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A Note From the Guest Editors:

At the time of his death, Steve Larson had competed roughly eleven chapters of a textbook on Schenkerian
analysis. The book brings together three key elements not found in a textbook of its kind: 1) an emphasis on
expressive meaning and musical forces, 2) a recognition of the central role of pattern in musical experience,
and 3) step-by-step instruction in creating and correcting analyses (which Larson called the “strict use” of
analytic notation, developed first in Larson 1996). The initial chapters walk students through the basics of his
method, beginning with different types of diminution and building up to analyses of entire phrases. Later
chapters—thirty-three were planned in all—were to cover the various tonal forms, late nineteenth-century
chromaticism, jazz, popular song, and even world music.

Here we present—for the first time in print—the opening chapter of the book, “Expressive Meaning and
Musical Structure.” Larson uses analyses of the Beatles’s “Michelle” and Schumann’s “Wenn ich in deine
Augen seh’ ” (focusing on their similar settings of the words “I love you”/“ich liebe dich”) to explore how
expressive meaning in music relies on relations between musical structure and its embellishment, and in the
process offers a succinct overview of “strict use” and the idea of musical forces. The chapter concludes with
exercises that provide students with model analyses of easy, familiar piano pieces to test their understanding
of Schenkerian analytic notation and error-detection exercises that ask them to identify departures from the
rules of analytic notation they’ve been given.

The chapter provides a readable and remarkably clear introduction to the precepts of Schenkerian analysis. It
could be used in the beginning stages of a Schenkerian Analysis course or as part of an Analytical Techniques
course.  By  its  emphasis  on  expression  and  meaning,  it  carefully  highlights  for  students  how  musical
expression arises  through departures from more-basic  structures.  It  also clarifies  the use of  Schenkerian
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[1.1] Listeners familiar with tonal music find it possesses expressive meaning—that quality that allows music to suggest (for
example) feelings, actions, or motion (or even stillness, which is a special kind of motion). (1) This book teaches Schenkerian
analysis—a method of analysis that discovers some of the ways in which musical structure and its elaboration contribute to
expressive meaning.

[1.2] Let’s begin by considering our responses to two songs. Example 1 transcribes the vocal and bass parts of the Beatles’s
“Michelle,” from their album Rubber Soul. (2) Lead-sheet symbols indicate the chords played by some of the other instruments.
Example 2 gives the score for Schumann’s “Wenn ich in deine Augen seh’,” from his song cycle Dichterliebe. It also gives the
text and a translation. (3)

[1.3] The following analyses explore the expressive meanings of these songs—especially the ways in which departures from
implied structure support the meanings of the lyrics. So please take time now to listen to recordings of these pieces and to
sing and play them yourself. (4)

[1.4] In both songs, the words “I love you” (“Ich liebe dich!” in German) are set in special ways.

“Michelle”

[2.1] In “Michelle,” the word “love” is the vocal climax of the song; it is the highest note sung by the lead vocalist (Paul
McCartney). Even without the pitches, the lyrics emphasize the words “I love you.” These words encapsulate the basic
message of the song. They are emphasized through repetition. Within their three-fold repetition, the final statement is the
loudest, longest, and highest. But that final statement also emphasizes the word “love” with an expressive appoggiatura.

[2.2] To more clearly experience the expressive power of that appoggiatura, consider what the melody might be like without
it (Example 3). Example 3a omits the appoggiatura. (5) Example 3b reproduces the three-fold repetition of “I love you” as it
sounds on the recording.

[2.3] “Michelle” is a strophic song (that is, it uses the same music to set different texts); later, to the same music, we hear “I
need to” and “I want you.” And when this music is repeated, McCartney adds the ornamental upper neighbor shown in
Example 3c—so that the G, which is an embellishing note, receives its own embellishment. One reason that the Beatles’s
settings of this line (Examples 3b and c) are so much more attractive than Example 3a is that, at some level, we expect
something like Example 3a. As experienced listeners of tonal music, one of our expectations is that patterns of music, once
heard as patterns, will continue in the same fashion. Having heard F on the first and third beats of the first measure of
Example 3, we expect it to sound again on the first beat of the second measure of that example. When we hear the unstable
G instead, our longing for it to resolve to F resonates with the longing expressed in the lyrics. The expressive meaning of the
G is based in part on our hearing it as an embellishment of a simpler bit of music.

