ACTA UNIVERSITATIS PALACKIANAE OLOMUCENSIS
FACULTAS PHILOSOPHICA PHILOSOPHICA - AESTHETICA 24 - 2001

CHROMATIC MEDIANTS
AS THE FOURTH BASIC FUNCTION
IN TRADITIONAL HARMONY

Jaroslav Volek

Translator’s note!

Following the practice of contemporary Czech theorists, Volek uses the term “function
of traditional harmony” to designate a group of chords which have similar harmonic
purpose and resolve in similar ways. Thus, the dominant function includes not only the
dominant triad on V (the fifth degree of the scale) but also secondary dominants and, at
times, triads on VII. The scale degree of the root of the chord does not suffice to determine
its function within a given key. Even in English and American theory, a triad on Il may be
either a secondary dominant or a Neapolitan chord; a triad on VI may be a substitute tonic
in a deceptive cadence. A triad may have multiple, or to use Volek’s term, combined
[functionality - for example, the upper three notes of IV7 may behave like a submediant on
V1 even though the chord as a whole functions as a subdominant seventh.

Volek bases his theoretical remarks on actual music. The concept of harmonic
[Junctionality enabled Czech composers in the first half of the twentieth century to extend
tonality to what Volek calls its periphery: free chromaticism resulting not from atonality,
which is often termed a cul-de-sac in Czech theory, but from liberating chord functionality
Jrom a hierarchical structure based on the gravitational pull of the tonic. Remarkably
enough, the strength of harmonic function was not diminished, and a performance
practice developed in which such functionality became a powerful vehicle of expressivity.
The harmonic realm described by Volek here is vital to our comprehension of this extensive
repertory.

In this article, Volek proposes that a subgroup of the triads which we would call
mediants and submediants, along with the tonic, can take on an independent harmonic
Junction which has the properties of a cycle of triads at the distance of a major or minor
third. He takes his examples from works in which tonality is still an active force.

Volek further establishes the context of this new function by describing three traditional
harmonic functions defined in Czech theory: tonic, dominant, and subdominant. He

' “This translation was made in 2001 from “Chromatické medianty jako ¢tvrtd zakladni funkce v tradiéni
harmonii™ in Jaroslav Volek, Struktura a osobnosti hudby (Praha: Panton, 1988), pp. 70-102. The kind
fssistance of Milada Hornovd in preparing this translation for publication is gratefully acknowledged.
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fers to the work of his predecessor Otakar Sin, who, following Riemann’s example,
tablished a variety of other functions and chords, including Neapolitan, Lydian, Phry-
i, and Mediant triads for Czech theory. Volek’s contemporary Karel Risinger has
oposed that Lydian triads (often variants of diminished triads and sevenths, patterned
ter the VII chord and its alterations) and Phrygian triads (11 triads with flatted root a
th, resolving directly to the tonic, often variants of the Neapolitan sixth, and including
me of the altered chords discussed in American and English theory texts) also comp s
netions. i

Volek extends principles of diatonic harmony are extended into the chromatic realm
'monstrate transformation of traditional harmonic forms by twentieth-century com :‘
IS, ‘

Volek is the author of a more elementary discussion of harmonic functions, “Harme
cké funkce,” in Slovnik Ceské hudebni kultury [Dictionary of Czech Musical Cult
rague: Supraphon, 1997), which provides an excellent introduction to this article.

For additional background information about Riemann theory in English, see Cé
ahlhaus, Studies on the Origin of Harmonic Tonality, translated by Robert O. Gjerding
Yrinceton: Princeton University Press, c1990): “A Guide to the Terminology of Gei \
armony,” pp. xi-xv, and “The Theory of Harmonic Tonality,” pp. 7-66, which discyl S
me of the same Riemann-related issues; in particular, the problems with mirror sy
etry in the dualistic major-minor system and the tonic-like nature of mediant ¢
ibmediant chords. ]

lossary

The set to which a given chord belongs is not unique, but depends on its usag
mtext. A given triad may be said to imitate the function of the triad a third above or be
‘in particular, a VII chord may take on the function of a V chord; a Il chord can take
e function of a IV chord.

Examples are given for the keys of C major and ¢ minor.

~ tonic - set of chords based on the I chord: C-E-G or C-Eb-G. 4
and ¥ are signs used by Otakar Sin for the Phrygian and Lydian triads respectively.
~ dominant — set of chords and their alterations based on the V chord G-B-L
G-Bb-D; can also refer to the upper three notes of the dominant seventh cho
B-D-F (VII chord). ‘

7 ~ dominant seventh: G-B-D-F. ,
D -~ set of chords and their alterations based on the dominant of the doming
(i. e. II chord) D-F-A or D-F#-A.
— subdominant — set of chords and their alterations based on the IV chord F-A-C
-Ab-C. /
+7 — not only a subdominant seventh, but also the seventh chord of which the Su
dominant triad comprises the upper three notes, e. g. D#-F#-A-C. ]
S~ set of chords and their alterations based on the subdominant of the subdominan

(i. e. VII chord, Bb-D-F or Bb-Db-F).

M -~ mediant (includes III and VI chords, tonal and extratonal), categorized in the
text; a specific set of extratonal mediants is proposed as exemplifying a new
harmonic function.

MM - mediant of the mediant - for a Ill chord, a VI chord, for the VI chord, a Il chord.

N~ a chord with the functionality of the Neapolitan sixth.

F — Phrygian - set of chords and their alterations based on the II chord with flatted
root: Db-F-Ab or Db-Fb-Ab.

L - Lydian - set of chords and their alterations based on the VII chord: B-D-F' # or

B-D#-F#.

Combined functions proposed in the text:
LS -~ Lydian/Subdominant: D#-F#-A-C,
DF - Dominant/Phrygian: Bb-Db-F-A.

In this article Volek’s references to the mediant function have to do with chromatic
mediants rather than natural mediants.

Judith Fiehler
I.

Although one ordinarily does not give reasons for writing a non-polemic scholarly
contribution — for the main reason usually is one’s knowledge of the topic itself (or
knowledge of one’s ignorance of the topic itself) - I think that I should provide some
explanation for my interest in this topic, and demonstrate how this article is related to
my book Novodobé harmonické systémy z hlediska védecké filosofie [Current harmo-
nie systems from the perspective of scholarly philosophy], which was written in 1952
und published in 1961.

In both of my books — Teoretické zaklady harmonie [Theoretical foundations of

. harmony| (Bratislava, 1954) abbreviated in this article as TZH, and Novodobé harmo-

nleké systémy z hlediska védecké filosofie [Contemporary harmonic systems from the
perspective of scholarly philosophy] (Praha, 1961), abbreviated in this article as NHS
~ my goal was to express the chief theoretical problems in the field of harmony
through philosophical and theoretical analyses of the most important harmonic systems,
und to show, among other things, how a faulty philosophical — methodological basis
lends to conflicts between musical theory and praxis. At certain points, I also ende-
uyvored to supplement critique of other works with my own ideas in a positive way.
However, the conceptual scope of these two books formed a distinctive unity which
didd not allow me to discuss all of the issues which interest me and about which I have
formed mature concepts; in particular, many problems related to application of the
theory of functional harmony. Those who have read TZH may recall that this theory
wits nwsessed in that work as an essentially correct point of departure for interpreting
the entire musical epoch from 1600 to 1900, Certain weaknesses in Riemann’s own
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concepts, such as the absolutely symmetrical dualism of major and minor, the ahistoric
dominance of harmony over melody, and other topics were discussed within proper
limits. I also took a stand against any expansion of the theory of functional harmony
whose application would distort or nullify its fundamental principles. It would also
have been possible to demonstrate philosophical and ideological causes of such
distortion. ;i

On the other hand, the development of the theory of functional harmony certainly
did not end with Riemann. Diversified concepts; the incompatibilities of these con-
cepts; the development of certain essential, even very important issues concerning the
theory of functional harmony which arise in the context of the fundamental laws of
these concepts; all of these topics not only can be, but must be discussed. It would be
incorrect to look for a philosophical basis for each of these naturally evolving, varied
ideas which would merely correspond in substance with a general theoretical frame-
work. For this reason, and because a wealth of material was found while investigating
other ideas and philosophical systems, I did not reconcile the theory of functional
harmony with these theoretical issues in a systematic way, or offer a comprehensive
view of the contemporary state of functional harmony from my own perspective at the
close of NHS.

