4 ] H H o | i |
sol fa fa mi la sol fa mi fa mi re do
Natural Hexachord -------=-=-=-=-=------------- » Hard Hexachord -----------------------
Scenario 1 | Scenario 2

Fig. 36: Mutation via inganno in scenario 2 of K. le

Using further reductive procedure, bars 5—6 could be reduced to la—sol, with the sol being
elaborated with a filled in descending third; the outcome is a very clean and easy to remember

ready-made building block for a successfully composed scenario 2:

la sol fa—mi-re—do
() 4 | ,
i o o e~ | - —1 I R E——— |
O i ] ] N T B I
) f f f | ) — .
sol fa fa mi la sol fa mi re do

Fig. 37: Solfeggio model with further reduction of Scenario 2, K. le
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o

[ B |
| Scenario 1 | I Scenario 3 | | Scenario 4 |

| soifa—fa-mi | | ta-sol | | fa-mi-re-do | | Modulationto1 | | Cadence |

Fig. 38: K. 1e model with syllables for section A.

From a pedagogical perspective it is advisable to skip scenario 3 at first in favour of
proceeding with an analysis of scenario 4. Since it already has been established that skips of
thirds can be bound to one syllable, the re in bar 13 could be attached to fa in bar 14 as a

means of further reduction.

fa? fa mi  re do

Fig. 39: Further reduction in bar 13-14

The reason to proceed in this way is to get an extended tenor clause stretched over the last
four bars: fa——fa-mi-re—do in favour of a simple and already known design for
scenario 4. Another way of analyzing this unit would be to say: there is something which is

followed by a cadence in the tonic hexachord — which would be sufficient at this stage.

Scenario 1 | | Scenario 3 | /ﬂ

| sol-fa—fa-mi I | la—sol | |fa—m1—re—d0 | | Modulation to I | Ifa orre |fa—m1—re—do

Fig. 40: K. 1e model with syllables for scenarios 1, 2 and 4
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At this point another mass-analysis should be performed by comparing all final cadences
(scenario 4) and how they are structured in terms of metric placement and elaboration.
Logically, an extended clausula tenorizans (fa—mi—re—do) at the end of scenario 4 is now

mandatory and considered as a hard rule.

Fig. 41: Cadences of scenario 4 transposed to a Minuet in C

As of now, students are prepared to at least compose a scaffolding or core melody for 75% of
a minuet (scenarios 1, 2 and 4) without running into risky situations that might provoke
mistakes in later elaboration. To my understanding it is of utmost importance that the process
of composing (at least in historical styles) reflect its terminological origin componere (lat. to

put together, to assemble) instead of being guesswork following a trial-and-error mentality.

While at this point not every student might be convinced that this approach actually works in

the long run, anybody (even without much knowledge of music theory) can fulfill the task.

The missing link is scenario 3: In the current example of K. e, the syllabic arrangement is
sol—fa—fa—mi. In its reduced format it seems to be the exact same structure as scenario 1,
hence there might be no need for further discussion. However, it serves a very different
function. Scenario I has the semantic role of an opening, expository gesture, introducing a
motive or a theme, and — first and foremost — must establish the main key. Scenario 3
however, has to morph back into to this exact key, after scenario 2 migrated to the dominant
“key”. Since this functional difference can only be observed by analyzing the elaboration or
the (fundamental) bass or by knowing the schema for Riepel’s Fonte, it is now time to

introduce two-voice contrapuntal analysis to understand the coherence between the melodic
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core patterns and the bass line.19 At the same time, this can be a great introduction to basic
1:1 or first species counterpoint.! For now, sol—fa—fa—mi can be established as one of two

options of a hard rule to complete the scaffolding of the attempted re-composition.

() 4 !

"3 r o = e = —] e ———— gl |
%9—4 ] | | ! | - o o g il
sol fa fa mi la sol fa mi re do

Scenario 1: Establishing a key Scenario 2: Establishing new key

sol fa fa mi re fa mi re do
Scenario 3:: Returning to first key Scenario 4: Confirm first key

Fig. 42: Same melody in 1 & 3, but different function and therefore different schema

108 While the other route of changing the subject to diminution or elaboration could also be taken at this
pedagogical juncture, the easier option is most likely the one recommended here.

109 Referring to Johann Joseph Fux’s species counterpoint as taught in Gradus ad Parnassum. While the term
species counterpoint is most commonly attributed to Fux, the pedagogical concept can already be observed in
counterpoint treatises from the late renaissance. A very early example from 1533 would be renaissance music
theorist Giovanni Maria Lanfranco, who presented a very similar concept in his treatise Scintille di musica.

Lanfranco, Giovanni Maria. Scintille di musica, Brescia: Lodovico Britannico, 1533, p. 30-31 (page 31 is
mistakenly numbered 24 in the printed edition. PDF: p. 46-47)
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The Fonte is generally known as one of Riepel’s schemata (Monte, Fonte and Ponte),!10 also
presented in Robert Gjerdingen’s Music in the Galant Style. While Riepel did not work with
bass lines in his first examples, Gjerdingen generally presents all schemata as contrapuntal
two-voice scenarios. His approach — using black circled numerals for the upper voice, and
white circled numerals for the bass — is based on the heptatonic cypher system attributed to
Jean-Jacques Souhaitty. Translating the so/—fa—fa—mi melody (which is the crucial identifier

for a Fonte schema) into circled numbers, and adding a VI7-1i—V7-I bass would look like this:

sol  fa fa mi
®© 6 6 ©
® @ ® O

Fig. 43: Representation of a Fonte in numeric cypher notation with fundamental bass

Gjerdingen, however, chooses to follow the system of melodic consistency for each of the
fractal V-1 progressions,!!! that are interlocked in this schema and thus depicts the same

progression as follows:

fa mi fa mi

o © o ©
® @ @© @

#

one step lower

Fig. 44: Representation of a Fonte in Gjerdingen’s fractal analysis!!2

110 The terms Monte, Fonte and Ponte translate to Mountain, Fountain or Well, and Bridge respectively. Riepel
used these analogies to describe the harmonic movement of the schemata, i.e. Monte: rising, or climbing (a
mountain), Fonte: falling, or flowing down from a spring, Ponte no movement, standing above the water
(“standing on the dominant™).

11 The term fractal is used here to describe harmonic progressions, which at least “look” like standard schemata,
e.g. ii-V-1, iv-1, etc., yet are displaced from there primal (or original) position.

112 Gjerdingen, Robert O.. Music in the Galant Style, Oxford/New York: Oxford University Press 2007, p. 456
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In C major, the chord progression of a Fonte would be: A7 — Dm, G7 — C.113 Since both
individually could be seen as a dominant to tonic progression (in the case of the first V—i:
secondary dominant to secondary tonic), the first V-1 is a fractal. It is a V—i individually, yet
not in this context. This kind of vertical thinking (implied by Gjerdingen’s cyphers) is usually
employed in jazz theory, but it is questionable if it should be applied to schemata, which are
supposed to function as a unity, that is, all its components relating to the same point of

reference (the tonic).

The Fractal Fonte The Fundamental Bass Fonte
o ®© | O (3] e (4] (4] (3]

0 . | ,

)" A ) I T n T n I T T n
- i ' i i o= i i i
\!A)/ X = o= : - = - o~ o~ =

fa mi i fa mi sol fa fa mi
mi fa L | mi fa
| 4 | 5 |
e L e T I i - i i
VA /A2 | 1 =0 [#K I = I a-
p2 Surl i " < U % i
1
Bassstufen: @ ®© @ © ©) ® @) ® @
1

]

Roman numerals: vii®’/ii ii vii | vr’ ii \'%

Fig. 45: Two different versions of a Fonte

When using Neapolitan solfeggio as a mnemonic tool to generate functioning tonal music, it
would be rather irritating (and confusing) to use fa—mi/fa—mi in this case, because no
chromatic alteration in the upper melody is necessary (unless the II appears as a major chord).

Therefore, no hexachord mutation is necessary! On the other hand, there are two distinct

reasons for Gjerdingen’s solution: firstly, to show the similarity with the Monte in the sense
that it moves in the opposite direction (see below), and secondly, to be able to use the parallel
design of the @ — @ bass movement in the schema, which again translates to mi—fa against

fa—mi.

The Monte — another model taken from Riepel’s trinity of schemata — however demands
chromatic alteration in the melody, which necessitates a hexachord; represented in Roman
numerals, a Monte is represented by [’-IV-I17-V, which immediately implies that the 4 has to
become b°. In this case, the melody is affected, since the “trademark melody* of the Monte is
the B-A-C-H motif: b*~a — ¢ — b. Gjerdingen uses an extended version (a sequence of sol-fa-

mi), assumedly to avoid the dissonance of a diminished fifth on the downbeat by placing the

113 Or its alternative using rootless diminished ninth chords: C#°7 — Dm; B°7 — C. The roman numeral system
used in the US usually prefers this notation: vii°’/ii—ii, then vii*’-I; in a “key center approach” employing
Sechter’s Fundamentalfortschreitung it translates to VI709)—ii—V7®-]. From a functional view, this can be
further reduced to VI'-ii—V7-1.
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root of the chord in front of the seventh. The root and seventh (in fractal, i.e., vertical/chordal
thinking) are described as ® and @ in this system, since it (the system) operates by assigning
temporary tonic function to the targeted harmony and designates the scale steps in the new

key.

sol-fa mi sol-fa mi

000 __, 606

one step higher

@ @ @© ©

Fig. 46: Representation of a Monte in Gjerdingen’s fractal analysis!!4

fa mi fa mi

o O O ;0
O ® 2@ ©

Fig. 47: Representation of a Monte in chromaticized numeric cypher notation and fundamental bass

The Fractal Monte The Fundamental Bass Monte
1
1
N (5] o G? 5 ) o © b @ Q (8 h@
7 T I : = T I
{’n—F ’e o T = —) Po- o a e~
ANV | T T T T T T I I
e [ ! ' I [ [ I [
sol fa mi ! sol fa mi fa mi fa mi
mi fa ! mi fa
1 Il
)= o * e - I 2 == =
= == % 2} F |
Bassstufen: @ @ i @ @ @ @ ® @
1
Roman numerals: vii®”/IV v vii®’/V A% r v r v

Fig. 48: Two ways of describing a Monte

114 Gjerdingen, Robert O.. Music in the Galant Style, Oxford/New York: Oxford University Press 2007, p. 458
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Since here the seventh scale degree is involved, which is obviously not available in the
hexachord system, in Neapolitan solfeggio a hexachord change is necessary. In contrast to
Gjerdingen’s fractal approach to the Fonte, the Monte consists of two truly identical patterns
(i.e., the exact chromatic design) which classifies them as true fractals. As a consequence, a
fractal approach is justified and a schema very close to Gjerdingen’s can be constructed. The

only difference is using a fundamental bass for the lower voice to simplify matters.

fa mi fa mi

o © o ©
#

one step higher

® O ® O

Soft Hexachord Hard Hexachord

Fig. 49: Representation of a Monte using shifting hexachords and fundamental bass

Using fundamental bass in conjunction with Neapolitan Solfeggio brings many advantages.
Firstly, since Jean-Philippe Rameau established the concept of fundamental bass in his treatise
Traité de I'harmonie réduite a ses principes naturels (1722), it is not anachronistic (given its
18th-century origin) and, secondly, it corresponds to modern harmonic thinking (which most
music students in the 21st century are familiar with), and thirdly, it is absolutely sufficient for
teaching those schemata in the classroom. As a next step, I suggest a closer examination
regarding the intrinsic individualities and variants of the schemata. For the current purpose of
re-producing the elementary formal entities of a minuet, however, this step is not necessarily
required. In the following paragraphs, 1 will first introduce the most basic types of
elaborations (diminutions) and then discuss the idiosyncrasies of the specific schemata where

they occur, a procedure that also works well in the classroom.
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Fig. 50: Complete model of K. 1e

The figuration of K. le introduces various standard diminution techniques. The triadic
figuration in bar 1 is supplemented by a passing tone — which usually serves to fill in thirds. A
suspension leads into bar 2; then the same figurations embellish the upcoming fa—mi. In
Neapolitan solfeggio suspensions (as well as retardations) are to be sung on the targeted

syllable.

Triad Triad

leaping third leaping third
w/passing tone w/passing tone

Box of tricks Final Melody

Fig. 51: Development of scenario 1 (bars 1-4) in K. 1e

From a figured-bass perspective, the corresponding analysis would be @ @¢ @ @®; hence

some kind of harmonic thinking is necessary to choose the correct melodic elaboration.
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However, for purely melodic purposes, a reduced (in other words: simpler) version is
absolutely sufficient: @ @6 ® or @ @ @ respectively. This applies to all melodic variations
of do—re-mi (see fig. 33, p. 43). Gjerdingen named the schema 7The Do—Re—Mi,!'5 which
compared to other designations is both spot-on and easy to remember. This brings up the issue
of naming schemata. In an ideal world, the applied nomenclature should be self-explanatory,

which the Do—Re—Mi is, yet others like Monte, Prinner and so forth are not.