Schenkerian analytic notation

[3.1] Example 4 shows how that same relationship of embellishment to simpler structure may be depicted in a Schenkerian
analysis (also called a “reduction” or a “voice-leading graph”). Example 4 analyzes only the climactic measure that sets the
third statement of the words “want you” (and the third statement of “need to”)—including the embellishing upper neighbor

analytical symbols and removes some of the mystique surrounding the ways in which multiple analytical levels
interact. More importantly, it underscores how elaboration and embellishment contribute to the potency of
tonal music.

Our ultimate plan is to publish all of Larson’s completed chapters in the future, so that scholars and teachers
can take full advantage of his unique pedagogical approach. In the meantime, we hope that this chapter will
inspire you to think anew about the power of Schenkerian analysis to reveal how and why music moves us as
it does.
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that did not appear the first time we heard this music (on the words “love you”). The pitches of the voice part are given on
the upper staff of Example 4c and the pitches of the bass-guitar part are given (an octave higher than they sound) on the
lower staff. (Unless we want to draw attention to a particular feature of the inner voices, we will usually omit them from a
voice-leading graph.)

[3.2] The individual graphic levels of Example 4—a, b, and c—correspond to the individual levels of Example 3. But while
Example 3 uses traditional music notation, what we will call durational notation (because the appearance of the symbols tells
us how long each note lasts), Example 4 uses analytic notation. In analytic notation, the symbols, instead of telling us the
durations of notes, tell us how those notes relate to one another. (6)

[3.3] Analytic notation depicts those relationships by using noteheads, stems, slurs, and other symbols. In order to ensure that
our analyses reflect our aural experience of those relationships, we will always check our analyses by playing and singing every
level—with and without stems. This important idea is our first rule.

Rule #1: Always check by ear.
Always check your analyses by playing and singing every level—all notes, and just those with stems.

[3.4]  Analytic  notation uses slurs  to show which notes (the unstemmed ones)  elaborate the more structural  tones (the
stemmed ones). Notes of elaboration may be called “embellishments,” “ornaments,” or “decoration,” but they should not be
regarded as less important (remember that the musically most expressive notes we have discussed in “Michelle” are the
embellishments). We may say that notes of elaboration “depend upon” the notes they elaborate. We may say that we hear the
notes of elaboration “in terms of ” the more structural tones. When we say that a first note resolves to a second, we mean
that the first one elaborates the second. Tones that are more structural may be called “deeper,” “higher,” “more basic,”
“more remote” (depending the metaphor one has for musical structure), but they are always experienced as more stable.

[3.5] Notes of elaboration are of three types: affixes, connectives, or inner voices. The following paragraphs consider each
type in turn, describing how they should be represented in our analyses.

[3.6] Affixes include prefixes (which come before the note they elaborate) and suffixes (which come after the note they
elaborate). For example, an appoggiatura is an accented prefix incomplete (usually upper) neighbor. An escape tone is a
suffix incomplete (usually upper) neighbor. An affix can also move by leap—we will call such affixes elaborating leaps. An
affix is always shown as an unstemmed notehead that is slurred to a stemmed notehead.

[3.7] All possible types of affix are listed and illustrated in Example 5. In strict use, these figures are represented with two
noteheads and one slur: the note that is elaborated is given a stem, and the (unstemmed) elaborating note is attached to the
(stemmed) elaborating note with a slur. The size of the interval between stemmed and unstemmed notes (common tone,
step,  or leap) indicates the type of elaboration.  If  you see a single unstemmed notehead attached to a single stemmed
notehead, and . . .

. . . the interval between them is a unison, then it’s an anticipation or a suffix repetition.

. . . the interval between them is a step, then it’s an incomplete neighbor.

. . . the interval between them is a leap, then it’s an elaborating leap.

[3.8] Connectives always connect two more-basic pitches. For example, passing tones and neighbor notes are connectives. A
connective is always shown as an unstemmed notehead contained within a slur that connects two other noteheads, at least
one of which must be stemmed.

[3.9] All possible types of connectives are listed and illustrated in Example 6. In strict use, these figures are represented with
three  or  more  noteheads  and  one  slur:  the  note  or  notes  that  are  elaborated  are  given  stems,  and  the  (unstemmed)
elaborating note or notes are attached to the (stemmed) elaborated notes with a slur.