One of the inherent problems of the theory of functional harmony is that of the
number of harmonic functions. Surely no one would think that the identification of
three functions - tonic, dominant, and subdominant — represents the ultimate point of
development in this theory, that this number is sacrosanct. Whenever we assume that
there is no possibility of adding more functions, we are immediately faced with the
necessity of doing so. When we examine the development of classic and romantic
music, we realize that the reduction of every variety of harmonic phenomena to
merely three functions is forced and leads to overly pedantic constructionism. Czech
music theory has squarely faced this very issue in recent decades: In 1955, Karel
Janecek published the article “Zakladni harmonické problémy a jejich feSeni” [Funda-
mental problems of harmony and their solutions] in the periodical Musikologie, in
which he departs from Otakar Sin’s position by proposing to increase the number of
functions to five (the tonic, dominant, subdominant, Phrygian and Lydian functions
abbreviated as T, D, S, F, L) — thus, in effect, promoting the already established Lydian
and Phrygian chords to the status of functions. Karel Risinger proposed a twelve-
function system in 1958.> Emil Hradegky also supports five harmonic functions in his
Uvod do tonélni harmonie [Introduction to tonal harmony] (Praha, 1960). In the
meantime, I had already expressed an opinion in the penultimate chapter of NIH§
(Pp- 294-298) - not as a reaction to this new position, for I wrote in 1952 - that It was
necessary to establish a fourth function for traditional harmony, the chromatic mediunt
function. In the context of that chapter, this passage gave support to another, more
universal and important thesis: I demonstrated that the major and minor thirds upun
which traditional chords are based can also serve as an intervallic basis for harmonie

2 Karel Risinger, Niastin obecného hudebniho funkéniho systému roziitené tonality [Outline ol the
customary system of musical functionality in extended tonality] (Praha: 1958).
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functionality in late classic and romantic music under certain conditions; for example,
A% the relationship between the roots of two functionally related chords. 1 also
demonstrated that the intervals of the fourth and fifth - intervals which were originally
Used as the basis of the structure of horizontal harmony - have, in recent times
Mmilarly served as a basis for chord construction (the fourth chord and others).
Moreover, Karel Risinger thoroughly examined this very passage in his extensive
review of this book, systematically developed it further with great practical knowledge,
und incorporated it into the developing historic context of Czech music theory,
Risinger reconstructs my entire concept of the number and arrangement of functions
I an outline which, in my view, would be a very reasonable functional framework for
music in performance as well as analytical and compositional praxis (with the use of
sehemas). As the author of a similar functional schema, he has specific reservations;
nevertheless, he considers the introduction of an independent mediant function (with
the symbol M) into the tonal system to be definitely correct (pp. 762-763). However,
nelther this passage nor its analysis and explication in Karel Risinger’s review can
substitute for systematic investigation and direct commentary on this topic, which is
often the center of attention; hence, I have decided to clarify it more systematically in
this article,

Because this topic is significant with respect to very recent developments in
traditional harmony, its investigation here — even though it might be somewhat flawed
~ enables better analysis and orientation, chiefly for the very innovative compositions
from the end of the 19th and beginning of the 20th centuries. Therefore, I believe that
thix essay can also contribute in part to paying the debt which music theory owes to
tonal harmony, and bring music theory a few decades closer to contemporary praxis,

U1 have chiefly used examples from actual music, from genuine compositions, to demonstrate my ideas,
1 would like to make two comments about them.
Thewe examples are merely objective illustrations, specific quotations — not a representative selection,
Nince we find widespread examples of chromatic mediant structures as early as the second half of the
nineteenth century, an attempt to provide a representative selection would be a quite laborious affair,
and sueh a selection would not be substantially more helpful for explaining the principles which will be
iscussed here, Thus, the predominance of examples (1) from Czech music (2) from piano compositions
und particularly (3) from Suk’s piano compositions does not indicate that such structures have been
slgnifieant aspects of Czech music, piano compositions, or Suk’s music, or that they might not be found
elsewhere ns frequently, with the same significance. This predominance is merely the result of a patriotic
tholee of the material which I sought and was at hand,
The second remark concerns my method of notating harmonic and chordal signs under the notes. The
latent modulatory character of the mediant structure and other considerations led me to use two
notational systems in certain places: 1. Chord specifications in common use, from which I utilize chord
fotation used in guitar and dance music (for example, D7 indicates D-F#-A-C and its inversions rather
than a dominant seventh chord), 2. $n’s familiar notation for analysis of harmonic functions, The “guitar-
Ike" notation s indicated by normal type, and Sfn’s harmonic functional notation by boldface type,
[ Translator's note: this printing convention has been changed from that of the original text, since $fn's
Hotation may not be familiar to English-speaking readers, |



IL.

In my opinion, the concept of harmonic function was introduced by Riemann in
order to enable diagnosis of the deeper purpose of various chord progressions,
diagnosis of that which such progressions with differing sound, structure, melody and
rthythm have in common. He thus found a genuine basis for harmonic laws and
specification of musical structure. Then the basis of harmony does not consist in how
specific, mutually related chords differ (there is always enough of that in the context of
reality), but how they are alike. For example, when we compare the progressions

a) Volnd b)
W Ty o e i e 1 ——
sEE— = lEEe——m

we see, or better said we hear, that they are different from an expressive standpoint,
even though the tempo, rhythm, melody, and aural effect are preserved. In example
1b, a difference in expressivity is obtained through altered notes. These notes are
harmonic elements of the chords, and hence it is impossible to state that the harmonic
progressions shown in these two examples are absolutely identical. However, one can
say that they have the same purpose, direction and tendency to resolve (to the tonic in
this case), and the same functionality. This fundamental tendency of chords to resolve
supports the realization of structure; everything else can be considered as diversifica-
tion, expression, intensification, animation, shading, coloration, and so forth; there is
truly much at one’s disposal here, metaphorically speaking. By reference to the
philosophical dichotomy of “substance — phenomenon”, we can consider a harmonic
function (through the use of explanatory symbols) as the abstraction of the essential
substance of the progression, and its concrete form (for instance, as a triad, seventh
chord, altered or unaltered chord, a function of a primary chord or its substitute) as
phenomenon, its implementation as a real event. Philosophy teaches us that substance
has no existence except for its realization in form as phenomenon(thus, a “pure”
abstraction of harmonic functionality is inaudible); that every event refers to an
abstract concept; and that the attributes “universal,” “specific,” “identical,” and
“different” exist only in dialectic association.

These truly unoriginal reflections might seem to be self-evident to the point of
banality. But I have the impression that Risinger’s system of twelve functions some-
what jumbles these two categories, substance and phenomenon. For his purpose,
functionality is not a designation for the inner relationships of actual chords or Rroups
of chords, but for their individual or collective attributes. In its implementation,
Risinger obtains a specific function for each degree of the chromatic scale. Thiy resull
raises the fear that if we take off in this direction we might not be able to stop, for with
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further differentiation based on the number of notes in the chord, chromatic altera-
tlon, ete,, the number of functions might increase so much that we could eventually
lind ourselves in a situation in which each chord progression (not to mention inver-
unions) would have to have its own function, and that function would be identified by
means of the progression. To be sure, the author of the twelve-function system has
uecepted criticisms of his work which have often been motivated by these very
ubjections, and he seems to be willing to consider whether an authentic function could
he considered as an example of what he calls divisions, as something which almost
volneides with the system of T, D, S, F, and L [tonic, dominant, subdominant, Phrygian,
und Lydian functions). I dare say that as this system develops Risinger will have five
funetions, as well as twelve kinds of subfunctions or functional variants on various
tegrees of the scale, which, in the end, will take actual form as a set of self-sufficient
telationships.

Il'we proceed empirically from actual cases, as the laws of induction and deduction
fequire - for instance, from the difficulties which arise over identification of certain
funetional signs of the Riemann-Sin system (to which Risinger appeals) ~ and also
from a firm understanding of the consequences of the philosophical basis of “substan-
¢ « phenomenon,” then, I think, there is a single correct path for efforts to increase
the original number of three functions: we decide to introduce new functions when
ind only when it is absolutely clear that a specific group of interrelated, similar chord

fogressions which are in frequent use simply cannot be notated as any of the existing
netions or functional combinations (T-S, T-D, S-D, S-T, D-T, D-S); we simply cannot
Apecity a given chord unambiguously as subdominant, or as a vertical sonority with

i dominant or tonic character. This condition holds for the chromatic mediant

funetion, Thus, for instance, an Eb major chord resolving to C major does not play the
tole of a tonic (or substitute tonic, as Sin conjectured), or a dominant (for we do not
perceive the Eb as D#!) or, obviously, of a subdominant. The triadic structure of the
thord is compelling, consistently obvious, and only analysis on paper would venture to
tecommend that the Eb major chord be notated as D#-G-Bb, an altered dominant
minor six-four chord in the key of C major. For we perceive Eb as the root of the
ehord; but this Eb is not usually resolved as an altered note would be, to E, but freely

10 € < and this vertical sonority would have to appear in a highly unusual, very specific

dontext to be analyzed as a second inversion. An even greater difficulty arises with

fenpect to non-modulatory chord progressions such as that from A major to C major,
which are quite usual today. A theory which does not recognize the chromatic mediant
funetion within the key, and does not want to admit extratonal mediants (perhaps with

i proposition about abrupt modulations or mechanical juxtaposition of two tonic

ehords and so on), has no alternative but to:

L. e¢hange C# to Db and E to Fb! (which are, after all, alterations which are not
illowed in C major) and thus to transform a comprehensible major triad into an
incomprehensible six-four chord with an diminished fourth and diminished sixth(!);
ol
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2. merely change C# to Db, whereupon a monstrous structure emerges — a four-five
chord with a diminished fourth.*

I'think that these risky methods are inherently doomed and that one does not have
to speed their demise with sarcastic commentaries. I therefore abandoned such lines
of reasoning and reached the inescapable logical conclusion that we run up against the
actuality of a fourth basic function of traditional harmony in such cases.