Scenario 2 is more complex: while the /a is clearly defined, the corresponding sol in the
following bar is slightly hidden. While it is certainly implied by the triadic elaboration on beat
one, the sol proceeds into fa directly on beat two. When reducing the la—sol—fa—mi to la—sol
however, the sol is more clear: the figuration is again triadic (e, c#, a), with an added third
below, itself filled with a passing tone (as shown before). The cadence (fa—mi—re—do) features
the exact same technique: The fa is elaborated by a third above, which is filled in with a

passing tone. As we will explore, this is the standard technique for creating triplets.

While the cadence is clearly definable as a schema, the preceding la—sol—fa—mi or the reduced
version la—sol needs some discussion. Using la—sol—fa—mi as a schema here is not advisable
for two reasons: the sol—fa—mi can be reduced to sol. Where a further reduction is possible, it
might be considered as more schematic. This applies especially in this case, since the
resulting la—sol represents a symmetric 2-bar shape. Furthermore, the la—sol-fa—mi (as parts
of equal metric length) is connotated with a schema called Prinner.!1¢ So, what other schema
could apply here? In my previous discussion of modulation techniques (see p. 30), I
introduced Baragwanath’s mi—mi modulation. The la—sol and the mi—mi modulation co-exist

in an interesting way, that needs further explanation.

leaping third
w/passing tone
-
r2

Au s 6 7 8 5 6 A 8 lf.S\ ; 6 7 ‘ 8

0 0 2 T I I T ¥ L (D 3 e N T I I 1 |
g I He T I I T I | I Ze [ Ze} T | I I 1 I |
D D v o g | T I | I I o [T s o | 1 I |
A4 I T & 4 I I | | T I o T T e g1 | | | LE| I I o T T e g1 | |

) - @ \ e ‘ Te

la sol  fami re do la sol 1 fa mi re do la sol fa mi re do

leaping third
Inganno Cadence w/ passing tone
Model Box of tricks Final Melody

Fig. 52: Development of scenario 2 (bars 5-8) in K. 1le

115 Gjerdingen 2007, pp. 77-88

116 Gjerdingen 2007, pp. 45—-60
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Since the current /a—sol is placed as a beginning of the Nachsatz (scenario 2, unit 1), its formal
function is the modulation to V, which is achieved through the introduction of the new leading
tone c#. Because this raised mi has no corresponding fa,!'7 a mi—mi modulation in its complete
or reduced version (which uses the raised mi promptly, i.e., without reiterating the syllable) is
not to consider here. However, the /a—sol with embedded leading tone in the figuration could

be acceptable as a modulating schema.

mi »fa
Y
AR T S—r ) i !
!9 q \ CJ e 7 ‘,
) o
la sol fa mi re do

Fig. 53: Model of a modulating la—sol with leading tone

As already mentioned in the introduction, another specialty of Neapolitan solfeggio is the use
of the inganno technique in the schema to move from the natural hexachord based on G to the
hard hexachord based on D. The /la is taken from the “home hexachord” while the sol is

already in the new “key”.

The sol-fa—fa—mi in scenario 3 is not self-similar to the so/—fa—fa—mi in bar 1—4: in scenario 3
it has a different formal function (the modulation back to I) and thus exemplifies a Fonte,
while in scenario 1 it acted as a variation of do—re—mi. Since a Fonte could never function as
an opening model, it is fairly easy to distinguish between the two situations. The first bar of a
Fonte (harmonically speaking, a secondary dominant VI7 resolving to ii) needs a similar
discussion as the previously investigated modulating la—sol: it needs to contain the diminished
fifth and/or the minor third (thinking from the so/). The wonderful thing about this is that it
can be taught without using complex terminology from music theory — the simple instruction
“Use the diminished fifth or the minor third in bar 1 to construct the melody of the Fonte” is

enough to get the correct result.

117 Unless one would choose to employ one of the two drastic options: reduce massively and consider the very
last note d in bar eight as fa OR: accept the mi in bar 6 as an implied fa (since d would be the needed fa and f'is
its corresponding third).
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While in bar 3 of the Fonte the diminished fifth underneath the sol/ is diatonic, emphasizing its
use while pointing to the difference that now a major third above is to be used, could add

value in teaching.

_ _ leaping third leaping third
Minor 3rd above Major 3rd above w/ passing tone w/passing tone
Dim. 5th below Dim. 5th below

i Suspension
N u . . v Suspension ~ \L P!

)
A VERAN > I e T /@ T --—.l__-'_
I-n-/-_-_ | I N = S

fai fa_ mi___
Model Box of tricks Final Melody

Fig. 54: A possible Fonte melody with emphasized dim. fifth below and minor/major third above

The last section (scenario 4) uses an extended fa—mi—re—do which could be split into a fa—mi
imperfect cadence and a prolonged re—do cadence (tenor clause). A new figuration is

introduced as well by using a dominant seventh arpeggio to elaborate the guide tone fa.

Triad
Dominant seventh|¢ leapmg third

Third above
and below

arpeggio on fa w / passing tone Retardation

-n_l—'-m—--- i/ e N\ 7 (7 o 1

I
[« | .l_m_-.l_-'-‘ .lpﬂl.m_--‘

Box of tricks Final Melody

Fig. 55: Development of scenario 4 in K. le

Diminution-wise, the long re is again elaborated with a triad (e, c, a) and a third below with a
filling passing note. These notes should be all sung on re. Interestingly, they form a soprano

clausula usually referred to as do—ti—do in modern solfeggio systems.

To sum up, the analysis of only the melody of K. le the following list of topics can all be

extracted and taught from this simple minuet.



Schemata identified:

Figuration identified:

Techniques identified:

1.
2.a)
2.b)

A T e

—

The Do—Re—Mi
Fa—Mi-Re-Do
re—do

Modulating La—Sol
Sol-Fa—Fa—Mi

Triad
Leaping thirds
Passing tone

Suspension

57

(Opening model)
(Cadence)
(Cadence)
(Modulation)
(Fonte)

Dominant seventh arpeggio for fa

Inganni to mutate between hexachords

Creating a soprano clausula with figuration of re
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| Scenario 2 | | Scenario 3 | | Scenario 4 |
| mi—fa—fa-mi | | re—do | | re—do | | sol-fa—fa—mi | | re—do | | re—do |
0 e L e ~ ,
P’ A ] I ¥ T T T T T | 2 N T I T I S Te e -===al T I i |
y AW ) 2 1T I T I T I T I o o T | 2l N I T = T | Dl |
[ fan W /] \ T | T I T I T | = | K o A o J [(®) 2 0
ANSY A 3 I == | 1) oD i —a I | = | ST ﬁ?|—9—|'|
D) < ~ S I b '
mi fa fa mi re do re do
O o T oy T . PPN <o TN SN s S
At S o —— e e s 3 > B |
[ Fan} | ICi ~ [ T I T I T I T | T = L | 1 L I ol |
\._)V 1 1 T T T T T T 1 T } I} === T B } i |
sol fa fa mi re do re do

Fig. 56: Complete model of K. 1f

6.2.2 W.A. MOZART, MINUET IN C, K. 1F

In K. 1f the opening model of scenario 1 is again a 4-bar phrase based on the do—re—mi schema (see

Fig. 33, p. 43). New elaborations are introduced: a lower diatonic neighbour note in bar 1 and

correspondingly the employment of a lower neighbour tone retardation in bar 2 and again in bar 4.

This time, the hexachord change for scenario 2 is prepared in the last bar of scenario 1 (bar 4): the mi

is propelled upward by an octave leap, and then descends scale-wise to its inganno mi (b%). The

inganno procedure is repeated in bar 5, yet reversed: after the octave leap from a to a the other re (d)

is approached by a descending leap; the two different re are then filled in with a scale.

Inganno Inganno Inganno
Triad Retardation Triad Retardation i < Triad Retardation
N 2 3 4, 5, W6 e T 8|
oS 9 I 1 T I T I |V} o A ¥ I > AT I S]e DEYT Ty vV Il |
VAW ] 2 1r I I I I I | A ° o | I 2 il I T == ¥ | ol |
[ £an W/ | 1r I I I I I I | = | 7K 1= LIl [(®) | 2= ol |
ANSvAL 3 1T I (K] NSO 3 I = I | = — I I I fo 1 1 |
D) [ —— 4\ L7 [
mi f\ fa fa mi mi—>»re re do ¢ re” do
lower neighbour leaping third leaping third implied re

w /passing tone

w/passing tone

Fig. 57: Scenario 1 and 2 (bars 1-8) of K. 1f with annotations

The absence of a leading tone in scenario 2 unit 1 hints at the compositional possibility to

later include it as a prominent note in the bass (which is actually the case in Mozart’s minuet).
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The re—do cadence in bar 7-8 employs all tricks combined: upper neighbour tone, inganno

(using the other re), the third below (f#) and a suspension on do.

Scenario 3 consists of a standard Fonte (sol-fa—fa—mi); the only addition is the use of

retardation on the targets fa and mi.

leaping third leaping third
w/ passing tone w/ passing tone
LemTTTITIT Al \L Retardation Retardation & T TS
0 o 9 [7ZD) V10 1, . 12~ “\13 — e\ 14— N5 o 16
p A 1 o T 1 o o= T =7 T [#2 LAl * 3T e N T ] oy i |
y AW =1 | feee | T I I I L2 T == =" T =S Pl N X0 o I T [#] Qi |
[ FanY | |C ~i e — T I =3 I T I T | R = I I l I ol |
\Uy 11 — A I T I T A I I I I I} === I R } 1 |
sol Dim. 5th below fa fa [Dim5hbelow] s re do re do
Deceptive Cadence Perfect Authentic Cadence

Fig. 58: Scenario 3 and 4 (bars 9-16) of K. 1f with annotations

Scenario 4 is melodically consistent with scenario 2, yet another new technique is involved.
Because re-do functions as a cadence, a deceptive cadence has to be applied in the

harmonization if it appears two times in scenario 4.118

Original:

013 £ .~ u e 150 o 6
)" A > T 1 = ) > T 1 » > T 1 > i |
= » T T 1 = T T P = » i |
“\VP“ ! — f — ' ! £ } f 1
Yoo T T ' T ||
) o ‘)! £ » o e >
(2= . . i - i
T T 1 T T T T i |
T T T =i T i |
T T hd T
Reduction:
) o 3] e o
)" A O Pa=NY > i |
y 4 — r7) > .l r7) i |
[ fam) T 1 T T 1 ol |
ANIV4 T T T T T i |
) ) T 1 1 T
) re do re* re do ||
" |
(&= % . i % 4
Z = T T T T = ol |
G f7 K0 T T > Il |
Deceptive Cadence Perfect Authentic Cadence

Fig. 59: Cadences in scenario 4 of K. 1f

The discrimination between harmony and counterpoint is relevant here insofar as this is a
two-voice counterpoint texture. Harmonically a deceptive cadence would need a V-vi
movement, while in two-voice counterpoint a soprano clausula (@ @ @), when discontinued

(® @ @) is known as an evaded cadence (ital. fuggir la cadenza —"to flee the cadence”),

118 See discussion of bass models on p. 74
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which is the ultimate predecessor of the deceptive cadence.!’® Applying Simon Sechter’s
Fundamentalfortschreitung (see page 22) would lead to the same result: d and b would be

analyzed as a rootless G major chord leading to an incomplete a minor chord (a and c).

New figurations identified: 1. Upper and lower neighbour notes
2. Retardation

3. Using scales to fill in inganni

119 Zarlino, Gioseffo. The Art of Counterpoint, translated by Guy A. Marco and Claude V. Palisca, New Haven:
Yale University Press, W.W. Norton 1968, pp. 151-153
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Fig. 60: Complete model of K. 2

6.2.3 W.A. MOZART, MINUET IN F, K. 2

In K. 2 a new approach is used for the opening model, since it is split in two units: a non-
modulating so/—fa and a cadence, which again uses the retardation in the soprano clausula, yet
this time the regular re is absent. In the reduction the ordinary re is therefore parenthesized.
The concept of implied tones, “as tones that, while literally absent, are present in some sense
because their existence is indicated by surrounding events”,120 used in Schenkerian analysis,
allows us to think of an implied re in this case. This Schenkerian concept embodies a
preference for linear motion also present in the Neapolitan solfeggio practice, so that we

understand the tone e as a substitute for re (g).