[3.10] Look back at our analysis of “Michelle” (Example 4). In Example 4c, the slur that connects G to G tells us that the
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second G (because it is unstemmed) elaborates the first G (because it is stemmed); in other words, the slur tells us that the
second G is an affix—specifically, a suffix common tone (or suffix repetition) of the first G. We may also say that the first G
“controls” the second G, that the first G is “more structural” than the second G, that the second G “prolongs” the first G,
or that the second G “depends on” the first G. Because it is contained within that slur, the A  is a connective. As always,
connectives are dependent on both of the notes they connect. Together, all three notes make up a complete upper-neighbor
figure.

[3.11] The correct notation of affixes and connectives may be restated as Rules #2 and #3.

Rule #2: Interpret all unstemmed noteheads.
All unstemmed noteheads must be

slurred to a stemmed notehead,
contained within a slur (between two noteheads, at least one of which is stemmed), or
shown as an inner voice of an interpreted notehead.

Rule #3: Clarify all connectives.
Notes under a slur may not

mix steps and leaps, nor
change direction (except in three-note “return” figures that start and end on the same note).

[3.12] The structural dependence of a note can also be shown by depicting it as an unstemmed inner voice. Example 7
shows how this is done.

[3.13] If a single voice is shown on a staff,  then stemmed noteheads in the upper staff are stemmed up and stemmed
noteheads in the lower staff are stemmed down, and slurs go the same direction as stems. If more than one voice is shown
on a staff, then stem and slur direction can be used to show membership in different voices (for example, one staff may
show a structural soprano with stems up and a structural alto with stems down). This may be restated as Rule #4.

Rule #4: Use appropriate stem and slur direction.
Soprano and tenor stems and slurs go up; alto and bass stems and slurs go down.

[3.14] Because the function of the unstemmed notes is explained on the graphic level where they appear, notes that are
unstemmed on one level do not appear on more-remote graphic levels (that is, the A  and second G in Example 4c, since
they are unstemmed, do not appear in Example 4b). However, the function of every stemmed note remains unexplained, so
notes that are stemmed on one level must appear on the next more-basic level. This may be restated as Rule #5.

Rule #5: Graphic levels must agree.
All notes with stems on any given graphic level must appear on the next more-basic level. Only notes with
stems on any given level may appear on the next more-basic level.

[3.15] Together, Rules #2–5 tell us how to avoid certain mistakes in analytic notation. To make these rules clearer, Example
8 shows violations of these rules. You may want to look over each one (P–T) and see if you can identify the rule violations
before reading on. Your ability to find and eliminate such violations from your own analyses will make them clearer and will
tend to prevent other problems, too.

[3.16] The upper voice of Example 8 P (at “NOT this”) includes two “floating” noteheads at level b. The second note (E)
and the fifth note (C) are not clear because they are neither stemmed, slurred to a stemmed notehead, nor contained within a
slur  (thus  violating  Rule  #2).  As  a  result,  the  analysis  does  not  tell  us  whether  these  notes  are  prefixes,  suffixes,  or
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connectives (that is, we cannot tell whether the analyst thinks the second note depends on the third note, depends on the
first, or connects them both).

[3.17] Both voices of Example 8 Q (at “NOT this”) violate Rule #3 because they mix steps and leaps under a single slur, and
because they change direction under a single slur. It is thus difficult to tell from the analysis which notes elaborate which
notes (for example, we cannot tell whether the second bass note is a suffix to C or a prefix to A, and we cannot tell if the
third upper-voice note is a neighbor to the Ds on either side of it or if it is a more-basic pitch than the Ds). Clearer notation
(at “but this”) explains the function of each note. In the first three notes of the upper voice, the E is a basic pitch, the D a
passing tone, and the C an elaborating leap, etc.

[3.18] Example 8 R also violates rule #3 by changing direction under a single slur. It shows the basic structure (at a), but level
b is clearer (at “but this”) where it shows the function of each unstemmed note (notice how upward slurs show one set of
elaborating leaps while downward slurs show a different set). The lower voice at level a is good; its C–B–C changes direction
under a single slur, but it is a neighbor-note figure—one of the three-note returning-note figures that is allowed to change
direction under a single slur. The upper voice (at “but this”) is also good; its E–G–E is also a three-note returning note
figure, as is the bass C–G–C of Example 8 P at level a.