To summarize the remarks we have made so far, we formulate them as two related
premises:

1. We sense (and the composer uses) progressions involving chromatic mediants not
merely as empty functions but as normal, familiar, solid structures (that is why we
find them in the closing sections of compositions and in dance music);

2. Attempts to explain these functions as forms and combinations of established
functions as well as the more recently introduced Phrygian and Lydian functions

break down in the unnatural theoretical constructionism of the explanations

themselves, which are far removed from actual praxis and normal musical intuition.

A syllogistic conclusion follows from these premises: there are four specific functions
which have progresively unfolded within the recent evolution of European music on
the foundation of Classic-Romantic harmony.

* And there exists a chromatic mediant function M which defines the tonal harmonic
relation of all major triads whose roots are a minor or major third from the root of the
tonic in a major key

and of all minor triads whose roots are a minor or major third from the root
tonic in a minor key. U

a moll on el
Y cwol =
as moll « \‘“ﬁ

The natural mediants are minor triads in major keys, and major tri
keys, (a minor <~ C — e minor: Ab major < ¢ — Eb major). They do
a distinct function because they always have two common tones will
[Translator’s note: in Riemann’s theory] they are merely variants, functi
tes or combinations of the tonic, subdominant, and dominant functions. ‘1

* In the review cited above, Risinger analyzed a similar case which was even more complex; 14
key of C minor. He shows convincingly that all of the notes and intervals of the Fe il
perceived as such rather than enharmonically, as altered Fb, diatonic Ab, and so forth,
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e called “mediants” by Gavaert (Traité d’harmonie teoretique et practique, Brus-
Al 1907). Thus the term “mediant” is not new (it appears as early as Rameau, who
WA It to indicate the natural triad on the third scale degree); but I use it in an
Innovative, fundamentally different way.

III.

Lot us now return to the hypothesis that the Lydian and Phrygian functions are
Idependent, Janedek treats this hypothesis very cautiously. He discusses them as
pplementary, auxiliary, and complementary functions of lesser importance. Consi-
N their harmonic affinity to the tonic and to other functions, I believe that their
monic functionality is not independent, in fact it is not even subsidiary or supple-
tury; these chords are merely rather distant alterations of subdominant chords
W ho-called Phrygian function) and dominant chords (the so-called Lydian function).
Iunslator’s note: the I1 triad has two common tones with the IV triad, and the
A1 trind has two common tones with the V triad.] If we would apply the strict
inditlons discussed above for determining harmonic functionality when constructing
#ae functions, we could never resolve to proceed. The relevant relationships are
Abmatically expressed thus in C major:

-‘h ¢ minor:

L" . r Des dur

=== BN
mol

v.’

C durea—> Des dur

H dur

=~ des moll

I example: Db-Fb-Ab in C major, B-D#-F# in ¢ minor; for Fb and D# are
Wrmonic equivalents of the third of the tonic.)
hive explicitly introduced all of the possible Phrygian and Lydian triads to
ek the rules of alteration apply; however, we do not show possibilities for triadic
Itions which break these rules, those which can be considered as free chromatic
gressions (abrupt modulations), or, of course, those for which it is difficult to
lﬂh i stable functional triadic relation (for example: Db-Fb-Ab in C major;
DI in ¢ minor; Fb and D# are enharmonic equivalents of the third of the tonic
i, 0 If major and eb if minor - and thus cannot be recognized as altered notes).
VIl respect to what remains of the variety of possibilities which we have shown in the
Hame, It fs necessary to add that Sin (Uplnd nauka o harmonii, third edition, 1942)
sulllen the Phrygian chord (designating it as a subdominant triad with the symbol ¥)
i toup of trinds which resolve entirely by semitone; for example, Db-F-Ab in
; ﬁufm ind (evidently also) Db-Fb-Ab in ¢ minor. [Translator’s note: In the following
g

/
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the tonic, seemed to be the most convenient way to strengthen this chord’s functionns
lity, and is currently used in popular dance music.”

(Gypsy melody)

Moderato

o R
< - ‘; 1 |
= ,'EJF_:% (Gypsia)
Gy Hy c »

As we speculate why the structure of these symmetrically altered chords is obviow
to us, but their functionality, frequency, moods, and diverse uses are not, perha
I could communicate to the reader some of the experiences I had when studying the
harmonic style and innovative aspects of the compositions of Frederick Chopin,
[Translator’s note: Contrary to Riemann’s theoretical expectations] there is neither
equivalent relationship nor a symmetrical resolution of specific traits between domis
nant forms and subdominant forms in the context of the music itself. While the
dominant forms are most statistically prevalent (as shown in H. Budge’s Study
Chord Frequencies),’ the subdominant forms tend towards increased dispersion and
qualitative diversity. The subdominant function is clearly predominant among the

7 From the example, it is also clear that the triad B-D#-F# (along with its inversions) plays the explicit role
of a dominant here rather than any other specific role (function), and effortlessly supports the note € i1
the bass as its foundation, even often requires it. The well-known theme of Gershwin’s Rhapsody in Blue
also utilizes this chord, in an explicitly dominant function which is also made evident by the note G in the
bass accompaniment of the piano part.

T S(ad) T DY T SSIPDPT
The compactness of this B major triad and the distancing of the pedal G by its timbre and voicing insures
that we do not perceive the entire vertical sonority as a G-B-D#-F# seventh chord, but as a functionul
combination.

¥ Jaroslav Volek, “Chopin - novétor hudebni fedi™ [Chopin — innovator of musical discourse] In hix
Struktura a osobnosti hudby (Praha: Panton, 1988). Also Sbornik Hudebni véda, 1/2, Praha 1961 (vee
page 113), and “Die Bedeutung Chopins fiir die Entwicklung der alterierten Akkorde in der Musik des
XIX. Jahrhunderts,” in Chopin - The Book of the First International Musicological Congress devoted (o
the works of Frederick Chopin (Warszawa: 1963), pp. 259-268.

’ Helen Budge, A study of chord frequencies based on the music of representative composers of the
cighteenth and nineteenth centuries (New York; Teachers College, Columbia University, 1943),
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iltered chords. The dominant function, despite its statistical prevalence, seems to be
voneentrated in relatively few forms (chiefly the dominant triads, and dominant
seventh chords), whereas the subdominant function unfolds its roles equably into
diverse variants and variations; there is a far greater equivalence and balance among
the minor and major subdominant forms, the subdominant triads and sevgnths, than
among the major and minor dominant forms. I am sure of this assertion with respect
1 Chopin’s music; for other composers of the Romantic era, I have at least found
nothing which would contradict it. '

Therefore, it is this generally unequal distribution of the various traits of dominant
wid subdominant forms which functions in such a way among altered chords — the
forms which are strikingly remote from the fundamental triads — that a clear prepon-
derance of subdominant (Phrygian) forms over dominant (Lydian) forms emerges.
The Lydian triad B-D-F# is very unstable functionally; its relationship to C major and
£ minor is the least customary, the least smooth, the least independent, and so fort'h.
The position of the triad B-D#-F# is far stronger (and certainly has more poter.mal
for becoming a harmonic cliche), but only because it solidly conforms .to our habit of
Ivariably resolving the doubly altered S+7 (D#-F#-A-C) to the tonic in the key of C,
und in fact, is only a newer, less banal variant (for example, in the form B-D#-F#-A).
For this reason, it is not possible on historical grounds to consider the chord D#-F#-A-C
10 be LS, a form combining Lydian and subdominant functionality, as Janeéek does, as
I will demonstrate below in the appropriate place. This result naturally corresponds' to
the fuct that the alteration of D to D#, which clearly engenders an additional leading
tone, reinforces and facilitates the relationship of B-D#-F# to the tonic chord of C
and nullifies the effect of the chord’s independence from the key; whereas the
minor D in B-D-F# seems far more neutral and does not have a gravitational
Attraction to either the major or minor third of the tonic triad (in this passag_e), even
though, according to Sin — evidently incorrectly — it functions as a pseudo-leading tone
when resolving to a minor tonic triad because it resolves by semitone (D to Eb).

Clearly, as soon as another note is added to the B-D#-F triad, such as the §evepth
nnd particularly if it is Ab, the sixth degree of the diatonic minor scale, Fhe situation
ehanges and the affinity with the tonic is intensified. Not through thp Ly.dlz_m funct.lc?n,
bt through the ordinary subdominant relationship. Janadek utilizes it in exquisite
hurmonic progressions in a crucial scene of his opera Kafa Kabanova:

{Junidek, Kafa Kabanova, piano reduction p. 148)

Adagio (d=54) b e e
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harmonic invention. Hence $in did not attain mirror symmetry. But this detail once
more confirms our conjecture: if conventional asymmetry is valid, the inversions of the
S-D relationship - or to say it another way, the Phrygian and Lydian chords - are
nothing but singular cases, merely realizations of dominant and subdominant functions
in regions distant from the tonal center.