A basic model leap of a third | implied re retardation

| | |
Il‘)l  —— —1 f—TT —1 y T —1 PR B T |

l-“/-l—- N EY .~ S N Y. RN R —
SV * 0 0000% T . ] _.'-.I_ m_.l_

Fig. 61: Origin of the implied re

120 Rothstein, William. On Implied Tones, Music Analysis , Oct., 1991, Vol. 10, No. 3 (Oct., 1991), p. 289
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Scenario 2 introduces a completely different design than in the preceding minuets: re—mi—fa—

mi—re 1s a turn, which, taken by itself would indicate a cadencing phrase in g minor (fa—mi-re

is a tenor clause in minor).

N

12 = =
[}4] I
mi fa mi re
, #
2 < > = i
12 < i
1]
mi fa mi re do re

Fig. 62: A simple chant melody in g minor (with added soprano clause and musica ficta)

The harmonic context renders this turn as a stepwise filling-out of the uppermost third of the
V7 chord (C-E-G-BP). Although Mozart clearly is not modulating to g minor but ends on a

half cadence (on re), the approach is interesting insofar as it foreshadows scenario 3, whose

harmonic shift indeed now tonicizes g minor (bars 9—12).
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Fig. 63: Reduction of K. 2 with annotations

Deceptive Cadence

Perfect Authentic Cadence
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Scenario 3, an 8-bar section, is harmonically divided into two sequentially related 4-bar
phrases targeting the ii chord (g minor) in unit 1 and the I chord (F major) in unit 2. From a
Roman numeral perspective, it is vii®’/ii—ii, V7/ii—ii, then viie’-I-V7—I (which translates to
VI7-i— VI71i, then V7-I-V7-I in fundamental bass and tonic related thinking, see footnote
112 p.50); hence it can be classified as an extended Fonte. Since it thus differs from a regular
Fonte in its intrinsic melodic design (sol-fa—mi-re, fa—mi—re—do), 1 propose a different

designation: the pragmatic term Double Fonte.

Scenario 4 is designed by two consecutive 4-bar phrases employing the extended tenor clause
sol-fa—mi—re—do. Hence, as in K. 1f, a deceptive cadence will be used when adding the bass,

to avoid untimely resolution in a perfect authentic cadence.

If we assume that Leopold Mozart, a highly educated and outstanding pedagogue,!2! had a
lesson plan, and if we place his pedagogy in our hypothetical context of Neapolitan
solfeggio,!22 the focus in this minuet would most likely have been on the various uses of so/—
fa—mi-re—do, and its derivatives sol—fa—mi—re and fa—mi—re—do. In any case, we can apply the

distilled essence here in our own teaching.

New schemata: 1. The Double Fonte sol—fa—mi-re, fa—mi—re—do
2. Half Cadence on Re fa—mi-re
New techniques: 1. Implied re (substitution)

121 See Leopold, Silke. Leopold Mozart, Kassel: Bérenreiter Verlag, 2019, pp. 115-125

122 Arguments to support this thesis have been provided in chapter 5, pp. 31-32.
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Fig. 64: Complete model of K. 4

6.2.4 W.A. MOZART, MINUET IN F, K. 4

In K. 4 the distinction between unit 1 (Zweyer) and unit 2 (Zweyer) of the Vordersatz is even
more straight forward: do—re—-mi provides an imperfect cadence and is followed by a
conclusive fa—mi—re—do, creating a perfect authentic cadence. In scenario 2 the modulating
la—sol, with a hidden mi—fa (b" to ¢) and the subsequent cadence on V, present nothing new.

Hence, section A is completely comprised of already familiar material.

Section B introduces the Monte (in roman numerals: V7/IV-IV-V7/V-V or: I’'-IV-1I"-V) in
the extended solmization of sol-fa—mi-re—do in the soft hexachord built on B and another
sol—fa—mi—re—do in the hard hexachord on C. In a further reduction it could be sung entirely

on fa—mi/fa—mi representing the innate B-A-C-H-motif (bP—a—c—b%.
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Melody Reduction
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Fig. 65: Reduction of the Monte in K. 4

Since the preceding minuet has been a potential lesson on sol-fa—mi—re—do, it is a logical
continuation to introduce the transposition of this model to the related hexachords now. A new
addition to young Wolfgang’s box of tricks in figuration is the lower chromatic neighbour
note in bar 13 (f¥to g). The last cadence sports an interesting figuration which uses thirds both

above and below, thus embellishing the central line (fa—mi—re) with triadic arpeggios.

New schemata: Monte

New figuration: Lower chromatic neighbour
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Fig. 66: Complete model of K. 5

6.2.5 W.A. MOZART, MINUET IN F, K. 5

In K. 5 the initial do—re—mi is joined by a fa—mi. Concerning figurations, filled-in triplets and
suspension are added to the toolbox, furthermore an appoggiatura in bar 3. The modulating
section is now characterized by a very distinct and repeated use of the mi—fa (b%c). To
conclude scenario 2, the ‘trick’ to enter the cadence is to use the fa—fa inganno. This path to
the cadence on the dominant (and thus to the hard hexachord) through the gateway of the fa-fa

inganno is usually also applied with the complete mi—mi modulation.

fa-fa Inganno

Modulating Unit ] "Cadence ]

Fig. 67: The fa—fa inganno to enter the cadence in the hard hexachord



67

Alternatively, one could consider the upper voice as accompanimental and treat the repeated
sol—fa-mi—re—do in the left hand as the main voice. In that case, we could surmise that K. 5
introduced another valuable tool to young Wolfgang’s skillset, namely, to switch the roles

between melody and accompaniment, creating invertible counterpoint.

PHRASE STRUCTURE

Modualtion Repetition ! Cadence
[ T E
SCHEMA 1 2 1 E 3 4
() 5 6 7 8 9 o 10
)" AN ) T T T = - Py T Il |
F AW A T 1] | 2K T 1 = Iz Il |
| {am LAY /N | T L | T T T T T Il |
= 3 I I I % | I Il I i |

Invertible Counterpoint

REDUCTION

r () -
)" A ) T T T = I ] o T Il |
Y AW BP0 | 2K 112 | 7K T 1 = o Il |
| fam LA /N | = T L1 T T T T T Il |
ANav4 ES I T T T | I T T i |
) T T T T T
mi fa mi fa fa mi re do
| K | |
D W) P T I Iz P T I | I 1 T T Il |
T T T T T T T T T I I i |
} } } } } o
Sol fa mi re do sol fa mi re do

Descending fifth against mi-fa

ORIGINAL

Fig. 68: Invertible counterpoint and repetition in K. 5, Scenario 2

In part B, the Monte — introduced in the last minuet in its more elaborate form of two
affiliated sol-fa—mi—re—do — is presented in its reduced form of fa—mi/~fa—mi (B-A-C-H).
While until now only the dominant seventh arpeggio had been used to decorate the fa,!23 the
triplet figures expand the arpeggio to a full scale. The subsequent mi (in bar 12) could unfold

in a mi—re—do (d—c-bP), yet the re is substituted with the implied re (as previously in K. 2).

123 K. 2, bar 7



68

4 11; 12 3 . 14 15
P’ A ) ) 1) I 0 = I [siIo) T
g Hh J T I = I I i L
[ fan Wl / Il I Il [ I Il )
A4 e 3 I I l T I [

D)

fa mi fa mi

| L
P’ A ] IV X T . T o 7 i I'@XD T T
g hHh J 2 T | = (O] I o Il 77 % o 1
[ £ an Wl /) ] I T I o I T )
A" X o I I l I T
D)
fa mi fa mi

Fig. 69: Monte in K. 5

Since the Monte ends on V, a manifestation of I is inserted in the gestalt of a doubled mi—fa,
again with the descending fifth sol-fa—mi-re—do in the left hand, followed by a reiterated fa—
mi-re—do. Consequently, the first of the two tenor clauses is once again harmonized with a

deceptive cadence.

New schemata: 1. modulating mi—fa, 2. Extension of do—re—mi with fa—mi
New figurations: 1. Appoggiatura, 2. Scale

New techniques: 1. fa—fa inganno
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A 8]

LA
Scenario 1 Scenario 3
[ [ ] [ |

[ ]

I do — re—do I I mi—fa I | mi—fa | | fa—mi-re—do I I sol — fa—mi | | la—sol I l la—sol | I la—sol-fa—mi I I re—do |
(4 > PN SRS b RSN e |
A3 e = HE AP F — — —— = s " ——— — o |
T | =T | T ry T I T 1 || T I I I | | | K] ol |
b}l e I T 17 1 T T T T | T I I } i I 1 |
do re do mi mi fa mi mi fa fa mi re do
()4 ! I I I
A1 1 7 — f — f F———T1+# — Al |
| v WS IR e [ 77 o | =0 T | LA 2 = | ) = T (K] = @ o T 17 I I ol |
AN 11 R T | K r I8} T I T I T ===== T T o " T | 1 |
5] ~==== I I | | e\ @
sol fa mi (fa sol) la sol la sol la sol fa mi re do

Fig. 70: Complete model of K. 7

6.2.6 W.A. MOZART, MINUET IN D, K. 7

The opening gesture of K. 7 consists of a very simple do—re—do design. Do is elaborated with
a triad for two bars, while the figuration of re is constructed by using the third above and

below, and an added scalar connection between the two.

Triad leaping third
i w/passing tone
J/ Retardation
" < pon AR N
°] 5 0 D D 0 77 3 | 1D 0 7+

9 9 I | ) I | | I I I (el 2 2 I | |
Y A\ %U = = | | = 4 = | | | el = + V= N7 S \y{'l’ﬂ’ 4 1
) ! ! ! ! ! !
do re do do re ¢ do do re do
leaping third

w/passing tone

Box of tricks Final Melody

Fig. 71: Opening Theme of K. 7

In scenario 2 the complete mi—mi modulation is finally introduced. The important point here

is its metric placement of 3:2:1 (the numbers equal quarter notes with the fa being placed on

1). Again, the fa—fa inganno is employed, but now more decorated as before.
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fa-fa Inganno

O 4 5“ 7./_8#0\?- 9¢/\\30= .
O 4 — : = - : — f ==

i i i I
[y i 1 I

mi mi fa mi mi fa fa mi re do
Modulating Unit ModulatingUnit — | Cadence !

Fig. 72: Basic structure of K. 7 scenario 2

The B section opens with what can be best described by Riepel’s third schema: the Ponte. The
dominant function emerges most clearly in the third bar of this unit (b. 13), when the repeated
fa turns the triadic melody taken from the very beginning into a V7 harmony. The resolution to
mi in the fourth bar of the four—bar phrase is followed by an ascending mi—fa—sol, which is
decorated with thirds above, to approach the subsequent scenario 4. This final part (as it is
both the last of the minuet and the last of this 'micro—corpus study') is constructed of a
descending hexachord: a non—modulating /a—so/ is used three times with an added fa—mi to ,

to lead into the elaborated re—do cadence, which is copied from bar 3—4.

Inganno
Melody L
# I

#ﬁ%: - — f f —
o e a— e o
D) — ——

sol sol* fa fa fa mi

Schema

() » | |
)" A D ) T T T T
n—%—2 o= 4 f
NV 2 3 A o
e

sol fa mi
A OF s f f
— o o -

[
R VPP PP SURPTUPPIN \d I
Fig. 73: Construction of the Ponte in K. 7
New schemata: mi—mi modulation mi—mi—fa

Ponte sol—fa (—mi)



71

6.2.7 CONCLUSION OF THE MELODIC ANALYSIS

The rising complexity and intelligently ordered introduction of concepts in this series of
minuets help to generate a hypothesized lesson plan (see fig. 74, p. 72). Whether this design
had actually been planned out deliberately and used by Leopold Mozart as an experienced
educator, or whether a five-year-old genius came up with it, is of course up for discussion.
Notwithstanding, it definitely serves to design a course for classroom instruction in historical

composition.
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7. Self-evident Bass

Logically, the fundamental difference in composing or improvising melodies from melodic
scaffoldings instead of working from bass models is that the full attention goes into
constructing a good melody as the initial task. Correlated with the scenarios, these models
afford to create functional form — without having to worry if the composition will work in the
end. Since the melodic schemata are of contrapuntal origin, the corresponding bass models are
implied and therefore self-evident. In the classroom, it is advisable to let students create a
table of all possible bass lines for all situations. This can be done step—by—step while working

through the data set (the six minuets).