[3.19] Example 8 S involves a compound melody (a single melodic line made up of more than one voice-leading strand). At
level  a,  we see an upper voice (a structural  soprano) and an inner voice (a structural  alto).  The structural  alto may be
represented with stems down (as in the first bar) or as an inner voice with no stems (as in the second bar). The stepwise
continuity of each voice leaves no doubt which is soprano and which is alto. But the stem’s direction is backwards for the
third, fourth, ninth, and tenth notes (at “NOT this”), thus violating Rule #4.

[3.20] Example 8 T has floating noteheads in violation of Rule #2 (the second and third notes in both voices on level a at
“NOT this”). It also violates Rule #5 in three ways: (1) because the seventh upper-voice note on level b (A) does not have a
stem, it should not appear on level a; (2) because the last lower-voice note in the first bar of level b (C) does have a stem, it
should appear on level a; and (3) because the last two upper-voice notes in the same bar (D and C) have stems, they should
also appear on level a. This omission of D–C is a glaringly obvious error if one actually plays both levels of the analysis
—which suggests that the analyst has also violated Rule #1 (“Always check your analyses by playing and singing every
level—all notes, and just those with stems”). And the reader who follows Rule #1 will hear that Example 8 T is an analysis of
a familiar melody. Notice the brackets in Example 8 T on level a (at “but this”), which show the notation of a double
neighbor; while the soprano has the C–B–D–C, the bass has the complementary double-neighbor figure C–D–B–C.

[3.21] Returning to “Michelle,” the juxtaposition of Examples 4b and c is  an analytic assertion. It  asserts that we hear
Example 4c as an elaboration of Example 4b. And, if we hear Paul’s ornamental upper neighbors on “want you” and “need
you” as an embellishment of his performance of “love you,” then the notation conveys what we hear.

[3.22] In Example 4b, the slur that connects G to the following F tells us that the G (because it is unstemmed) embellishes
the F (because it is stemmed); in other words, the slur tells us that the G is thus a prefix incomplete upper neighbor to the F.
But the G also displaces the F from the downbeat where it “belongs.” The slanted line between the staves on this graphic
level shows that the bass and treble Fs belong together (on the downbeat). At level b, figured-bass numbers between the
staves show the intervals formed above the (stemmed) bass.

[3.23]  In other words,  we hear Example 4b in terms of a  simpler  passage in which the Fs do sound together on the
downbeat—and that passage is shown in Example 4a. Example 4a includes all the notes that are stemmed in Example 4b
and only those notes—but the treble F has been shifted back to the downbeat.

Rhythmic relationships in analytic notation

[4.1] This underscores a difference between analytic notation and durational notation. In durational notation, the symbols
indicate the lengths of notes; in analytic notation, they do not. In analytic notation, it is the alignment of levels that tells us
about rhythm. Let’s add two more rules to remind us of this.
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Rule #6: Don’t mix durational and analytic notation.
(a) Put meter signatures before durational notation, but not in analytic notation; (b) do not include rests in
analytic notation; and (c) do not use flagged notes (which look like eighth notes) or unfilled noteheads (which
look like half notes) in analytic notation until instructed to do so.

Rule #7: Use alignment to show duration.
(a) All levels shown on a page should line up; (b) when a slanted line shows a note (as in a suspension) delayed
from the metric location where it “belongs,” “normalize” it to where it belongs at the next more-basic level;
and (c) for a model of slanted-line notation, see Examples 4a and b.

[4.2] Alignment in analytic notation allows us to describe levels in terms of their relationship with one another. And the
description can run in either direction. We can describe a suspension or appoggiatura as “shifting” or “displacing” notes
from their expected arrival time to a later point in time (thus describing the musical detail in terms of a more-basic structure).
This evokes an image of a composer or improviser who makes the displacement. Or we can describe our analysis as having
“normalized”  these  displacements  by  putting  the  notes  “back”  where  they  “belong”  (thus  describing  the  more-basic
structure in terms of how it departs from the detail of the musical surface). This evokes the image of an analyst who makes
the normalization. Both ways of looking at the situation are correct, and both are valuable.

Combined figures

[5.1] Strict use allows the combination of figures; under certain circumstances, a single stemmed note can share two or more
figures without confusion. Example 9 gives schematic representations of a few such combinations of figures.

[5.2] Examples 9a and b show combinations of a prefix and a suffix. Example 9a shows a prefix incomplete lower neighbor
filled with a chromatic passing tone combined with a suffix descending embellishing leap.  Example 9b shows a prefix
ascending embellishing leap filled with an arpeggiation combined with a suffix common tone. Because the stemmed note
separates figures into those before and after the stemmed note, the meaning of the figures remains clear.