History, the historical development of music itself, provides us with another
example. Janecek understood well that the Lydian chord is quite recent in time, and
thus less stable than chords such as D#-F#-A-C and D#-F#-Ab-C, which were
elegantly utilized by composers of French grand operas, and, with few exceptions,
were not harmonically daring or original at all. And thus Janedek states (124 c. d.):
“... the classic composers were only aware of its use in combined functions; modern
composers were the first to use it in pure, uncombined form in direct relationship to
the tonic.” Let us consider what this assertion signifies as an account of specifie,

triads does not seem possible to us here. In other words, I think that if this assertio
were extended to other harmonic functions, it would undermine the very concept
function as the foundation and basis of harmonic relationship. Functional relation«

a decisive role in that development — which no one today who acknowledges the
Zarlino-Rameau-Riemann line of succession in music theory can doubt to be true in
general. Combining functions produces intensified functional nuances, but also stron
ger, more stringent requirements. To put it another way: if functional combinationy
are to be comprehensible as such, the elements of these combinations - basic chordy
(and their interrelationships) must already have been established, and must exist in
common practice. Chordal development in the seventeenth through the nineteenth
centuries fully confirms this conclusion; in general, it clearly progresses from simplis
city to complexity, from ordinary functions to their combined forms.

However, could someone object that this conclusion might be invalid for the end of
the nineteenth and beginning of the twentieth century (with respect to the evolution of :
traditional harmony)? In that era, it is certainly remarkable that the chromutie
mediant function conforms to this rule of development (from simple to complex),
Today, we do not lack examples of polymorphous combinations of chromatic medianty
and their combinations with tonic, dominant and other chords, as is shown in this
example from Bohuslav Martind’s Julietta; in the key of E, a chromatic mediant on VI
is sustained in the treble clef, (enharmonically spelled Db-Ab-F) along with D!

(dominant triad, B-D#-F#) then 8* (A-C#-E), then a mediant on 11” (G-B) and
finully a Phrygian chord (altered substitute subdominant on II, F-A-C).!

(Hohuslav Martind, Julietta; piano reduction, p. 119)
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The history of the chromatic mediant function clearly den}ogstrates that‘it was fir§t
#atublished as such in simple triadic form, and that its potentiality for combinations in
seventh chords, bichords and other chords emerged 0r31y afterwards. "l."heilaw of
nitural progression from simple to combined forms' apphes.from' the begmnlr_lg and
throughout the comparatively recent expansion of its functionality. In the midst of

W o cxuniplc, it is noteworthy that the continuity of the tonal center of E major is always maintained in

il remarkable manner, and the passage never deviates from that key. No matter where we break off th{s
phrise, we always perceive the E major chord as the tonic; it even seems that the very presence of this
thord combination reinforces our consciousness of a unique tonal center, that the tonal center is more
secure thus than it would be if pure mediants were used. i ;
There are two possibilities for linking mediant chords of the first degree, as we shall later show in more
detull, Either: mediants on the I11 scale degree are linked; mediants on the VI sgale degree are linked
(b and E, Ab and A in C major; eb and e, ab and a in ¢ minor), but then.the se:m.xtonf: dl-stancc qf all of
Nnotew of these chords will evoke sharp dissonances and the greatest posgble dlfflCullthS. in grasping the
hurmonic direction - hence this possibility never actually appears in praxis. Qr: combinations of mediants
on 11 and VI alternate (Eb and Ab, E and A, E and Ab, Eb and A.in C.majoy; eband ab, e a.nd a,eb and
#; ¢ and ab in ¢ minor); these progressions are logical and natural in this region. The following cyfar.n‘p.le,
vonstructed as sixteen-measure harmonic period for piano, systematically.run_s through tht.:SC posmb.xh.ues
without detracting from the harmonic aspects and inflections of the periodic structure, in our opinion.
Combinations of these mediants — Eb-Ab, E-A, E-Ab, and Eb-A - occur here in succession, and are
fepeated two or three times.

Moderato
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key. As a result,

discourse and expressivity, and is evidently also developed in response to the domi

nance of the principle of chromatic alteration, which often either

1. Tends to reduce the tonic to the status of a point, of a continually deferred cadence.
a stream of alteration technique (as is known, the prelude to Tristan is almog
crammed with continuous surfaces of relationships of intermingled altered and
extratonal dominants); or

2. When tonics are statistically prevalent, compensates for their devaluation.

Let us recall that, even though there is a great abundance of altered dominant
forms, they almost always support a single tonic triad or its ST substitute. Not only
does the chromatic mediant progression do away with this inequality; it also expandy
the possibilities of the tonic through the technique of thickened chords, which is bette
suited to tonics and mediants than dominants. 3

In view of these reflections, another logical difference which occurs to us is tha
there is a greater number of chromatic mediants (4 in major and 4 in minor, 4 in th ‘
dualistic major-minor system). This result corresponds to the quasi-tonic rather than
the dominant nature of these mediants. The tonic, which in a musical context tends to
close into itself (tonic repose, its capability to bring harmonic movement to a close),
always a relatively isolated form: on the other hand, we regard the dominant

This tendency of chromatic mediants to form groups can perhaps even be considere
as the foreshadowing of later combinatorially constructed vertical systems (with
chords which are weakly interrrelated in the deep structure) such as those in systemy
by Héba, Schoenberg, Hindemith, and others. In these systems, the extreme result of
artificially isolated harmonies and separated notes appears to be almost pointillistie,
We could discuss a sort of absolute tonicization of elements here, if, of course, the
obviously discontinuous aspect of this effect were not in direct contradiction to the
circumstance that the tonic function signifies structure, continuity.

So much for what, in my opinion, strongly joins mediants together, and what forms
from them a distinctive, specific group of triads in relation to the tonic and the
dominants of a given key. This result clearly does not imply that mediants could not be
further classified in the way that we differentiate the minor dominant, major dominant
and substitute dominants and so on in actual use. I would like to demonstrate that
a classification of mediants is entirely feasible. ‘

" For a discussion of thickened chords see Jaroslay Volek, “O zahustovéni akordd” [On thickened uhoﬁi]‘ '
in his Struktura a osobnosti hudby (Praha: Panton, 1988), p. 103-112. d
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Let us pose the question, what is the relation of chromatic mediants to ‘the
dominants?' We have said that these mediants arise in a relation of a sort of tomc-l.lke,
Mtitic contrast with respect to the tonic. Moreover, many of them can be brought mtf)
felution with other triads of the key as extratonal dominants or extratonal subdomi-
nants,

1 Amajor = (D)DD
Ab major = (D) F
E major = (D) ST

¢: Ab minor = (S) TD
Eb minor = (S) SS
E minor = (S)L (DS 5 #)

thus clearly losing their mediant character and taking on that of domin{mts. On Fhe
uther hand, if they serve as a chord of resolution (for example in chromatic expansion
0l the technique of the deceptive cadence) and appear as substitute tonics, they retain
thelr mediant character. '
Fxamples (functional identification of chords which directly resolve to mediants):

 major: D7 -A
D7 - Ab
S+7 -Eb
iS+7 -E

¢ minor: °D7 - Ab
D7 -A
°S+7 -Eb
iS+7 -E

There is yet another possible relationship of the chromatic mediant' to the domi-
funt and subdominant, the contextual and structural coloration of medlants thrgugh
the presence of certain significant notes of the subdominant or dominant. The triadic
tonie quality of the mediant and its given direct relationship toward tht': tonic does not
permit us to assert the mediants’ full-fledged affinity to, or su.bstl'Fut}on. fgr, the
dominant (even in exceptional cases); the actual quality of this klpshlp .1s.11m1ted to
Mspects of coloration, sound, and taste. Nevertheless, it can aid us in defining clas§es
and subclasses of mediants which will always have at least one member. In C major
A in ¢ minor, mediants containing the note A or Ab will have subdominant colorl{lg;
Mediants containing the note Bb or B will have a coloring of a minor or major
dominant, The dominant or subdominant aspect of the mediant is understandably
helghtened by expanding it to a tonal seventh chord. But surprisingly, the MD an'd MS
sumbinations do not arise even then, for there will still be an extratonal note in the
Medinnt, and its triadic compactness will have a decisive impact on its functional
Wdependence. For example, in the following illustration

iﬁim medinnts in relationship to the tonic are discussed rather than mediants which can occur in
A tansitory modulation to the key of the dominant (see section V).
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(Janécek: “Dobrou noc!”)
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Md?7 is used, structurally conforming to an extratonal dominant seventh, resolving
to a ST in C major. However, this chord does not have the nature of a secondary

dominant (and does not resolve as such), nor does it have the nature of a combination
of a mediant and dominant, linked by the notes B-D. It primarily functions as
a mediant in a tectonically important place, at the close of the entire composition.

As Karel Risinger proposes in the review, a further criterion for differentiation i§
possible according to whether the mediant root is a major or minor third from the
tonic root (the significance of the intervallic distance of the triadic roots interestingly
clarifies the existence of two branches of Czech music theory). Hence, we will classify
mediants according to whether this interval is a major or minor third. Further criteria
are not necessary. If we then choose the signs “M” for major and “m” for minor
mediant and the indices s and d** to identify their specific properties, we can construct
the following table of mediants. [Translator’s note: these chromatic mediants are
minor when the tonic triad is minor, and major when the tonic triad is major,
Therefore they potentially can be interchanged with the tonic triad.]