Opening Model
Q D) " T " T t T t
y ANED ] I 1 1 1 I 1 1 1 1 1 1
| fam WA 1 1 1 1 1 1 1 ] =i 1 bl -
ANAVARS 3 1 1 =K | 1 =i Lo e = Lo -
) =K (7K =2 = & # & 7
do re mi fa mi re |do mi - | mi fa mi - | mi fa
I N I I I I I
)3 I I — I I f I I I
7 O =D [#} 1 1 1 o - | 1 o o -
& e — i o o
8 7 8 4 5 5 1 4 5 1 o4 3
fa mi fa (Key of the 5th) fa mi
[0 N , ,
A — I I f I I I f I I I f
| [am) =l 1 1 1 =D 1 1 1 =D 1 1 1
\QJ)/ () - ‘;I A () - =i () - =i
sol fa fa mi sol fa fa mi sol fa fa mi
I I I I
o )—r < - I 2 — < I ] — T I
7z 1 | 1 (X 1 | | (7] YK | = o
' i ' 5 i i 8 ’ -
6 2 5 1 or 3 2 2 1 or #1 2 7 1
mi fa - mi fa
() I I
A I o o 5 I on .
| am ML o~ | P 8 70 f e
ANav4 1 1 1 1 1 1
e | I | | I |
fa mi fa mi fa mi fa mi
I
73— o= - = o = fe- -
Z (oK) 1 | el 1 1 1 1 1
! : 1 : ! ! 1
1 4 2 5 or: 3 4 #4 5

Fig. 76: Implied bass models for various schemata
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While variants and figuration appear in the bass as well, there they occur much less frequently
than in the melody — for obvious reasons. The most important bass motions to learn are
undoubtedly the two—bar cadences fa—mi—re—do and re—do: both share the same bass motion
of @ ® ® | @ with the typical octave skip on ®. For a deceptive cadence, the bass goes @
® ® | ®. Not a single instance in our chosen data set differs from this formula. From a
pedagogical viewpoint, to me, the most valuable approach is to let students discover these
patterns for themselves by mass-analysis (in this case, a low-tech miniature corpus study) and

then to deduct the “rules” from which to build their own model-compositions.

[Perfect Authentic Cadences] Deceptive Cadences
n D
s — 1 T n T n I I T n T n
% 7 m—r i i I ™ E—— ] ] i
=g o~ P=x @ [ ] p=x o~ =
fa mi re |do re do fa mi re |do re do
| |
)3 e—fF— ]  —— |  —— I  —— I
S R T T . e i

Fig. 77: Cadences with bass motions

With the knowledge of the other melodic schemata and the corresponding bass motions,
students can construct a mock-up minuet efficiently. The two-voice mock-up should then be
written out in a score as a scaffolding for a later composition. The process of notation helps to
mentally retain which possibilities exist for which position in the minuet.!24 The notated

scaffolding can be used later to improvise and practice diminution, and to finalize the

composition.
Opening Model based on do-re-mi I | Cadence | | Modulation I | Cadence on V I | Monte/Fonte/Ponte | I Non-modulating la-sol I | Cadence

Fig. 78: A possible mock-up minuet for further development

124 According to recent research, the physical act of writing out something with pencil and paper (or on a tablet)
reinforces the content even more than entering it through a keyboard. See: Van der Weel FR and Van der Meer
ALH (2024) “Handwriting but not typewriting leads to widespread brain connectivity: a high-density EEG study
with implications for the classroom.” in: Frontiers in Psychology. 14:1219945. doi: 10.3389/fpsyg.2023.1219945
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8. Protocols for Re-Composition of the Mozart Minuets

The reductions of the minuets can be used in two ways:
1. Strict re-composition

The task is to re-engineer Mozart’s (or any other composer’s) compositions from a scaffolding
to the original piece step—by—step in a logical and comprehensible way. As a proof of concept,
the process can be used to sharpen analytical awareness. Rules can be extracted and if

successful, a protocol can be derived.

2. Free re-composition

Using the insights gained from reverse engineering for either simple exercise (e.g., just
working on composing Fontes) or more advanced composition (creating a model composition

of the full piece).

The pedagogical perspective is implied in both cases, but the methodology is a basis

especially for creating model compositions.

Developing and using protocols — by that, I mean specific sequences of procedures and
interim landmarks for accomplishing a distinct goal — is a standard technique of skill
acquisition in many fields. From bodybuilding or learning how to fly a plane to planning out a
violin practicing session, protocols help immensely to learn effectively and efficiently by
avoiding mistakes and frustration. While writing a minuet might be an easy task to achieve
without a protocol, it affords an ideal opportunity to understand how to create a working
protocol for music theory education. Serving as a good foundation, protocols for more
complex forms of composition can be developed more easily after an understanding for the

process has been achieved.

Most protocols are partly modular and partly dynamic. However, certain elements should be

followed in a specific order to not make things more complicated as they need to be. The
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hypothesized syllabus extracted from the Mozart minuets might give some hints on how to
build on established techniques. I have constructed possible protocols for re-composition of
all six minuets from the used data set, which are to be found in the appendix I (p. 102). They
are designed to be self—explanatory. The process, the order of methods, and the number of
steps have been kept as similar as possible to possibly extract a universal protocol for reverse—
engineering the minuets. The results can be implemented in teaching in a variety of ways: as a
demonstration on how to construct a minuet from purely melodic solfeggio schemata with the
surprising outcome that it turns into an original Mozart minuet, as a comparative design to

follow while changing certain elements to create a counterfeit piece or simply as a means for

analysis.
0 Opening Model Cadence mi-mi Modulation Cadence on Vl
73 T n T n T n L— f I —
y 4> J— T f I f T 1 f - I -
™y — Fo— I = I I Fo— I o i —— =D
AN\Sv: S - P P I - =0 o ot I I <
J & i LA i ! I |
do | re mi fa mi re |do mi - \mi fa fa mi re |do
i i i i
Q’ LD -] L = = L 2 - L = © L 2
D a- | L J L | F— | ) L J L } ) 1./}
i — A~ ) +—& ! ' A~ J 3
Miticlsatz
N Monte E)ﬁtended Cadence
"4 t L— L— — T —+ —T T
y i | C— Fo— r— F— I F— Fo— f T r—
== Fa— Fa— Fa— (2K} =D - I I F—
=~ = e = o t t o ! —=
Q) 1 1 1 1 1 L4 1 4
sol | fa | fa ' mi la 1 sol 1fa mi re 1 do
? : : : : : :
ﬁ}- r L = L P L 3 r L P= L P=% L
H IO | r— n >} n ./} A r—p J n > n A
i 1B P 3 I ) ) ) . I A ' J —k

Fig. 79: Step 2 of a possible protocol to write a simple minuet
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Resulting from my re-composition attempts to be found in the appendix (p. 102), the most

likely protocol for a ‘universal’ model seems to be the following:

NSk w b

Create a hypermetric and formal matrix

Create basic melody with standard models (schemata)

Add a matching fundamental bass

Add basic figuration (e.g. leaping thirds)

Add rhythm

Enhance the melody with final touches (such as suspensions, retardations, scales)

Customize the bass line.

This protocol can be further reduced to:

W=

Create a hypermetric and formal matrix

Create basic melody with standard models (schemata) and inganni

Add a matching fundamental bass using contrapuntal models or thirds and sixths
Add elaboration

As a next step individual sub-protocols could be established; e.g. for melodic diminutions:

a) Thirds: Adding thirds above or below the note

b) Scale: Filling in passing tones or scale fragments

¢) Adding rhythm

d) Avoiding octaves (recommended since it is a two-voice setting)
e) Adding suspensions and retardations

f) Adding appogiature!25

125 Only one instance of an added appoggiatura is observable in the 1761-63 minuets (K. 5).
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The building blocks of ordered, numbered steps and their refinements could be combined,

e.g., as follows:

1. Create a hypermetric and formal matrix
a) Place four 4-bar scenarios

b) Decide on repetitions of units to create larger form

2. Create basic melody with standard models (schemata):
a) Decide on opening model do—re—mi or variants
b) Choose modulation model mi—mi, mi—fa or la—so!l
¢) Choose Monte, Fonte or Ponte

d) Decide what to add before cadence

3. Add a matching fundamental bass

4. Add elaboration of the melody:
e) Thirds: Adding thirds above or below the note
f) Scale: Filling in passing tones or scale fragments
g) Add rhythm
h) Avoid octaves (recommended since it is a two-voice setting)
1) Add suspensions and retardations

j) Add appogiature if necessary.

5. Elaborate the bass (and add middle voice if needed).
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9. Conclusion

The reductive analysis and re-construction of the minuets under the premise to use a “top—
down approach” (melody before fundamental bass) following the principles of Neapolitan
solfeggio has shown that it is indeed a fully functional system. I have shown why and how a
system hypothetically could have been used by Leopold Mozart to instruct his son Wolfgang
in the 1760s, and demonstrated how it may be employed as an excellent method for classroom

instruction in the 21st century.

The benefits of this system reach beyond the epoch of the Galant Style (with which schema
theory is mostly associated) in that it teaches principles of melodic construction, harmonic
movement and contrapuntal elaborations that are transferable to music of other eras. The
acquired knowledge of hexachordal solfeggio — including its terminology, mutation technique
and the practice of diminution — has the potential of making more remote styles like
Renaissance counterpoint in the style of Palestrina or Gregorian chant more easily accessible
to 21st-century music students. Moreover, working with melodic guidelines and principles of
elaboration might compel students experienced in jazz improvisation to engage with historical
styles, since both are key components in jazz education and thus very familiar to its
practitioners. As an introduction to reductive analysis, the occupation with Neapolitan

solfeggio could serve as a stepping-stone to a subsequent study of Schenkerian analysis.

The very specific observations on formal function might inspire to reconsider certain aspects
of Formenlehre, with the objective of gaining more specific insights into the effects of formal
designs (i.e., intrinsic information about its constituent elements). The insight that “form
follows function”, known from architecture and other areas, is applicable to music can be

easily demonstrated with the extracted concepts.

It is the pervading law of all things organic and inorganic, of all things physical and
metaphysical, of all things human and all things superhuman, of all true manifestations of
the head, of the heart, of the soul, that the life is recognizable in its expression, that form
ever follows function. This is the law.126

126 Sullivan, Louis. “The tall office building artistically considered”, in: Lippincott's Magazine #57 (March
1896), Philadelphia: J.B. Lippincott, p. 408
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Furthermore, the understanding and creation of protocols is beneficial to music students of all
kinds. Its innate concept of chunking information is elementary in the building process of

combinatorial thinking (ars combinatoria) in music

— & — O
50— (¢ _’Q
S >

Fig. 80: Chunking model by Douglas Hofstadter in his Presidential Lecture at Stanford University!27

127 Hofstadter, Douglas. “Analogy as the Core of Cognition”, Presidential Lecture Stanford University, 6
February 2006, [https://www.youtube.com/watch?v=n8m7IFQ3njk] 00:36:59:00 (Accessed 11 March 2024)
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Summary in German

Neapolitanisches Solfeggio als Modell fiir Analyse und Re-Komposition

In dieser Arbeit werden musikhistorische Techniken (wie Solmisation, Diminution,
Kontrapunkt, Reduktionsanalyse) mit einem empirischen, datenorientierten Ansatz
kombiniert, um Protokolle zu erstellen, die fiir den modernen musiktheoretischen Unterricht
geeignet sind. Auf der Grundlage aktueller Forschungen iiber die Ausbildung von Musikern
im 18. Jahrhundert, insbesondere iiber die Tradition des neapolitanischen Solfeggios, stelle
ich die Hypothese auf, dass Leopold Mozart (1719-1787) seinen Sohn, Wolfgang Amadé
Mozart (1756—1791), mit dieser Methode ausgebildet haben konnte. Um meine Hypothese zu
testen und eine neue, historisch informierte Methodik fiir den Unterricht zu entwickeln —
Analyse, Extraktion theoretischer Modelle ("Regeln") und Modellkomposition —, wende ich
die Prinzipien des neapolitanischen Solfeggios (Baragwanath 2020), der Schematheorie
(Gjerdingen 2007) und der Theorie der formalen Funktionen (Caplin 1998) an, um W.A.
Mozarts Reihe frither Menuette (KV le, 1f, 2, 4, 5, 7) zu analysieren, die 1761-1763

(vermutlich unter der Anleitung seines Vaters) komponiert wurden.

Die musikalische bzw. musiktheoretische Ausbildung in Italien im 18. Jahrhundert ist ein
relativ neues Forschungsgebiet der Musiktheorie, welches durch Giorgio Sanguinettis
Erkenntnisse in der Partimento-Schulung (The Art of Partimento, 2012), die Adaption der
Schematheorie, wie sie von Robert Gjerdingen in Music in the Galant Style (2007)
vorgeschlagen wurde, und schlieflich durch die Wiederentdeckung der Praxis des
neapolitanischen Solfeggios durch Nicholas Baragwanath (Neapolitan Solfeggio — A
Forgotten Art of Melody in the long eighteenth Century, 2020) begriindet wurde. Diese
Studien zeigen, wie sich die italienisch geprigte Lehre der musikalischen Komposition und
Improvisation von der moderneren deutschen Musiktheorie, die ihre Wurzeln im 19.
Jahrhundert hat, unterscheiden. Ein Wendepunkt in der Entwicklung der letzteren konnte die
Akademisierung der Musiktheorie gewesen sein, die 1830 in Berlin ihren Anfang fand, als
Adolph Bernhard Marx zum Professor fir Musik an der Friedrich-Wilhelms-Universitdt
(heute Humboldt-Universitdt) in Berlin ernannt wurde. Wie Giorgio Sanguinetti in einer
Online-Diskussion feststellte, wére es problematisch gewesen, Musik an einer Universitit zu
lehren, in der im Nachbarraum der Philosoph Georg Wilhelm Friedrich Hegel unterrichtete,

ohne zu versuchen, die Inhalte so anspruchsvoll und theoretisch wie mdglich zu gestalten:
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Diese Intellektualisierung der Musik(theorie) priagte die Entwicklung der Harmonielehre und
der Formenlehre entscheidend. Spdtere Theorien im Umkreis von Arnold Schonberg und
Erwin Ratz und deren Ubertragung auf die amerikanische Musiktheorie prigten William
Caplins Theorie der formalen Funktionen, die wiederum mit der Schematheorie in Verbindung

steht.