[5.3] Example 9c shows a combination of upper and lower affixes. The upper slur in Example 9c shows a prefix elaborating
leap, and the lower slur shows a prefix incomplete lower neighbor note filled with a chromatic passing tone. Because the
doubly stemmed note separates figures into those above and below them, the meaning of the figures remains clear.

[5.4] Taken together, these examples suggest that as many as four figures could be combined and their meaning still remain
clear; where inner voices do not complicate the display, slurs could come from any of the notehead’s four quadrants shown
in Example 9d.

The meaning of slurs in analytic notation

[6.1] Slurs in strict use indicate only one thing: which notes elaborate which other notes. Thus, slurs in strict use differ from
slurs in traditional durational notation. In durational notation, slurs may mean a variety of things. (7) Sometimes slurs in
durational notation indicate which notes “go to” other notes. When we say one note “goes to” another, we may be speaking
of a musical phrasing, an articulation, or a voice-leading connection.

[6.2]  However,  in  this  book,  analyses  will  not  use  slurs  to  show musical  phrasing,  articulation,  or  even  voice-leading
connections. In strict use, voice-leading connections are shown in other ways (e.g., by stem direction or by step relations on
more remote levels). The slurs indicate only which notes elaborate which notes by showing notes that “go with” (or better
still, “belong with”) other notes—see Rule #8.

Rule #8: Prefer to use slurs for “goes with” instead of “goes to.”
Prefer slurs that reveal the harmonic rhythm of their level. Be skeptical of elaborating leaps that don’t belong
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to the harmony prolonged.

[6.3] To illustrate this idea, consider Example 2, above. In measure 5, a slur is used in the vocal part to show that the syllable
“dei-” sung on the two notes that are slurred together. In a Schenkerian analysis, a slur would not be used this way; instead, it
would connect the E to the following C (to show that D is a passing tone). In measure 13, a slur connects all the piano’s
eighth notes to show that they are to be played legato, as a unit.  In Schenkerian analysis,  these notes could be slurred
together, but then the slur would mean that the figure is a connective (an arpeggiation), connecting the upper F to the lower
F. In measures 17–18 (and again in measures 19–20), the motive D–G–C–B is slurred to suggest that it is to be articulated as
if sung in one breath. In strict use, these notes would not be slurred as a unit (because they mix steps and leaps); the D–C–B
would be slurred (to show that C is a passing tone), and the G would be depicted as part of a different voice.

“Wenn ich in deine Augen seh’ ”

[7.1] As in the Beatles’s “Michelle,” Schumann’s song, “Wenn ich in deine Augen seh’,” also sets words “I love you” (now in
German as “Ich liebe dich!”—see Example 2, measure 14). Again, an appoggiatura (descending to the root of a minor triad)
is used for “love” (“liebe”).

[7.2] As with the Beatles example, in order to experience the expressive meaning of that appoggiatura more clearly, consider
what the music would sound like without the appoggiatura (Example 10). Example 10a omits the appoggiatura. Example
10b gives the melody (without octave duplication) as stated in the piano part (which, by the way, is how one might sing it in
English if it were translated as “but when you say ‘I love you!’. . .”). And Example 10c gives the melody as it is sung in
German. Notice that the B of “lie-” does not feel resolved by the A of “-be,” even though this is the pitch to which it must
resolve. The B of “lie-” does not feel resolved until the second-beat A of “dich.” In other words, we hear the first A (“-be”)
as an anticipation (a prefix common tone) of the second A (“dich”)—not only is A embellished by an appoggiatura, but the
embellishment receives its own embellishment.

[7.3] One reason that Schumann’s settings of this line (Examples 10b and c) are so much more attractive than Example 10a is
that,  at  some level,  we expect something like Example 10a.  Again,  as experienced listeners of tonal  music,  one of our
expectations is that patterns of music, once heard as patterns, will continue in the same fashion. Having heard G on the
downbeat of the measure 12 and G  on the downbeat of measure 13, we expect A on the downbeat of measure 14. When
we hear the unstable B instead, our longing for it to resolve to A resonates with the longing expressed in the lyrics. Again,
the expressive meaning of the B is based in part on our hearing it as an elaboration of a simpler bit of music.