¢ minor: M Ab-Cb-Eb C major: M,;: Ab-C-Eb
mg: A-C-E mg: A-C#-E
mg: Eb-Gb-Bb my;:  Eb-G-Bb
M;: E-G-B M;: E-G#-B

Half of these eight chromatic mediants, that is, M, m;, m, M3, have the propeny'
that they appear in the corresponding major or minor key as tonal chords with a tonig |

like character (for example, the chromatic mediant m® = ST, the natural submediant
of C major, and m, = TD, the natural mediant of ¢ minor). In the amphibious
(dualistic) Ce system, this number is narrowed to four: m,, M;; M2, m§. But what about
other triads whose roots are at the intervallic distance of a third from the tonic but
do not have a common tone with the tonic triad? These triads are:
C major: Ab-Cb-Eb ¢ minor: a-C#-e

Eb-Gb-Bb E-G#-B

' Here mediants in relationship to the tonic are discussed rather than mediants which can oceur In
a transitory modulation to the key of the dominant (see section V.
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e-gis-h

Cdur: as - ces - es
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(Risinger identifies them as mediants in his review.) They do not occur as rarely as
It might seem at first glance at the notes; they usually arise in passages teeming with
shifts (in addition to these examples, see the example from Dvé vdovy cited below.

{Suk, Radiiz a Mahulena, Prologue)

Adagio ma non lro%ﬁn

Jsem poha

Q. f Dym mysticky se nese

prede mnou...
: afd.

Moreover, apparent difficulties with those chromatic mediants which do not have
# Lommon tone with the tonic triad actually become a useful impetus for resolving
sitire systems of mediant progressions and chords. Let us begin with the broadest
possible definition of the mediant, a triad whose root is a major or minor third from
he 1oot of the tonic. Let us now divide the class of these vertical sonorities into three
gioups, in which the mediant and the tonic triad have 1. two common tones, 2. one
Lummon tone, 3. no common tones. No other such groups are possible. And thus it is
shiown that:

Clroup | consists of the natural I and VI triads. If the tonic triad is major, they are
o, and if the tonic triad is minor, they are major. Such triads either substitute for
the tonle or act as ST or TD in combination. There are two such triads in each major
key und two in each minor key, producing four unique triads in the system comprised
ul £ major and ¢ minor,

o
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andl the sume key, within a closed tonal system. This trait corresponds with the abpve-
mentioned fact that the chromatic mediant function is not represented by a single
sanonienl triad, but by a group of four triads. Furthermore: the relationship of th.e
“witinity of the third,” the common chord tone, thus arises not only between the tonic
Al the set {M,, M, m,, m,}, but also between the subdominant and the set {Ms,. m,},
Al between the dominant and the set {M,, m,}. And this observation also applxe_s to
wediants of the second degree. One of the most familiar utilizatiqns of me.dlant
sticture, which everyone recalls immediately when this function is discussed, is the
- pelvuin of Podhajsky’s aria in the first act of Dvé vdovy:

C: aminor: A-C-E: ST C: Ab major: Ab-C-EB: ST
e minor: E-G-B: TD Eb major: Eb-G-Bb: TD

Because these triads do not belong to the chromatic mediant function as we define
it, we call them mediants of the null degree, and we do not append supplementary
marks to their functional symbol M(m).

each minor key, and four in the dualistic Ce system. b Qmmnu. Dvé vdovy, Podhajsky’s aria)

Group 3 are mediants of the second degree; their mediant functionality is mo

unstable, and they are more easily used in substitution. They can be understood ay § A“‘B%';"’ moderato s . h -y

a more distant variant of the harmonic function M(m). They are triads on chromati o c'i“—é: g e

degrees of the scale such that if the tonic triad is major, they are minor; if the toni e r [ f £ 2 F ‘]"‘“:*H—

triad is minor, they are major. Their functions can be indicated by signs such as M wi h ul —_— P

index IT or M with an apostrophe (M?). Since they are distinct from the mediants of th ‘, e st ; s .é.

first degree which are built on the same notes, it is neither practical nor necessary ¢ ;}f_iegﬁi*““' *—ﬁé:ﬂ?— =

introduce such signs. It is sufficient to notate them thus: I < % r =

C: Ab-Cb-Eb as M° ¢ AC#EasM* %”
Eb-Gb-Bb as m§ E-G#-B as M},

‘: Precisely because many chromatic mediant relationships are crammed i.nto this
pskige, their tonal and polytonal multifunctionality vividly attracts our attention. The
Minor triad has a mediant relationship to the tonic (E major) and a subdominant
Wtlonship to the G major triad (in the context of the deliberately transient modpla-
) 0r modulatory excursion to G major). Moreover, the G major triad has a r'nedlant
Honship to E major (m,) as well as to the B major triad, which is the do.mmar}t of
e koy of E major (M, in this case) in the context pf the same kfey. The relatloqshlp (?f
which become evident to us through the study of pertinent examples of actual musi¢ the mediant to the tonic is decisive; the relationgh;p of the mediant to the dominant is
which have been recognized as artistically significant. wlo useful, for it contributes to the tonal stability of the passage. Another sort (?f
We have already mentioned the topic of chromatic mediants which have multiple @  Wultifunctionality, not as functionally centripetal as ‘the example from Smetana’s
~ Iunle, Is illustrated by a passage from Suk’s compositions. (The example shows the
pineipal theme of the first movement).

There are two such triads in each major key and two such triads in each minor ke
but none in the amphibious Ce system.

V.

Now, as we reach the close, let us examine certain traits of mediant structure

Thus, a tonic can become the subdominant or dominant of a neighboring key (il
accordance with the cycle of fifths), and altered chords have a particularly stronj
tendency to have multiple functionality; hence, they are excellent resources for modu:
lation, as the existing theoretical literature sufficiently demonstrates to us.!® Chord
with chromatic mediant functionality clearly have a very strong modulatory capabili

- {Buki Sulte op. 21 no. 1)

Allegro vivaca

(on the basis of their appearance as mediants in multiple keys, thus, if I might say, o S . -.l f ;_v-;é .:I =S S S SEERLE,
the basis of their polytonal multifunctionality). Moreover, we encounter somethi gl £ % IR FTV Bl ,
else in the chromatic mediant which is a bit different — multifunctionality within on s He %1

g

In this passage, the Eb major chord is a chromatic mediant of G major; it is
seputated from the tonic by an S chord, but the voicing is retained from chord to chqrd
(s device is favored by Suk, Janddek, Martind and others: a harmonic descent with

' In the Czech literature, a specialized, empirically valuable monograph has been devoted to the topic 0
polymorphous altered chords: Zden&k Blazek, Dvojsmérnd alterace v harmonickém myslenf [Bidirectios
nal alteration in harmonic thought] (Brno: Rovnost, 1949),
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subdominant coloration continually shifting downward at the interval of a major

second). Its direct relation to the tonic is indisputable, for if we stop the musical

phrase at the mediant, we clearly sense the tendency to resolve to G major; we are

always directed towards the tonic. But in the following example, a Phrygian chord

Ab-C-EDb is inserted into a cadence to the dominant; the M; (the preceding Eb-G-Bly

is heard. A M; chord can thus have multiple functionality: primarily as a chromatig
mediant, and secondarily as an extratonal dominant. The entire harmonic moti v
corresponds to a T-S-D-T cadence; we can consider the entire passage from S to N »
a set of varied forms evoking a subdominant atmosphere, for M, is a mediant "
subdominant coloration. The structure at the close of this composition is similar,

(Suk: Suite op. 21, no. 4, closing measures)

llf

Once again, the example shows the preparation of a Phrygian chord with the aid of
M, but here M, also functions as a factor in a quasi-deceptive cadence. For M, can
always be used as a tonic substitute in what can be termed a “deceptive mediar
cadence” or a chromatic deceptive cadence. It frequently modulates to other k
quite easily in the manner. This aspect of multifunctional mediants derives from (
fact that the significance of their numerous forms (including seventh chords an
others) approaches that of altered chords. We will discuss this aspect below whe
discussing the analysis of their modulatory capabilities. For the time being, we merels
note it as a structural fact.

“O mladosti ...”

(Suk: Raduz a Mahulena, V)

Andante
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¢in be harmonically analyzed either in f# minor - thus, as an upplicutioq ot'chrf)matlc
mediant functionality - or A major; here, we merely indicate the alternating major apd
minor quality of the various tonic and subdominant chorQS. A contfaxt of.dual functio-
ulity is established, for these keys (A, f#) have a mediant relatl'onshlp of the null
egree. It is also clear that this relationship corresponds to Fhe wistful theme' of.the
shorus, which always seems to soar daringly towards the light and fall again into
shadow; this Klangschattierung technique is syntagtically and ha}rmoqlcally in
forrespondence with the chromatic mediant relationship, and semantically in agree-
ment with the text and the mood of the scene. . ' ity .

Another expressive trait of chromatic mediant relationships which is f:ertaln!y
funnected with their potential for polyvalence is their modulatory capability, their
Supability to propel modulation. Until recently, the sq—called unprepared, abrupt
Modulation was precisely the mediant modulation itself; it was absolutely safe, effecti-
¥, and comprehensible in any situation.!”