Diese Arbeit befasst sich auch mit der Transhistorizitit der Reduktionsanalyse und der
Solmisation als mnemotechnisches Mittel zur Entwicklung kompositorischer und
improvisatorischer Féhigkeiten. Die Tradition des hexachordalen Solfeggios (mehr als ein
halbes Jahrtausend zuvor von Guido von Arezzo entwickelt), die in den neapolitanischen
Konservatorien und anderswo bis weit ins 18. Jahrhundert hinein fortlebte, kann vorteilhaft
als pddagogisches Instrument eingesetzt werden, um zwischen der Lehre des Kontrapunkts im

Stil der Renaissance und den neuen Entwicklungen der Schenkerschen Analyse zu vermitteln.

Die Durchfiihrung einer ,,Mikrokorpusstudie* zu W.A. Mozarts sechs Menuetten (KV 1-KV
7) hat den Vorteil, mit einem relativ begrenzten Datensatz zu arbeiten. Dies ermdglicht es,
vollstindige analytische Daten zu extrahieren und somit ein vollstindiges Theorem zu
beschreiben, zu testen und zu beweisen. Ziel ist es, ein pddagogisches Konzept fiir den
modernen Musiktheorie-Unterricht zu entwickeln, welches Protokolle verwendet um
Féhigkeiten in Analyse und dem Verfassen von Stilkopien zu vermitteln. Ein proof—of-
concept mittels Reverse-Engineering ist am Ende der Arbeit angefiigt (sieche Appendix, S.

102).

Das Cambridge Dictionary definiert protocol unter anderem als "eine Regel oder eine Abfolge
von Regeln fiir einen wissenschaftlichen oder medizinischen Prozess". Meine Verwendung
des Begriffs "Protokoll" in einem piddagogischen Kontext wurde durch den Neurologen Dr.
Andrew Huberman (Stanford University) inspiriert, der den Begriff in einer nicht-
medizinischen Definition als eine Abfolge von Regeln zur Bewiltigung und Optimierung von

(alltdglichen) Aufgaben verwendet.

Der Hauptteil der Arbeit ist gegliedert in die Geschichte der Solmisation, die Geschichte von
Reduktionsverfahren in der Musiktheorie und schlieBlich der Analyse der Menuette KV 1-
KV7.
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Geschichte der Solmisation

Die Solmisation als mnemonisches Mittel zur Beschreibung von Melodie und Rhythmus ist
moglicherweise das dlteste kontinuierlich existierende System zur Vermittlung praktischer
Musik auf globaler Ebene. Es ist bekannt, dass sich die Verwendung von Silben zur
Beschreibung und Verinnerlichung von Tonhdéhen zumindest im antiken Griechenland, in
China, Indien und im byzantinischen Reich entwickelt hat. Von der griechischen Tetrachord-
Solmisation bis zu modernen Varianten mit unterschiedlichen Silben fiir die gesamte
chromatische Tonleiter hat das System eine lange Geschichte mit zahlreichen Modifikationen.
Das westeuropdische System der Solfége oder des Solfeggio geht auf den Mikrologus (1026)
von Guido von Arezzo und seine Erfindung der Hexachord-Silben ut, re, mi, fa, sol, la zuriick.
Dariiber hinaus entwickelte D’Arezzo die Guidonische Hand als Gedéchtnisstiitze, um sich
Intervalle, Melodien und ganz grundsitzlich die Tonleiter einzuprigen. Das Gamut — als
Gesamtdarstellung des gesamten Tonhohenbereichs von G bis €" und organisiert mittels
ineinandergreifender Hexachorde (die dadurch sowohl b? als auch b” enthalten) — wurde im
Mittelalter und in der Renaissance zu einem der wichtigsten Werkzeuge der Musiktheorie. Da
sowohl Guidos urspriingliches, als auch die neueren modifizierten Solmisations-Systeme
heute noch in Gebrauch sind, ist das Versténdnis ihrer Entwicklung und Verwendung im Laufe

eines Jahrtausends fiir den modernen Musiktheoretiker von entscheidender Bedeutung.

Die vermeintliche Unlogik sieben Tone in einem ,,Hexa-System* zu organisieren, fiihrte im
Laufe der Jahrhunderte zu zahlreichen Beanstandungen, Verbesserungsvorschligen und
Reformversuchen. Im Jahr 1482 erfand Ramos de Pereia eine achtstufige
Solmisationsvariante mit den lateinischen Silben Psal-li-tur per vo-ces is-tas (lat. ungefihr:
,»von diesen Stimmen gesungen®), Joachim Burmeister (1564—1629) nutzte die Silben si und
se fir eine Unterscheidung von b und 4 und Otto Gibel (1612-1682; auch: Gibelius)
préiferierte ni und ne. Andere Systeme wie die acht— bzw. dreizehnstufige Bebisation (mit
chromatischer Erh6hung einzelner Silben wie z.B. ce — ci) von Daniel Hitzler (1575-1635)
oder Jean-Jaques Souhaittys (1632—-1697) Ziffernotation ergaben ein reichhaltiges Angebot an
Solmisationsverfahren. Ein schriftlich ausgetragener polemischer Disput um Sinn und Unsinn
der hexachordischen Solmisation zwischen Johann Mattheson (1681-1764) und Johann
Heinrich Buttstedt (1666—1721) liefert wichtige Quellen zum Stand der musikpiddagogischen
Nutzung (insbesondere die Beispiele in Buttstedts Traktat Ut, Mi, Sol, Re, Fa, La, Tota
Musica Et Harmonia Aterna (1717).
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Im 18. Jahrhundert migrierte die italienische Solfeggio-Praxis mit der populdren
Gesangsmethode Solfege d’Italie vermeintlich nach Frankreich — allerdings wurde das System
auf die heute bekannte Siebensilbigkeit umgestellt. Dies wiederum fiihrte im Endeffekt zu
dem heute verbreiteten Fixed-Do System, welches auf starke Kritik seitens Jean-Jaques
Rousseaus (1712-1778) stiel (welcher seinerseits das Ziffernsystem Souhaittys
weiterentwickelte) . Das in England entwickelte Norwich Sol-Fa fithrte zur Griindung der
Tonic Sol-Fa Association durch John Curwen um 1850. Die entwickelten Handzeichen, sowie
die Transponierbarkeit und die chromatisierte Solmisationslosung legten den Grundstein fiir

Zoltan Kodalys System, welches heute in zahlreichen Landern benutzt wird.

Geschichte der Reduktionstheorie

Reduktionsverfahren in der musiktheoretischen Analyse stellen seit Heinrich Schenker ein
Standardprozedere dar. Nichtsdestotrotz ist das meistens auf Schenker zuriickgefiihrte
Verfahren (mit Ausnahme der komplexen graphischen Darstellung) keineswegs eine
Erfindung des 20. Jahrhunderts. Die gesamte Kontrapunktlehre seit der Renaissance basiert
auf einem invertierten Reduktionssystem, bei welchem auf Geriistsidtzen basierte Schemata
mehr oder weniger systematisch ,,auskomponiert wurden. Die Johann Joseph Fux (1660-
1741) zugeschriebene ,.Entwicklung* der Gattungskontrapunktlehre (species counterpoint) in
Gradus ad Parnassum ist ebenfalls maximal als Reflektion einer Jahrhunderte alten Praxis zu

betrachten.

Fiir die Diminution von Geriistsdtzen existieren zahlreiche Anleitungen in Traktaten des 16.
und 17. Jahrhunderts; bemerkenswerter Weise nicht nur aus Italien, wie Silvestro Ganassis
(1492-1542) Lehrwerk fiir Improvisation La Fontegara (1535) oder Giovanni Battista
Bovicellis Regole, passaggi di musica (1594), sondern auch beispielsweise aus Berlin. Johann
Criiger (1598-1662) — Kantor der St.-Nikolai-Kirche — publizierte 1660 Musica practicae
praecepta brevia. Der rechte Weg zur Singekunst. Sehr dhnlich wie bei Ganassi werden
zahlreiche Diminutionen auf- und absteigender Linien im Rahmen eines Hexachordes
systematisch als Improvisationsgrundlage dargestellt. Die Besonderheit hierbei liegt darin,
dass die Diminution melismatisch auf der Silbe des Haupttons gesungen wird — eine Technik,
die die zentrale Erkenntnis in Nicholas Baragwanaths Forschungen zur neapolitanischen

Solfeggio-Tradition darstellt. Der Niirnberger Komponist und Hassler-Schiiler Johann
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Andreas Herbst (1588-1666), der in seinem in Frankfurt veroffentlichten Traktat Musica
Moderna Prattica sehr dhnliche Gesangsiibungen propagiert, fiigt dem noch eine Anleitung

hinzu, wie diese Diminutionen auf Instrumenten zu spielen sind.

Simon Sechters Reduktionsverfahren der Ermittlung einer Fundamentalfortschreitung in
Verbindung mit Gottfried Webers Akkordsymbolen legt den Grundstein fiir Heinrich
Schenkers spiteren Uberlegungen. Im Werk Schenkers findet sich bis 1924 noch die Idee mit
mehreren Urlinien zu arbeiten, die sowohl auf— wie absteigend sein konnen. Dies liegt dem in
meinen Analysen verwendeten Verfahren, lineare Solmisationsmuster als Schemata zu

identifizieren, sehr nahe.

Grundprinzipien des neapolitanischen Solfeggio

Aus technischer Sicht ist neapolitanisches Solfeggio im 18. Jahrhundert bereits durch das
Guidonische System und die Praxis der Diminution vollentwickelt. Die Adaption von einem
modalen auf ein tonales Dur/Moll-System stellt kein inhaltliches, sondern wie schon zuvor
ein logisches Problem dar. Im Generalbass und der Partimento-Lehre hat sich die
siebenstufige Oktavregel durchgesetzt (La Regola dell’ottava), eine Frithform des
harmonischen Stufendenkens. Da dies jedoch nicht zu einer neuen Melodie-Lehre fiihrte,

nutzte man weiterhin additiv das hexachordische Solmisationssystem.

Die wichtigsten inhaltlichen Bereiche sind Mutation, Modulation, Inganni und Diminution.
Obwohl es verschiedene Mutationssysteme gab, hat sich eine Standardmethode
herauskristallisiert, die die Mutation fiir eine komplette Dur-Tonleiter folgendermallen 16ste:
aufsteigend do—re—mi—fa—sol-re-mi—fa und absteigend fa—mi—la—sol-fa—mi—re—do. Da Moll
im 18. Jahrhundert immer noch als Derivat des dorischen Modus betrachtet wurde, beginnt
die Solmisation fiir eine Moll-Tonleiter auf re. Ungeachtet der Alterationen im oberen
Tetrachord der Moll-Skala solmisierte man: re—mi—fa—re—mi—fa—sol—la (aufsteigend) und la—

sol-fa—la—sol-fa—mi—re (absteigend).

Chromatische Alterationen werden auf der Ursprungsilbe gesungen (c—c#—d = do—do—re). Dies
ist insbsondere in Moll relevant, da eine Diskantklausel (d—c#—d) mit re—do-re solmisiert wird

(siehe: Sabbatini, Luigi Antonio, Elementi Teorici, 1790, S. 36).
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Eine Standardprozedur zur Modulation in die Oberquinte ist die Verwendung der von
Baragwanath mit mi-mi modulation benannten Methode, den neuen Leitton als um einen
Ganzton nach oben versetztes mi zu singen, um damit die semitonale kadentielle Auflésung

mi—fa zu erreichen.

Weiterhin gilt die fa super la Regel zur Vermeidung unnotiger Hexachordwechsel. Eine
weitere Technik, die ebenfalls ihren Ursprung in der Renaissance hat, ist die Verwendung
sogenannter Inganni (ital. ,, Trick*). Hierbei wird ermdoglicht einen Ton mit derselben Silbe

aus einem der zugehorigen Hexachorde ,,auszuleihen®.