»"’Mlunu: Prodana nevésta, “Sko¢na”)

Vivace (J=144)
0 b r o _Fm_ﬁ_:
¥ . At — vy
=4 g R
b ./ _—
b3
blik: Slavonic dances no. 3)
Rt sleeak _
m ) P

" 'ﬁ"mmh the Influence of dance music and pop music (for example, strophic tunes from Semaphor such

W8 “Klementajn” and “Marniva sestienice”), sequences of abrupt modulations by a§cendxng semitone
ﬁﬂﬂl huve recently come to the forefront and to our collective aw?renes.s: each verse is sung in different
Phis technique seems primitive at first glance, but it is appealing, It is also used t{y Beethoven at the
Wiing of the first movement of the Appassionata, where the f minor theme is repeated al.most
Q“ Wt chinge In Gb major. Tt is precisely this ingenious transformation to the major key a semitone
Rlgher which creates the unique atmosphere of the exposition,




Som";ﬁ_’;’;:ﬁ:&):e::?m lmogulatlor} is placed W'“"“‘ & larger compact entity, l_ I'he prologue of Suk’s incidental music for Zeyer’s play Radiz and Mahulena is so
imple chromatic mediant progression. 4 ssturated with modulation to keys with mediant relationships or directly through
medinnt structures of modulatory effect that we can speak of the inherently mediant
atmosphere of this music, that these very relationships imprint the music with their
- Wi specifie, inimitable nature which closely corresponds to the expressivity of the
- Wurds and the emotional, purposeful melodramatic text. (“Jsem pohddka ...”) The
Pagrammatic and poetic text of the Prologue continually requires alternating light
il shade in relatively peaceful, simple transitions without dramatic tension and
o, without obvious dissonances and resolutions. The juxtaposition of major and
4or keys in mediant relation is highly suited to this effect, and thus to relatively
temned tonicization of the harmonic action. Towards delicacy, but always towards
§ Aetialtive stirring of the harmonic surface which presents the mediant structures and
Wdulations, and which also usually involves relaxations of tempo: ritardando —
Aempo always forms a counterbalance to progressively longer areas of harmonic,
ileclike peace, in alternating segments from two to four measures in length (in
jilo or poco meno mosso). The general predominance of these relationships also
Miroly transitions which we could analyze as distant relationships of altered domi-
I8 10 new keys; they are so used and so freely voiced that they evoke straight-
wird mediant structures. This comment applies to the following transitions: from E
L £ In measures 47 and 40 [!], from Bb to D in measures 77 and 78, from A7 to db
lhor in measures 94 and 95, from Ab7 to C7 to E in measures 115-119. Examples of
Jite mediant progressions which also have modulatory purpose are, for example:
i € o E, measures 61-62, from D to F (82-83), from G to eb minor (128-129),
eb minor to b minor (130-131), from b minor to d minor (132-133). In the
tulogue, we observe that even though mediant relationships are, as shown above,
dumentally different in nature from relationships among dominants and tonics,
il this difference is most evident in comparison with primary, pure forms, neverthe-
B8, these two functions can approach each other in distant, peripheral harmonic
Ieun, Thus, a mediant triad enriched with a seventh or an added sixth can sometimes
W) be Interpreted as an altered D or S, or as DS (and also conversely); the chord’s
il meaning will tend toward one of these two functional types depending on its
ailext, voicing and nuance. Chords of short duration and factura which relax strict
fmonie resolution have a particularly decisive influence on the creation of a mediant
unphere, as in the Andante (**) from the cycle Jaro, op. 22a by Josef Suk:

(Suk: O matince, no. 2)

Allegro non iroppo

(Brahms: Intermezzo op. 118 no. 2)

Andante leneramente
§ B f@\l atd.
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In .the example from Suk, the first 8-measure segment of the passage ends i |
C# minor; the second 13-measure segment begins in e minor, but the entire passage |
created as an indivisible flowing whole, so that one cannot speak as unambiguou
about an abrupt modulation as one can in the preceding examples. The example fro
Brahms shows us a similar mediant “seam” between eight-measure segments. Moreovet
thej modulatory capability of the chromatic mediant is not limited to abrupt mod
latlops. One can set a fluent modulatory passage into motion through the use of thy
medlfint. For example, in Podhajsky’s aria (cited above), Smetana modulates fro
F major to E major by way of an A major chord, which is a mediant of the existing
of F major and the subdominant of E major, the target key:

(Smetana: Dvé vdovy, Podhajsky’s aria)

Allegro moderato

Modulace pokraduje takto:

a: T(D)S® T°
E: S° 8%6, D, T
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(Suk, Jaro op. 22a no. 4, measures 2-7)
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seprate chords to emerge as relatively independent harmonies, whereas an interpre-
tutlon based on altered chords would call for a more closely knit horizontal structure,
wiil would also necessitate explaining many other unconventionalities and difficulties.
Pur example, the note e in the third chord (F#-A-C-E) would then have to be
deciphered as Fb (thus, as belonging to an extratonal subdominant with a raised root
W ¢ minor (F#-A-C-F#); in the penultimate chord, the a would function as Bbb
{Hltted subdominant root) in the key of f minor, and F# as Gb (flatted root of
# doubly altered dominant seventh chord).
~ I'he modulatory character of the chromatic mediant function comes even more to
~the loreground in passages in which entire chains of this structure take shape based on
#alintonal dominants, chords on the seventh degree of the scale, and altered subdomi-
“Waits, The greater tonic-like nature of the mediant adds a more peaceful, static
~ huracter to those progressions. We sense them as quite free progressions of given
mels rather than as a single band drawn continuously through the harmonic stream;
swembling the chains of extratonal dominants and altered chords which, for this
wson, often oceur in piano compositions as part of brilliant concertante passages:

jetuna: Czech dances, Polka in F major)
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Chnins based on mediants and mediant progressions can be pure — that is, formed
~ saelusively from mediants, for example:

(Nuk: Juro op. 22a, no. 4)

we see that' by analyzing the chord marked with “+” as a mediant, interpreting it as a
a minor triad with an added Dorian sixth or as an a minor seventh (following th
pattern $f7, we can grasp the entire progression in four ways: either the entire
passage is in d minor; or it modulates to f; or it modulates to f and a: or finally, a ]
a continuous texture, cyclically modulating through the mediant key’ relationsh'ipl‘
d-f-a-c-a.-d-f, which is the most natural solution; in the schema, this solution is shown‘
by redefining the momentary events within the contextual surface. An interpr(;tation
based on mediant structure confirms the fact that the pianistic texture here causes the
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(Here, regularity becomes circular symmetry; the roots of the chords progress by
minor thirds from f and back to f)

or they can be mixed with interpolated chords:

(Debussy, Preludes “Les sons et les parfums tournent dans Pair du soir )

Moderd i
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(Suk: Serenade in Eb major, fourth movement)
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{Debussy, Preludes “General Lavine”)
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Chromatic mediant progressions — like progressions of the whole-‘tone progres-
I, the shift T-DD (tonic — dominant of the dominant, I-IT) or SS (tonic i extraFonal
dominant of the subdominant, I-VII) - can thus easily become a solid basis for
Hing more complex tone color combinations, flecks of tone colors. But then they
modulatory significance in the ordinary sense of the word and become tonally less

(Janacek, Vylety pana Broucka, piano-vocal score p. 76)

{Juences are specific instances of chains with modulatory traits. An interesting
Mionstration is given in these four measures,

‘, 1 ) matince, no. 2)

Allegro non lroppo

Here, relationships from mediant to mediant create the powerful movement of the o4 4 i VIS hg[ L ~ARRLL % I, b:l-%!'.:—\ﬁ!};h‘ ‘:M
harmonic action. A diatonic progression D°-T (in Josef Suk’s music: D-T) is alwa @&g’:—"@fﬁs&:@:@—@b
interspersed as if it were a “brake,” an explication. In the example from Janédcek, t &l \ AR
half-note chords support the harmonic plan and are mutually related though a cyclicl s - md: — 3 ; —
major mediant relationship of the first degree; moreover, because of the multifuncti i/ &;% L 9= = T =3 ,}
nal property of these mediants, the eighth-note transient chords also behave J - UMW,:/ fs a e g
mediants - of the second degree. The passage thus attains a melodic whole-to Funkee ve fis: T my s.,_)
coloration, and it forms a closed circle which is then repeated an octave below. ve D% L ma

The effect of the quasi-tonic character of chromatic mediants and their tendene /
toward simple juxtaposition (rather than resolution) is that they are more easily linke
through parallel or oblique motion than by contrary motion. For the same reason, the
parallel motion of entire chords which is typical of Impressionism functions in th
same way, especially when chains of these chords are based on chromatic mediants, ;

Which have been analyzed from another perspective by Viclav Stépan,’s who cal!ed
alention to the specific way in which these measures are phrased; the phrasing

i Vaelav ,‘ﬂe‘pnn. Novitk o Suk (I‘r.lhnIluddmfhml—l&U_méluké besedy, 1945), p. 167.
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conceals the sequence from listeners and those who read the music. However, the
sequence is quite clear harmonically, as the notated functional signs indicate.
Another example of a chromatic mediant sequence occurs in a well-known harmo
nic passage from Suk’s Serenade in Eb major: the pattern here is the T-m, relationship
(for completeness, the alternate analysis which disregards sequences is also shown,
but it is much less logical and convincing):

(Suk: Serenade in Eb major, no. 3)

Piti Andante (J=60)
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The next distinguishing trait of mediants is not especially characteristic, yet on
must warn that if its semblance does not emerge, mediants may not be present. It ha
to do with the fact that mediants, like dominants, can be either tonal or extratonal, anc
that they can also control an extratonal dominant. One of the most familiar motives i
music, the beginning of Beethoven’s Waldstein Sonata, contains an example of &

extratonal mediant.