Angesichts der nachgewiesenen Verbreitung des Systems stelle ich die Hypothese auf, dass
Leopold Mozart diese Art und Weise der Solmisation bestens bekannt gewesen ist. Dies wird
gestiitzt durch dessen Ausbildung bei den Jesuiten in Augsburg, die nachweislich italienische

Methoden zur Ausbildung verwendeten.

Die Analysen der Menuette

Die verwendete Form der Analyse zielt darauf ab, nachzuweisen, dass mittels der
Konstruktion eines ,,Oberstimmengeriistsatzes — also einer Kernmelodie — und der Kenntnis
idiomatischer Figurationen, das komplette Stiick komponiert werden kann. Dies stellt ein
Gegenmodell zur verbreiteten Verwendung von Bassmodellen bzw. Schemata die auf
Basslinien beruhen, dar. Hierzu wird nachgewiesen, dass die komplette Formbildung durch
eben diese melodischen Grundstrukturen moglich ist. Der Bezug zur Formenlehre im Sinne
eines “rhetorischen Formbegriffs“ (Carl Dahlhaus) wird durch William Caplins formal
functions und Ludwig Wittgensteins Verstindnis vom Wesen eines Satzes unterstiitzt. Die
Grundtechniken der neapolitanischen Solfeggio-Tradition werden erfolgreich nachgewiesen
und in Bezug zu Gjerdingens Schema-Theorie gestellt. Nach der Analyse aller Menuette wird
ein hypothetischer Lehrplan erstellt, wie er von Leopold Mozart hitte Verwendung finden
konnen. Ungeachtet ob es so gewesen sei, stellt sich dieser als iiberaus sinnvoll dar —
insbesondere als eine protokollbasierte Methodik fiir die Erarbeitung von Stil-Kompositionen

im universitdren Unterricht.

AbschlieBend werden den melodischen Solfeggio-Schemata Basslinien im Sine einer

Fundamentalfortschreitung zugeordnet, sowie Protokolle erstellt, die zur strikten oder freien
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Re-Komposition verwendet werden konnen. Die strikte Re-Komposition dient hierbei als

proof-of-concept.

Fazit

Grundlegend konnten alle untersuchten Komponenten des bearbeiteten Themenkomplexes
nachgewiesen werden. Die Kernfrage, ob ein Schema-basierender ,,Top-Down-Approach* zur
Komposition von Menuetten (und damit auch anderen Formen) grundsitzlich méglich ist,
wurde detailliert beantwortet. Die umrahmende historische Investigation beziiglich
Reduktionsverfahren und der Verbreitung italienischer Gesangs- und Ausbildungsmethoden
im Rahmen hexachordischer Solmisation weit bis tief in den deutschen Sprachraum weist die
Wichtigkeit und den Bekanntheitsgrad dieser Methode nach. Insbesondere die Lokalisierung
schriftlicher Quellen, die das melismatische Element der schematischen Solmisationspraxis
im deutschsprachigen Raum mittels notierter Silben sogar in Berlin nachweisen (Criiger
1660), ist von elementarer Bedeutung und leistet einen neuen wissenschaftlichen Beitrag zur
Solmisationspraxis im deutschsprachigen Raum, dem im Zusammenhang mit meiner These
eine elementare Bedeutung zukommt. Das Sullivan-Axiom Form follows function konnte
mithilfe von Caplins formal functions und Wittgensteins linguistischer Logik integriert
werden. Insgesamt bietet sich eine Fiille von Moglichkeiten die Ergebnisse dieser Studie in
den Musiktheorie-Unterricht des 21. Jahrhunderts — in dem historische Authentizitdt immer

wichtiger wird — zu integrieren.
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Hypermeter & Form

Theme Modulation ---------------- Cadence on V

A

[ TREN

oaN
o

"
[EIVV
R
i

[ 1HEN

Modulation to I (FONTE) Deceptive Cadence Cadence on I

e

t
T
o

o 2 3 4 2 3 4

;:E

Repeated tenor clause FONTE
T

(]
N>

—

ra v T T T ¥ T T T T T T ¥ T T T I |
y O T T T | T T T m T T T | T T T | |
v T T T | T T T i ID T T T | T T T i |
T T T | T T T T T T | T T T i |
FUNDAMENTAL BASS
. 0
7
6

7K
| I S NCHNN S S S S — I N N N SN N
IO I I A — I E— 2 S | I IS B~ S

ADD INGANKNT [Compensation for rhythmic changes]

[ADD INGANNT]

[Inganno] [Inganno] [Inganno]
T n T o . . P

4 g | T @ [ T T T 1|
D N S . S SN S N S i
) D) I " T T T T T
mi fa fa mi mi re re do re re do sol fa fa mi re do re do
( I . I - fr I . I
&1 1
T T T T T T T T I N I S WY 2 N |




106

o k
S M
ol
ol
S VAR
o |k
< M
-7}
-
.
ST
—
£
= 1
ST
& n |
= 1
S ——

RAYTAM
0

]
]
<]
Z
=
=1
<]
S

‘)

o
o L
< N
T
Al
[ g (el
o L
S N
& TR
- A
g TN
SN
£ L
—
)
w
S —

Retardation

Retardation

Retardation

bour Note

Nei

6]

Octaves

Retardation
—

Retardation
P

o
o b
L 2 N
L T
ol
¢ el
o LUk
I N
[ & T
LB TR
S Y
£ b

=
S o
=

o

S ———— S —

[Re-Displacement]

[Arpeggio & PT]

Octave & Scale

7,

[Re-Displacement]

[Arpeggio & PT]

Inganno & Scale

Arpeggio & PT

r7K




BASS REFINEMENT

[P~

107

0
§
)
(




108

K.2

Re-Composition

Hypermeter & Form

Modulation ------------------ Cadence on V

Theme

~Y
4 ~
R
™M
[N,
—
S
T [ YRR
o™
N
—
TTM [ 18R
acaul TN
NG f
S ——— e ——

Repetition & Cadence to I

Theme & Deceptive Cadence

—
e el
- JIT
£
= ™
2
R A 1L
=
5 N
3
= 11— 1L
—
A
e (I
(ap]
= L] 111
L
g (AN
ES|
- 1) 1L
3
o) —
=
uPs ies
S L
————

=
TT™ [ 18N
e

-—
e e
[}

BASIC MELODY

re

mi

fa

mi

re

do

re

mi

fa

sol

do

re

mi

Deceptive Cadence

mi

sol

do

re

mi

re

mi

fa

sol

 {an W

FUNDAMENTAL BASS

TR 2 18
-
|z
Ml S TN
-
TN m TR
T8 L TN
TRoe Bl

L o |

S el
M e

TR| B S
o= QU
RS all

Ll o g
S (el

M e

| B el
ol s QU
RS all

L o |
S jad

T

ol

Tl @ &l
TR E [
ol = AL
e ¢ [
ol

o

TR E e
Al = U

] = &
N A
Y iPs
. <NE &

B

S ———




109

irds above & below

)
el

<]
=
£}

@
o
B
=

re
17K
I

I

I

A

sol

re
|
I
(7}

fa
|
o

re
}
I
[

T I I
i mi
:
o

MmN < (o
o W

@
(I
HUT = -

g all
ol
» ||
ol & ql
(I olll
ol 1Ll 2 [al
d HEN
o N

85

do

re

mi

fa

sol

do

re

mi

fa

sol

do

re

mi

{an i

[y
el &
e [y
\mum hatt

W\ E el

e

e

11l

= Al

e

e

ol

I S
T

(N
ol o el
2
ol
i)

M=

i

i

B

ﬂ‘\\l‘ .m -

e

e

e

ml# g TR
T

e S (el

el & .

e

all

W\ g el

ol

ol

1l

o = Q]

(AR ol |

(A

it (R

SOl

T
e S [ell
e & 1M
2 olll
ol
ol
||
JdN =l
e
(I
o[l
Yii S ol
e S |l
el & T
e
a
W E ol
ol
ol
||
JdN =l
e
(I
olll
VN 3ol
T
N S [ell
T T
Hy el
e
ﬂld ¢ ol
L
.
a
el
e
e
o/
JdN = (R
sl
e

Retardation

[Retardation]

[Suspension]

-

+

P Bl

o°

=
1=
9
g
Q
9

[=1
.S
S| [TT™ M1
i<
5 T
s
S| [Hh 1l
5| [TTTe T
21T
2l |
8
7 W [YEER
ol
ol
ol ]
1\ NI
(IR
(IR
i
=14 S
.
ST
1
8 .
| T b |
= | T T
i
2l L
NN el
=1
2]
ol
ol
o]
i} QL
(IR
\ Al
i nnNl
T
i il
e T
e el
e
ﬂ{e ol
T
T
o
ML Sl
e
e
[
JN Nl
4 ld
>0 &N
S—— e ———



110

K. 4

Re-Composition

M S e 3 e [l
. .
TimlE i T Al 5 sy
ol oo I - . . Zp| E | 7 ol
m ,m @ W i Lo||eH = s &Y ol = ol
m ™" Y 17 m N E o B o
8 g Sl e HERE W< W Y 5

HA1 ===~ 1t (N — il M+ 2 e = NIERCT] NI .
. @ N % \]
Y
-— N =
MTr—-"" 1 Q] CETINES . . el = e

HHE @ TN e [\
. — A — |l
g i N e . M2
K HH1F====~ -4 my S e S [
..nau —( EEn - -
g - . N E T E |eH
S pIL S . N
plL <
e & e & |

2
F-Hex

v
&
[}
<=
" . °
- TR HH o e
o FH4t----- 1 e} L o I N WHEN
% TR S N < % ©
MM ol 2
1 T MP -— al S oS
& | @ ol g T & 1M elll ¢
o —
(9p] — +Hu| B -+ E TN E e thoE 4
£ B &
< s L 8
HAtt=-=-=--- 41+ o [ll____| i ol & g |M.H.Ilv - ol & ol #ﬁ h
2 T .
- —_ ] =
S Tl 2 LI
~ > ™ z Nz M -
MY = ° L o
m AR il N OE ol 8 m YIS,
M- 11T 2 oo =) RS-
. = -
= N HRl o sl E < e 2 | ¢ E
S - z
E=R 0 o ittt 7 « = o
m — .m M IMIII ~~— AMn \MIII o
..anL 1™ [ 1 ..m = 2 MmN © m MmN © < D
Ll M L o ~m ? L o i 3 [l
- [ach === === N < === 2 N = P ===
| 1 BLN HEN HIN BLN HEN BN HEN BN HEN
£ N >~ N NP N > S Zcllo) axe M
. ——— ——— S———— —|_ S———— o S———
r 3



111

* 3

A _
B 2l INMEE
< e N L) S
[ < e [\1h 5
i g o I I E Il
s z . L N =2
| il 4 |sisf |
N S By b L+ e hEg 3\ Y
MmN < [ o AJ [] [ = v\\\S HA B \
S IS I (]| BR il EWii
I ) N E i B[]
- S T | & y = = e E 13 l =
- e Ul o [te T B T Cl1 an =G
.\\N & o .P\L & M\A L m 1l ~ 2
0 | 11 £ a . : (
1 [ 18 a - Hu N 2 o ‘ - Ul i i |
e i e il E e e Ll E] * £
(1R 1 = A =l
o — [k UL il
- i e = N il = =S i —\ Ul
awwg m S N @ * —W_H\A. ol Ny N tv
ol e A ol H 0l ~ i K| "
i I i i a2l Ul
|| £ = N HA » | i W\N ..
S| |l 3 V|| 8 U
ol H m MR 2 iy o [l il "\ .v}u
=i N = QA (AL Ry REE
T ill] o o |t C I
o . il = el ol & ol il fl
o R T “EIIN TN & il TR0 WL ol
sl Hl i R IR B
= L S I T | A
R m | 188 1 » ]
i r I = JH = [ \am N ol o
Il % M . Silll
| ¢ ] " il 7 i
s QN [ YEEE o —HJ. Paad s T ]
LS [ YEER m\\\ 32 \ N o) H 8 | Py b )i
TR s M M [N =] i) s ExS
Sl ol M bt 1 gl ol .
TALE Lo o ME g 3 T = Qi -
3 I . 4 17 13 1T .
-2 N Jdl N 2| g N2 el E il ﬁe
1 i < £ Yn Wl I i
= n [} < L] I
o N o Sely e — Hhy L
ol il . 1l
. s M o\ 2 all m A gL N o« |
ML = /U M s |%H Nd E o k- B i Ul )
0 - TN = M = L] |8 o ol ]
oS e T . W&l W E o] (8 Iy 2| M ij| Wl
ik . HT M z
. ) JuE ~ 1 f\\ m
H xw L hwwu = M v P\u— Sl e w ” ol ]
p\ﬂ — ¥ £ Ul = A \N il Ul
il Al € e | E sl _ | 2 |- Jl ; .
Rt LT By +HH 2 W L] =
(YH L . il
= N = Wi I = o] i ity By || 7
TIM| & &1 a = ol sulll | Y] —_mu.c | Jll
o 1 2 all T g e a T
JER b Ty LRI H . g :
[ JIERCX M\- ™ | VN \ \ 5
- A VT g Jl i Il z s
TN & (%7 W\ e el & | H 0
[ [ A W q LRH. m
I I .FN T = el ol |2
E i u .
1 ¢ el TRE o Il
M m\- o1l ek P!
Sl | ‘. s HH ek S e
ol TN = el Iy - | nLEE NP AN
il ™ 2 M I 40
| 1RRR HHN =& [ YREN L HEN il - ™
Ll s O R in
g e S T NG - s
-2 N = e .Mh S —
= NEp N
R