(Beethoven, Sonata op. 53, first movement)

Allegro con brio
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Ihe Bb major chord enters here as a mediant moving toward the (l(.nninun!; in
submequent measures it also has a relationship to C major as the subdominant of the
sibidominant, .

Ninee mediants are multifunctional, they can sometimes be interprf:tcd cllhcr.us‘
funal or extratonal, In the coda of the Slavonic Dance no. 8, Dvorik m.se.rts a brief
fatition between the opening G major section and the entry of the subsidiary theme
# inor; it has the character of a modulatory sequence, but can also be analyzed on
buals of the system of the combined keys of G major and g minor:

Ak, Slavonic Dances, no. 8, coda)

Grandioso
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i can find a mediant relationship between the second and third two-measure
und between the third and fourth two-measure groups (in fast tempo), The
jor harmony in the second two-measure group can be heard as an extratonal
il of the B major mediant. The B major itself can be analyzed not gnly as an
mediant on II1 resolving to G major, but also as an extratonal mediant on V1
Ing to D major. In this case, the identification as tonal or extratonal to a given
“ thilx Is important — does not depend in this case merely on the presence of non-
! tones (as one can perhaps differentiate S and D from SS anc! DD)., _because
the tonal mediant on a minor triad (m) inevitably transcends dlatomclsm'; but
1, It has to do with the question: to which of the functions does the dominant
Networks of mediants resolving to D and S are extratonal, because they
papond to dominant or subdominant networks in other keys.
Paumples in which tonal mediants control an extratonal D or S occur more
Buently, The following examples from Fibich and from Suk’s Suite are straight-

Uh, Nevésta Messinskd, [Act 1, scene 1])
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(Suk, Suite op. 21, “Dumka”) I another example from Suk

Bk O matinee, no. 2)

Adagio ma non troppo

Allegro non troppo
, O e W N 4
TS s Y PR I
= TR
e ™ T
o 4 e M .« - . - -
BUVRSS sdramraleerros S0 ve e
b5 - L2 ¥ '
whord. znaéky D7 Dy C'; C’; BP

but the close of Suk’s Minuet is somewhat more complex
79 7 7
et dR IST IR ER T ALE 2 £ 8 s

(Suk: Suite op. 21, Minuet, closing measures)

Pitt mosso
ﬁ 4‘! £ i Ll to recognize the harmonic kernel in the first three measures (hence, we use
“br sy “gultar” notation from popular music here). Nevertheless, the relationship of

il M, to the latent F# major tonic (which is not heard in the passage at all, but is
ly Indicated by the moderately changed form of the D7), which stealthily appears
very beginning of the passage, not only as something quite evident but also, in

the only possibility.

mf — il it —
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1 re
L 1 i e
e 3 M—TF
> |
L

ST o S8
Funkea v G: (S+) My (S*) My(SHT(S+) Mg simile ( akordy S+ jsou alterovand,
nebo (S+  M)(S+ M)(S+M).... se zvySenou primou A% |

i pfidanou sextou)

Iunn gencerally accounts for the relationships among all major or minor triads and
o1 lonic. Since other forms of chords with triadic structure, such as inversions,
ith chords, and ninth chords, are entirely dependent as a rule on the functional
pike of triads, and augmented and diminished triads and seventh chords, again as
e, wre derived as incomplete forms from seventh and ninth chords, it is thus
hle 10 say a great deal about the completeness of the entire tonal system. This
0 I8 bused on the keys of C major and ¢ minor and the Ce system. The chords are
tunped by pitch, from lower to higher. Enharmonic differences are not brought into
wslderation (in the vein of that which has often been said about the irrelevancy of
W8 iunnee for such a robust structure as harmonic functionality). The notes Db, Fb,
b, G#, A#, C#, Cb are altered notes, but we consider the notes Ab and Bb in
£ major, and A and B in ¢ minor, to be diatonic.

This is the final passage, and it has a fine, sonorous sound; its framework create
a cycle of mediants consisting of a progression of second inversion chords on Eb, B, G
Eb, the set of major mediants of the key of G major; each is prepared by its own cho
an extratonal altered subdominant. Of course, we could write the entire sequence a
a (S-T) sequential pattern in which tonics are interrelated with mediants. Use @
mediants by means of factura, auxiliary tones and other means can be quite comple:
Their stability is demonstrated by the fact that they does not lose clarity even in th
most diverse of these complexities, and that on their foundation we never 10§
orientation towards the tonal center. E
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shieh w progression significantly contributes harmonically to the beauty of the passa-

Akord (enh.) C ¢ k4 pe " Wininger's twelve-function system might be useful for this example if his signs
€ -& =§v FE= T T T Wete not so significantly interrelated, or perhaps the sign “t” (small t = tritone
C ST T . ' T: T: ~funetion) could be helpful here. Nevertheless, we have other, more structural solu-
g:: A ;es & :: 2:: : :is - g;: g go go Houn In mind and would like to give priority to them. Let us concede that we can
d i i Pl $ $.DD° DD° 3, DD° Whdderstand these relationships in certain fayorable contexts as functional, specifically
dhel gLy I DD DD Db il structures rather than atonal (but not invariably) — and further examples substan-
es - ges-b dis - fis -ais m§ ‘m§ mg this idea.

es -g -b - - - m, TD °TD®

e g = h Y=l ™D Mg bt . 14 ik, Rusalka, death of the prince at the close of the opera)

e -—gis -h - - - M, MY M,

f -a -c¢ - - - S? St Se

f -a -c¢ - - - S 8 St

fis - a - cis ges - heses - des - (MM° -(MM°) -(MM°)

fis —ais - cis ges - b - des -(MM) -(MM) -(MM)

Boal ol & D° D D°

g ool @ e D D* D*

as - ces - es gis - his - dis M¢ M¢ Me

as -c -es - - - M, ST ST?

By = Cour 8 =i ST m$ 8T

a -cis -¢ - - = m* m* m¥

b - des-f ais - cis - eis S N §°

b -d -f - - - S S, D° S, D°

h -d -fis - - - D D* D*

h - dis - fis - - - D - D*

From the table, it follows that only three chords in major and three in minor (fo

unique triads in all) cannot be identified by the signs T-D-S-M; there is only one maj
and one minor triad in the Ce system whose roots are a tritone from the tonic ro
A tritone relation also arises between the roots of the Phrygian and the domina
triads, and between the roots of the Lydian and subdominant triads. But that
another matter, for the directional relation of both chords is decisively toward
tonic, and that is not tritonal. But I do not think that a tritone relation resolving to t

tonic could not be contrived or that such a direct functional relationship could ng
evolve. In the Largo from Dvordk’s Ninth Symphony (From the New World): ; —— L3
Je na | voisplus le ciet afravers tes cheveux
(Dvofték, Ninth Symphony, second movement) ]!E_ | ;.'%'g ggllg o nF__::;{gf,__
=== t 1 bz
Largo
H—hts - -
A H 1o I = I " S s o —Dxx = - . . S 3 .
R W oD progrension most closely resembles a combination of altered D and S chords; in fact, it could be this
# [ ﬁa b g S| be Smbination whenever a definitive triadic form does not emerge to the foreground. Thus, in this example
f e sl percelve Bb as A# = (altered S 1#), f as DS, the whole as an inversion of D-F-A#; in other
}
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Wonds, 0 minor nugmented triad on the seventh degree of a Mixolydian scale, functioning as a combi-

Wi ol an altered minor dominant with an altered subdominant. The complexity of such an interpreta-
W eleatly Inherently discouraging, and particularly in this case one must prefer the simpler harmonic
datianship: tonle and its antipode; in Janedek’s terminology, the antitonic.
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But is it necessary to search for new functional signs for these relationships, te
perceive new functions in them? We surely cannot speak of a simple mediant relation:
ship in this case, but we certainly can discuss the mediant of the mediant (MM). It
quite analogous to the very significant evolution of the relationships of DD and S8, thy
so-called modal adligatos of the tonic. Sin used the signs DD and SS primarily
indicate the relationship of the superdominant (II triad) to the dominant and of t
subdominant of the subdominant (VII triad) to the subdominant; II and VII we
related to the tonic merely as substitutes for other chords. Sin differentiated betweet
the functionalities of substitute dominants and superdominants, and between substi
tute subdominants and subdominants of subdominants, on the basis of their relatior
ships to the tonic even though the chords were identical. But today, under the
influence of the development of more recent music, the direct relationship of thes
chords to the tonic has stabilized to such an extent that these distinctions and t
remaining intricacies of the notational system of Sin’s theory seem to be superfluo :
substitute and secondary dominants can be interchanged and freely linked (clearly i
diatonic as well as altered form) with the tonic well as with the primary dominan
Moreover, the linkage of altered forms with the tonic is more expressive!