112

K.5

Re-Composition

eter & Form

Cadence on V

Modulation

T [ 1NER
™
N
—
T [ JEER
[ap | Ao el
.. N . N
470)
—— e ——

Deceptive Cadence Cadence on I

Modulation to I

Modulation to IV &V (Monte)

0
) A 1)

L > 1=
| an Wl §DD

Mutation via inganno to C-Hex

mi-Modulation

BASIC MELODY

T
do

re

mi

fa

T
fa

HE

He

do

re

mi

I
fa

mi

I
fa

re mi

do

(5

Bb-Hex

|
)’ A WS ZK)

L > 1=

C-Hex

do

.
T
I

fa mi re

sol

do

re

fa mi

fa

fa

fa

 dam I
AN,
D)

T
I’M 1D

L 11

FUNDAMENTAL BASS

SIRERRE
ol @ T
Al E W
olll & el
NARE-R
.HWu.\. m 0.\..1.1
ARSI
$-F N
~e ~y
T S (o
el & 1
TN E e
ol & ol
T E O |eH
NI R
™| B |ed
el 2 W
H ©
S |eld
(en len

—

Cadence

Thirds & Sixths

Cadence

N 2 TR
Hal e LU
TN E T
ol & T
a2
elll
el S b1
| & 1.
oL E el
o || & o
allll & sl
A B e
TR = ]

g

T o .

O E TN
A E o
allll & QU
ol E

=

U

=

BN € [
T T

i

0 P, —

Cadence

Deceptive Cadence

i
c
S
=



113

Thirds

L8 TR
.WWN 2T
Iy il
el
i
L
A\ud & |
it
T
Uz
i
i
A\ud & |
it
i
ﬂwww. E R
N hd
T 1% WA
T € T
| E el
1 e J
T E |eH
p 8 RHH
fhz
ﬂuw. o aL
Arho S e
e #
————

\\\@ 1@ 4
iy
“\\.
| & T
TTe
N\Av ,.m T
ML e
[ 10N
#vaﬂ
Y 2 [l
Ja| o2
|||
wLﬂ =R
Fu S el
e
Tu,
WY = ol
Sn
“mu,
Wz alll
.
uww
iy
Whea HH
k]
He
s
e E T
Al el
A B e
N ol
i
ﬂ\m&. S Y
el
QU
[ 1NN
\WEE
o
S— (g

AR
a2 1
Al
Sl R
(il
CHRT =l
' ||

ol = |alll
(I
PO
ol
A ol
L

ﬂ\i &M
i)

ﬂ}‘ ol
e

ﬂ\J
e

ﬂ\mu e N
(I
PO
ol
d ol
L

ﬂ\J N IR
i)

ﬂ\i ol
e

ﬂ\J
e

ﬂ\ﬂ ‘E R
~d N
e S o

e 2 .

T E e
.|
= L

e E (el
'
o=
[l
A E=[ YA
e

ﬂ\i e m
(™

Ari- S el

sl
()\,317\

[Mi-Re-Do]

[Passing Tone]

Retardation

do

i

=
T
2% g &

=
Ca

re

o Pe

—

sol| fa mi

do

o

el
T

T T
——

T
=

re

fa mi

o o o TP 0
o A {
11T

=

[
1
fa

r 3
r i
(5 I -

mi

=
o
o o <

fa

=
@ T

i

o
e A
mi

ﬁr‘\
=

v
5
2

mi

e F

o o T D

Ho ol P!

fa

he

A

f.

.
T
I

mi

oo

e
1
o

T
53

(N~

[Rhythmic Density|

[Appogiatura]

Wl [
BN}
DL T
I}
[YEEg]
il il
i L L
HEN
iy
[TTH o
ENIA o
L)
e ’
15 P aal
L)
3t i
L)
| 9t [is
_wéé A
L)
T AN
L)
k) o1
i)
Un)! [ iaN
L)
L) o7
i)
n) AN
v
A) ot
L]
T AN
£
w). ’
I8 Pl
=m L)
LY ol
™
| 9lo] [in
_w\-# A
.[®
o N
L)
L) o7
i)
1] [ iaN
L)
i) ot
i
h) AN
L)
M- o7
L)
o AN
K L
LT N
N ol
jiit) T
TN (YAAN
[
|
.r\\wuu ol
P
b
TN _|el
o N
L A
il
[N
L -\W"J o
HL )
e
e L
VB
n o
. N . N
¢ N

Rhythmic Density

Avoid Octave

TIA
N J
ot 4f [Pam|
[T
L J
Hy I
N e
A
m K
ex * g
Ik
L) K
™
e
A
i) B
™
n
I\
b, i
o * Rin |
[ RN YRS
sl
Al [ YARR
ol
Al
.uniau hﬂ\\
ol
ol
.v\wou
ﬂu.u
il
e NHRN
ol ol
| el
olll ol
all
Tl
-\%3 | HEE|
Al
Y
i)
N
i)
L y |
NP AN
p— e ———

M |l
T
HH L
M
TTT9

L e

ol
AL
il
ol
sl
L
PLLJ

M T
[ Yy
P\\% )

N [ YAER
i
||

ENRRRC

n
[ YRER a1

o

o hl

[

ol b

[

Shi N

[l
ol b

.H

Wi [ inNE

[

AL b

o

T |

[

AL b

[

SN [ iaN}

o
oL b

o

It [ in N8
Ahhvm -th
o




114

K.7

Re-Composition

3
X
f
T
o+
do
y A
r.y
f
T
(24
do
18
T
I

—
LS
SR I11] R 111 Tl | > SR i
i 5 [lalL e >
: 2l e I Hy o I, MLz i
g ™ o 5 |MFE 1 o !
5 9 — 51 T ¢ M
-4t ====-] SERS < - Q = L
3 | SNz MEE(MES
v = 51 M = q
1 T b |
2 % 1 Y [ YRR | I8N gy) &
a 11— 1L NE mx{- = e & |l
o 3 T & T _
A 11l - N m 1NN
Wy =
Hii. 1l N o= |k
] AN & HIR

Il

T

T

(72
sol

Il
T
I
[ A
}
T
on
sol
==
T
!

— &
TN 8 T
FATr--"""" 1T FHtt===== cERd V 12}
§ o |§ - < <] 5
g PRE - = E ol s §
| = ™ £ B[ ® E NS mtallisty
5 ERE 2
g A el z
BIENL | g 5 1"
- = |E|[TN & TR g VIl Nl & Pt
o . i~ N
A M| © . .
e ol plo<S QN
| O R —— -4+ 4 LI °
L UL o g S | |el
- N ol k] 1T . i
5 H E MmN & I
| O R —— |- <+ + 3 .m m
2
Mtr-—"-- 11 = EITIT®| < Hy @ ® el & 1
(AN — = e M S &
2 g
L
- N i -
AU 5 £ S )
=T B 1 1L < HHS < 1 S }
S — = TR . 8 - HH
= E \ 9] = e al N N
b 5 k5 § \
[e]
- ) =
2 = - 3| B 5 g
g gl 2 . ] E :
= me ol o] = N S K Wk o [k T
Aoy [ac sy kS| P Liel-L
Ragy AT A Magy
=] <P Q N 1 NE)
————— ————— o S —

Cadence on I

Thirds



115

=1
o
17}
=1
o}
@
=1
2

[Changing harmony via Inganno]

Thirds above and below

Arpeggiation

i~
r~d
TR S e
ol ¢ il
MLE e
ol & [ 18!
[YRERNIER-R Y
o/l
A
oL E |RH
(1NN
yUL B | el
[YRRRNIER-R Y
o/l
ExX3
oLl E |MH
{1AEN
<o
ol E |feH
~d i~
LS ||l
il e
(iR ol
ol 2 e
ol
QL Ell
ol
ML | [Ql
R=3
NN
N
—

Thirds above and below

o
>
o

o
<

e

B

=

[Rhythm]

iation|

[Arpe!

e -S| ol
e Hh
T 1NEE
T | MEE
™ E | |eH
e < |a4
T 3 (M
[ 1N
o= /i
N
N
T 3 (M
[ 1HEE
= J
N
N
T 3 (M
[ 1HEE
o= /i
T
T
nnEERI
T
T
el & [N
| N
R R
| N
TR 2T
R 3
AN NN
Sl
——

~d
~d
TR S
ol 2T
sl (M E M
< (el & [lell
H S T
(il
_rL_ K YEi
¥
fL_ g Wil
o
G
LB [
ol s T
(il
.rL_
oy
fL_ E Wil
o
1=
ty.ru A
(&4
WL B ||
e g
WML S el
ol
N ENE.
(il
ol olll
ol
N e W
ol
o
QL ol
m ol
2 .rxL‘
4
Mg (el
| Be3
AN NN
N 2O
S—————

Dominant

Seconda

NG
e -2 | ol
ne
i) e
[
™ ol
[
Ly ¢
m™ g ||l
el & s
TN 2 (e
o
o[
M=
~d
~d
Tl g (s
[\l
o[
M=
~C
~C
E TN 2 [
S| [ |el
m o1
SHIE- T
T
e
e .m
e
e
el & MR
N
w7
A TR
g
=l ||n
= o7
TR 2 MmN
R=3 Rad
AN Ny
xP M
S————

T o5

-

e oie o

-

e ohe,

T
T

i
T

I @ < /&

rav

Il M
=

T

i~

¥ 4

f

T
o

= ] e =
o

T
o

i

oo

bl

T
o

T
e
&

T
o

== ] e .
&

“
1o
[Alberti-Bass|

=

<

Ir‘l
ot

A

iation|

N

[Arpe!

g

f
5 i

-

t
T

e

I -

o T
»

T

rd
s

I

&

+

7y

.\..\..\.@ W
i)
ar !
e N
M . YIAY
Hy M n
iy i
[Yi o
My A
[ i M [
M| A
L 4Rm
ol
~d q u
R
i o
M A
[ 1 M [
M| A
L YR
ol
N q u
N YR’
(1 o
My A
[ 1 M [
© ML N
Nk ] |
Bl W;N
E
Hiy \
TTTe
TTTe
R
M ,
QL (YL
R
M ,
HHl *sm
S EES
e #
e ——

[Alberti-Bass]

[Arpeggiation]

Alberti-Bass




116

Einverstandniserklarung



mozarteum
university o

EINVERSTANDNISERKLARUNG ZUR EINREICHUNG EINER ABSCHLUSSARBEIT
AN DER UNIVERSITAT MOZARTEUM SALZBURG

§ 1 EIDESSTATTLICHE ERKLARUNG

1.

2.

Ich erklare, dass meine Abschlussarbeit abgeschlossen ist und ich mit der offiziellen Einreichung an
der Universitat Mozarteum Salzburg einverstanden bin.

Ich versichere, dass meine Abschlussarbeit ausschliefllich das Produkt meiner eigenen geistigen Arbeit
darstellt und erklare eidesstattlich, dass ich die vorliegende Abschlussarbeit selbststandig und nur unter
Verwendung des im Literaturverzeichnis angegebenen Schrifttums verfasst habe. Jedwede fremde
Hilfe (Lektorat, Ubersetzung) ist angefiihrt. Ubernommene wértliche und sinngemale Zitate sind
ordnungsgemal gekennzeichnet.

Ich versichere, dass ich die Abschlussarbeit noch keiner anderen Priifungsbehérde im Inland oder
Ausland vorgelegt habe.

Ich versichere, dass die hochgeladene digitale Version mit der eingereichten Druckversion
Ubereinstimmt (gilt fur wissenschaftliche Abschlussarbeiten).

Ich versichere, dass ich Inhaberin/Inhaber aller Rechte an der vorliegenden Abschlussarbeit bin.
Insbesondere sind samtliche urheberrechtlichen Fragen in Zusammenhang mit der oben genannten
Abschlussarbeit und ihrer Zurverfiigungstellung sowie allfalligen Veroffentlichung im Internet
(gesonderte Einwilligung erforderlich) vorab nachweislich von mir geklart worden. Soweit Ausziige
und/oder Bearbeitungen fremder Werke in meine Abschlussarbeit Eingang gefunden haben, erfolgte
dies im Rahmen und auf Grundlage der freien Werknutzung. Sofern eine freie Werknutzung nicht
einschlagig war, wurde nachweislich die Einwilligung der jeweiligen Rechteinhaberin/des jeweiligen
Rechteinhabers zur Verwendung des fremden Werkes bzw. Werkteils, insbesondere das
Vervielfaltigungs-, Zurverfligungstellungs-, sowie das Bearbeitungsrecht eingeholt. Ich halte die
Universitat Mozarteum Salzburg diesbezuglich vollkommen schad- und klaglos.

§ 2 PLAGIATSPRUFUNG (gilt fiir wissenschaftliche Abschlussarbeiten)

1.

Ich nehme zur Kenntnis, dass die vorgelegte Abschlussarbeit mit geeigneten und dem derzeitigen Stand
der Technik entsprechenden Mitteln (Plagiatserkennungssoftware) elektronisch geprift wird und zu
diesem Zweck auf dem Server des Softwareanbieters gespeichert und zum Vergleich mit anderen
Arbeiten herangezogen wird. Um eine ordnungsgemafRe Plagiatsprifung durchzufiihren, kann es
technisch erforderlich sein, meine Abschlussarbeit zu teilen, wenn die maximale von der
Plagiatserkennungssoftware unterstiitzte Grofle bei einzelnen Dokumenten Gberschritten wird.

Die Plagiatstuberpriifung dient der Wahrung der Richtlinien guter wissenschaftlicher Praxis, wobei durch
einen Abgleich mit anderen wissenschaftlichen Abschlussarbeiten auch Verletzungen meines eigenen
Urheberrechts und des Urheberrechts anderer entgegengewirkt werden kann.

§ 3 LANGZEITARCHIVIERUNG

1.

Soweit zur Langzeitarchivierung und Verfligbarmachung der oben genannten Abschlussarbeit
erforderlich, raume ich der Universitdt Mozarteum Salzburg das unentgeltliche, nicht ausschlieRliche,
zeitlich und ortlich unbegrenzte Recht ein, die Abschlussarbeit ganz oder teilweise zu nutzen,
insbesondere zu vervielfaltigen, zu veréffentlichen, zu verbreiten, zu archivieren und zu bearbeiten.
Dies umfasst auch Veradnderungen, insbesondere an der digitalen Version, die aus technischen
Grinden oder mit Ricksicht auf die Erfordernisse der Plagiatsprifung (dzt. bei wissenschaftlichen
Abschlussarbeiten) und Langzeitarchivierung geboten sind. Soweit nicht anders angegeben, wird meine
Abschlussarbeit ausschlieRlich gemal den geltenden Rechtsvorschriften (insbesondere UG, UrhG)
zuganglich gemacht.

Die Universitat Mozarteum Salzburg ist berechtigt, aber nicht verpflichtet, die digitalen Daten der
Abschlussarbeit und alle damit verbundenen Begleitmaterialien in ihr digitales Repositorium
hochzuladen und zum Zweck der dauerhaften Archivierung und Zurverfligungstellung in andere
Formate oder auf andere Speichersysteme zu migrieren. Es ist mir bewusst, dass bei einer
Datenmigration eine Anderung von Form, Umfang oder Darstellung der Publikation aus technischen
Griinden nicht ausgeschlossen werden kann.
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3. Die Universitat Mozarteum Salzburg ubernimmt keine Haftung fir den Inhalt der Abschlussarbeit. Fir
den Inhalt hafte alleine ich als Autorin/Autor und stelle die Universitdit Mozarteum Salzburg
diesbeziiglich vollkommen schad- und klaglos. Ich versichere insbesondere, dass durch die vorliegende
Abschlussarbeit sowie durch die physische und elektronische Veroffentlichung und die allfallige
Verdffentlichung im Internet (gesonderte Einwilligung erforderlich) keine Rechte Dritter verletzt werden.
Ich verpflichte mich insbesondere, die Universitat Mozarteum Salzburg vollkommen schad- und klaglos
zu halten, wenn Dritte in Bezug auf die oben genannte Abschlussarbeit, insbesondere in Bezug auf die
hier erfolgte Rechteinrdumung und einer allfalligen Veréffentlichung im Internet (gesonderte
Einwilligung erforderlich) Anspriiche wegen Rechtsverletzung gegeniiber der Universitat Mozarteum
Salzburg geltend machen. Die hier geregelte Haftungsfreistellung erfasst auch die gerichtlichen und
auBergerichtlichen Kosten flr die Rechtsverteidigung.

4. Ich nehme zur Kenntnis, dass die Universitdt Mozarteum Salzburg sich im Zusammenhang mit der hier
getroffenen Haftungsfreistellung verpflichtet, mich unverziglich zu informieren, sobald ihr Umsténde
bekannt werden, die eine Haftung meinerseits auslésen kdnnen sowie mich Uber samtliche
weitergehende Korrespondenz/Gesprache mit Dritten gerichtlicher und/oder aufRergerichtlicher Art zu
informieren, die fir die Art und Umfang der Freistellung bedeutsam sein kénnen. Die Universitat
Mozarteum Salzburg wird jede rechtlich relevante Manahme, mit der sie auf Anspriiche Dritter in
Bezug auf die oben genannte Abschlussarbeit reagiert, mit mir abstimmen. Kann im Einzelfall ein
Einvernehmen nicht herbeigefihrt werden, ist die Universitdt Mozarteum Salzburg im konkreten Fall
letztentscheidungsbefugt.

5. Ich nehme zur Kenntnis und erklare mich damit einverstanden, dass die Universitdt Mozarteum
Salzburg keine Haftung fir aus technischen Griinden auftretende Fehler jedweder Art Ubernimmt. Des
Weiteren wird von der Universitat Mozarteum Salzburg keinerlei Haftung dafiir ibernommen, dass die
oben genannte Abschlussarbeit oder Teile davon von dritter Seite unrechtmafig heruntergeladen und
verbreitet, verandert oder an anderer Stelle ohne Einwilligung aufgelegt oder verdffentlicht werden.

6. Es gilt Osterreichisches Recht unter Ausschluss von UN-Kaufrecht und kollisionsrechtlichen
Verweisungsnormen. Fir alle mit dieser Erklarung im Zusammenhang stehenden Vorgangen und
eventuell daraus resultierenden Streitigkeiten wird die ausschlief3liche Zustandigkeit des sachlich in
Betracht kommenden Gerichts in der Stadt Salzburg vereinbart.

7. Bei Abweichungen zwischen der deutschen und englischen Sprachfassung des vorliegenden
Dokuments ist ausschlieBlich die deutsche Sprachfassung verbindlich.

e Ich bestatige, die Einverstandniserklarung zur Einreichung einer Abschlussarbeit an der
Universitiat Mozarteum Salzburg gelesen und verstanden zu haben sowie dieser zuzustimmen.

e Ich bestéatige weiters hiermit ausdriicklich die in § 1 ausgefiihrte Eidesstattliche Erklarung mit meiner
Unterschrift abgegeben zu haben.

e Darliber hinaus bestatige ich, dass ich die folgende Datenschutzinformation zur Einreichung und
Archivierung einer Abschlussarbeit an der Universitdt Mozarteum Salzburg gelesen habe und sie zur
Kenntnis nehme.

Salzburg, 17.03.2024

Ort/Datum Unterschrift derAutorin/des Autors

DATENSCHUTZINFORMATION ZUR EINREICHUNG / ARCHIVIERUNG EINER ABSCHLUSSARBEIT
AN DER UNIVERSITAT MOZARTEUM SALZBURG
Stand: Janner 2020

Name und Kontaktdaten der Verantwortlichen
Universitat Mozarteum Salzburg, Mirabellplatz 1, A-5020 Salzburg
Tel.: +43 0662-6198, E-Mail: info@moz.ac.at

Name und Kontaktdaten des externen Datenschutzbeauftragten
Univ.-Ass. Mag. Dr. Johannes Warter, Fachbereich Arbeits- und Wirtschaftsrecht
Paris Lodron Universitat Salzburg, Churfurststral3e 1, A-5020 Salzburg, E-Mail: datenschutz@moz.ac.at



Die UniversitSt Mozarteum Salzburg behandelt ihr anvertraute Daten entsprechend den geltenden
Datenschutzbestimmungen streng vertraulich und geht damit verantwortungsvoll um. Wir d¥Yrfen Sie daher
gemS§ den einschiSgigen Datenschutzbestimmungen, insbesondere der DSGVO [EU 679/2016] sowie des
DSG Yber die Erhebung, Verarbeitung, Nutzung und Weitergabe Ihrer Daten im Rahmen der Einreichung
Ihrer Abschlussarbeit wie folgt informieren:

1. Erhebung und Verarbeitung der personenbezogenen Daten

Die UniversitSt Mozarteum Salzburg erhebt und verarbeitet zum Zweck der Einreichung Ihrer
Abschlussarbeit, der PlagiatsprYfung (gilt fYr wissenschaftliche Abschlussarbeiten) und der ErfYllung der
Versffentlichungspflicht durch ZurverfYgungstellung Ihrer Arbeit in der Bibliothek lhre personenbezogenen
Daten.

Hierzu ist es notwendig folgende personenbezogene Daten zu verarbeiten: Nachname, Vorname, MOZ-
Mailadresse, Matrikelnummer, Abschlussarbeit/Metadaten: Autorin/Autor, Co-Autorin/Co-Autor, Typ der
Abschlussarbeit (BA/MA/Diplom/PhD-Arbeit), Betreuerin/Betreuer, Begutachterin/Begutachter, Titel,
Untertitel, Erscheinungsjahr/Abgabedatum, Seitenanzahl, Sprache, Institution, Umfang der Werknutzungs-
bewilligung, Freiwillige Angaben: z.B. im Abstract, Daten fYr Audio-CD: Aufnahmeort, Aufnahmedatum,
Aufnahmeleiterin/Aufnahmeleiter, beteiligte Interpretinnen/Interpreten.

Bitte beachten Sie, dass die ErfYllung dieser Zwecke nur durch die personenbezogenen Daten, welche
durch Sie selbst oder durch lhre Betreuerin/lhren Betreuer im Bibliothekssystem bzw. bei der Einreichung
hinterlegt werden, msglich ist.

Die Verarbeitung der bekanntgegebenen personenbezogenen Daten ist fYr die Wahrnehmung einer
Aufgabe erforderlich, die im Sffentlichen Interesse liegt (Art. 6 Abs. 1 lit. e DSGVO iVm & 86 UG sowie
Verordnung der Studiendirektorin/des Studiendirektors zur Sicherung der guten wissenschaftlichen Praxis,
MBI vom 04.03.2014, 33. StYcKk).

Ihre Daten werden nicht an Dritte weitergegeben, mit Ausnahme jener FSlle in denen die UniversitSt zu
einer solchen Weitergabe gesetzlich, oder durch interne universitSre Vorgaben verpflichtet ist. Dies ist
insbesondere bei wissenschaftlichen Abschlussarbeiten im Zusammenhang der PlagiatsprYfung
erforderlich; Ihre hochgeladene Datei bzw. Ihre hochgeladenen Dateien sowie die damit verbundenen
personenbezogenen Daten werden diesfalls im Rahmen einer Auftragsverarbeitung auf Servern eines auf
Plagiatssoftware spezialisierten europSischen Unternehmens hochgeladen.

Das Protokoll der PlagiatsprYfung wird derzeit durch den Auftragsverarbeiter 12 Monate gespeichert. Die
Aufbewahrungsfrist der PrYfungsdaten der Abschlussarbeit betrSgt aufgrund von gesetzlichen Vorgaben 80
Jahre (an 53 UG iVm =@ 3 Abs. 3 Z 9 BidokG). Handelt es sich um Archivgut, insbesondere gemS§ dem
Bundesarchivgesetz, werden die Abschlussarbeiten unbefristet aufbewahrt.

2. Betroffenenrechte

GemS§ Art 21 Abs. 1 DSGVO kann der Datenverarbeitung aus GrYnden, die sich aus der besonderen
Situation der/des Einreichenden ergeben, unter datenschutz@moz.ac.at widersprochen werden.

Jede Person hat das Recht auf Beschwerde bei der ...sterreichischen Datenschutzbehsrde, wenn die
Person der Ansicht ist, dass die Verarbeitung der die Person betreffenden personenbezogenen Daten
gegen die DSGVO oder das DSG versts§t.

Weitere Datenschutzinformationen entnehmen Sie bitte der DatenschutzerklSrung der UniversitSt

Mozarteum Salzburg unter https://www.uni-mozarteum.at/de/dse.php. Diese stellen wir lhnen gerne auf
Anfrage in ausgedruckter Form zur VerfYgung.
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