(Janécek, Kafa Kabanov4, piano-vocal score p. 27)

Adagio
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~ (lanadek, "Nelze domluvit!™)

Andante
iuccll
ErESESTEEE
‘ro Sl Te §°

ik, Viinoéni sonatina, first movement)

)

Quasi allegretlo

eeletto, op. 7)

Allqnﬂo ndm'zmdo

Mureover, these very relationships later arise among triads based on the tonic and
b itllone. Both triads on the tritone (for cxample on the note Gb or F# in the
aysleim) are mediants of mediants: The F# minor triad is a first-degree mediant of
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A major, and the eb minor triad is the submediant of a mediant of Eb major. The
Gb major triad is a first-degree mediant of Eb major; the A major triad is th
submediant of a mediant of a minor. These “secondary” or “alternate” mediants ar
stripped even of that slight subdominant or dominant coloration which helps us
identify the mediant; they are neutral in this sense, showing even more of a tonil
quality, of a tonic with a more static purpose than the mediant has; from tha
perspective, the secondary or alternate mediant seems to be a mirrored, symmetric
counterpart of the tonic, a static antitonic of the key, but also forming a dynam
antitonic through which the dominant and subdominant are effectively linked (fe
example, g-b-d’-f-ab” in Cc). The secondary mediant — the mediant of the mediant =
was established in the development of functional music when the mediant structu
emerged and was reinforced; from a certain perspective, it may be a factor in the fing
leap towards the completion of the functionality of the tonal systemn, just before
close and retreat in music which originated in the weakening and then the eliminatig
of functional relationships.

The definite, unquestionable inner correspondence of chromatic mediants to ‘
tritone progression is shown by the following illustration from an actual compositi
whose strength and expression are rooted in its very harmonic aspect:

(Suk, Jaro, no. 1)

i Allegro con brio ; :
WS k. i*%.
- hkl_ -5 ﬁ&v—
& § : ==
o e i
BT A e T
! 1 #'V,- J ‘* Ls

When we contemplate functional analysis of these noteworthy progressions, 0 i
repeated in this composition, two possibilities come forward. First, to abandon
definitely latent key of E major to which the tonal orientation of the entire area of
first 27 chords could perhaps be related (but which does not appear at all during |
entire exposition of this theme!). Then, we find the first chord to be S, the second 1o
an unorthodox spelling of an altered DS (C-D#-F-A) of a Phrygian character, and
third to be D7. But this interpretation not only lacks the conventional logic of {
dominant function but also does not take the point that we have made abov J

 We also choose the sign MM (double M) [mediant of the mediant] as analogous to the signs
[dominant of the dominant] and SS [subdominarit of the subdominant]. It is certainly true that
example actually shows the superposition of two minor mediants (m), because the superposition of
two major mediants merely results in the ordinary major mediant of the tonic which is obtained i
M, to M, and conversely; it is not necessary in this case to consider the minor and major mediants fn
classification, thus we use the sign which more appropriate from a notational perspective, which i in
MM.
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apreement with Risinger into consideration ~ that the lapidarity and compactness of
shurds and their structures clearly evokes and affirms our impression of static (not

~ fesnlving), alternating, fully developed chords: a progression consisting of D major,
- P major, B major (the last as a dominant seventh). We also should not forget that the

sumple comes from the beginning of the composition, where the orientation to the

¥ ol I major which will emerge later is more difficult to perceive than it is in the
sequent repeated progressions. Thus we hear the first linkage as that of the first
d second mediants as an intensifying continuation of this chromatic mediant atmo-
hete, s a progression of the same type. This second linkage is tritonal, and if we
pronch it by designating its function as MM, it can be viewed as an abbreviation of
% thord progression F-Ab-B, omitting the Ab7 chord. This is exactly the process
jeh forms the basis for the resolution of the secondary dominant to the tonic — in

I the transient, intermediate link of the usual dominant chord is also omitted —

Miting the Ab7 chord from this linked chain of mediants brings about an abrupt,
Aoup in the harmonic movement of this phrase, which is implemented through
slng melodic progression. A corresponding “hardness” into sharp keys and
| expressivity is also achieved, reinforced by factura and the energetic
of the piano itself. Another important confirmation of our conjecture of
vorrespondence between the chromatic mediant function and the tritone
Ip to the tonic is the fact that when a reminiscence of this theme appears in
I movement of Jaro (“V roztouzeni”) ... as the only independent subsidiary

b, "V roztouzeni”)

B

£ ﬁ%
PR ) 1 1
5

e e of flats gives the passage to a softer quality than that of the earlier, more

o exnmple, Suk abandons the MM relationship and stays with simple mediants;
i et an lllusory impression of a tritone relation is evoked. It is also significant
L When Suk prepares a change during the development of the theme of the first
el o inerensed tranquillity by use of a clear, diatonic E major (a tempo), the
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modulatory pattern of the preparation follows a mediant path, F7-Ab7-B7. Thus, the Zarlino - Rameau - Riemann an, und reagiert auch auf die theoretischen Beitriige der

section as a whole is characterized by examples of mediant structures interspersed (schechischen Theoretiker Otakar $in, Karel Janedek und Karel Risinger, Die harmo-

with seventh chords and their inversions (in this passage, a D7 which does not have , Nische Erscheinung der Mediante als eigenstindiger ,tonikalen” Funktion 16st Jaro-

a dominant functionality); the note C can even be added to the first chord without ! slav Volek auf originelle, iiberzeugende und durch zahlreiche Beispicle aus der Musik

changing that chord’s harmonic purpose. B dos 19, und 20. Jahrhunderts dokumentierte Weise. Die Studie wurde im Jahre 2001
It thus seems that we do not put forth an overly risky hypothesis by noting that our t von der amerikanischen Musikwissenschaftlerin und Angestellten der Library of

table could still be supplemented with MM® and MM*, the ttiads F#-A-C# and & Congress, Washington DC, Judith Marie Fiehler tibersetzt.

Gb-Bb-Db (and their enharmonic equivalents) in Cc. Then the table would be 1

complete;* furthermore, it would show symmetrical relationships of the dominants !

and mediants to the tonic: the secondary or substitute dominants find a counterpart in CHROMATICKE MEDIANTY

the secondary or substitute mediants in identical circumstances of historical JAKO CTVRTA ZAKLADNI FUN KCE V TRADICNI HARMONII

functional significance and conditions of use. il 4
Résumé

Vyenamny cesky muzikolog, hudebniho teoretik a estetik Jaroslay Volek (narozen
forvence 1923 v Trenéing, zemiel 22. tinora 1989 v Praze) formuloval svou teorii
Mnedianty jako &tvrté zdkladni harmonické funkce poprvé v roce 1952, V ucelené

dobé Ji publikoval v knize Struktura a osobnosti hudby, Praha, Panton 1988, s, 70~102,
eho koncepee, rozliSujici medianty nultého stupné, medianty prvniho stupné a me-
Ity druhého stupné, navazuje na tradiénf evropskou teorii vinoucf se od Zarling

' Rameaua a2 po Riemanna a reaguje rovnéz na teoretické pifnosy deskych
retikd Otakara Sina, Karla Janecka a Karla Risingera. Harmonicky jev medianty
ko avébytnd , tonikdlni* funkce fesf Jaroslav Volek origindlnim, pesvédcivym a z hudby
120, stoletf hojnymi piiklady dokumentovanym zptsobem. Studii ptelozila v roce
01 americkd muzikolozka a pracovnice Library of Congress, Washington DC, Judith
Al Flohler,

IN DER TRADITIONELLEN HARMONIELEHRE
Zusammenfassung

Der bedeutende tschechische Musikwissenschaftler Jaroslav Volek (geb
15. Juli 1923 in Trenéin, gestorben am 22. Februar 1989 in Prag) formuli
Theorie der Mediante als vierter Basisfunktion in der traditionellen Harmy
erstmals im Jahre 1952. In in sich abgeschlossener Form publizierte er sie i
Struktura a osobnosti hudby (Struktur und Personlichkeiten der Musik), Pra h
1988, S. 70-102. Seine Konzeption, die Medianten nulten Grades, ersten n
Grades unterscheidet, kniipft an die traditionelle europdische Theorie |

4

*' The triads Db-Fb-Ab in the key of C major and B-D#-F# in the key of ¢ minor (in the con ex
be assessed as spontaneous chromatically shifted, enharmonically muddled key centers, to 0f
to emerge as proper functional relationships. In general, it is interesting that the T, S, D
(excluding MM) covers all of the triadic relationships in the chromatic scale except for thos

closest to, and most distant from, the tonic. But even those relationships can sometimes
MM, as is shown by this example: 4

But here an authentic mediant is merely linked to a mediant of null degree, and thus the relaf

iy Walek, 2001
merely semifunctional.

e Phil, Musicologlea Olomucensia VI, 199-247
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