Another Schenkerian analysis

[8.1] The Schenkerian analysis in Example 11 may be compared with Example 10 in the same way that Example 4 was
compared with Example 3. Example 11 analyzes only the measure in which we hear “liebe dich,” and it considers only the
vocal part and the bass line.

[8.2] In Example 11c, the slur that connects A to A tells us that the first A (because it is unstemmed) embellishes the second
A (because it is stemmed); in other words, the slur tells us that the first A is an affix, specifically, a prefix common tone (an
anticipation) of the second A.

[8.3]  Because the first  A is unstemmed on Example 11c,  it  does not appear in Example 11b. And because we do not
experience the resolution of the B until  the second beat,  the A on Example 11b is aligned with the second beat.  The
juxtaposition of Examples 11b and c asserts that we hear Example 11c as an elaboration of Example 11b. In other words, we
hear the vocal “liebe dich” as an elaboration of the simpler statement in the piano part.

[8.4] In Example 11b, the slur that connects B to the following A tells us that the B (because it is unstemmed) embellishes
the A (because it is stemmed); in other words, the slur tells us that the B is thus a prefix incomplete upper neighbor to the A.
But the B also displaces the A from the downbeat where it belongs. The slanted line between the staves on this graphic level
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shows that the vocal A belongs with the bass C (on the downbeat).

[8.5] In other words, we hear Example 11b in terms of a simpler passage in which the A does sound with the C on the
downbeat—and that passage is shown in Example 11a. Example 11a includes all the notes that are stemmed in Example 11b
and only those notes—but the treble A has been shifted back to the downbeat.

Meaning and context

[9.1] In both songs, we hear the same words. In both songs, those words are set to similar music. In both songs, we are led to
expect a particular note. And in both songs, the word “love” is set as an appoggiatura that delays the expected note. It is
intriguing that when we focus on these individual measures of two songs in such different styles, composed over a century
apart, we find such similarities.

[9.2] Yet, when we experience these measures within the contexts of their entire songs, we also notice important differences. In
“Michelle,” “I love you” is the climax of the song, an earnest expression of the singer’s feelings. In “Wenn ich in deine Augen
seh’, ” the same words mean something different. Instead of expressing the singer’s feelings, they are a quotation of words
spoken by someone else—words that, we find out, are painful for the singer to hear.

[9.3] These differences are artfully reflected in the music of both songs. In “Michelle,” the singer repeatedly tells us of his
love, using the same music to equate that love with “need” and “want.” And he makes it an affirmative climax, resolving to a
note (the tonic) that confirms the key. In “Wenn ich in deine Augen seh’,” these words do not occur on the song’s climax. We
hear that song’s highest note as an affirmative statement on the upper tonic (assuming the G in measure 7), but here it is
heard as the fifth scale degree in the temporary key of the subdominant—and it sets a different text (“ganz und gar gesund”).
In measure 9, the music takes an unsettling or even sinister turn to the relative minor. And in measures 13–14, it introduces
even greater tonal tension by moving toward A minor, so that when “Ich liebe dich!” resolves, it does so to a foreign key.
(Notice that, in order to experience A minor as “foreign,” we must retain the sense of G major as our more-global tonic.)
The sense of resolution is undercut by this distance from the tonic and its placement as an anti-climax, as well as by the text.
The ultimate “triumph” of the tonic would fit with a happier ending, and this is part of the irony of the song. But the main
point here is that in music—as in language—context plays an important role in meaning.

[9.4] We have spoken of the music reflecting the meaning of the lyrics. But music also has enough of its own meaning so that
it can have an ironic relationship to lyrics. And some of that meaning comes from relationships between ornament and
structure depicted in a Schenkerian analysis.

Musical forces

[10.1] Comparing music to speech gives us some insight to its meaning. We not only say that music is a language, but we also
experience it as a language. We listen to music the way we listen to others speak or tell stories. Because we expect it to make the
kind of sense that language can, we can be surprised when it sets up expectations but departs from them.

[10.2] Another source of musical meaning is the way we compare music to physical motion. We often speak of music as if it
moved. When we sing a bit of melody, we say, “It goes like this.” We talk about “steps and leaps.” And we say that music moves
us. (8) We not only talk about music as if it moved, we experience it in terms of our bodies’ knowledge of physical motion. So,
just as physical motion is subject to physical forces, musical motion is subject to musical forces:

musical gravity is the tendency of notes heard as “above” a stable platform to descend;
musical magnetism is the tendency of an unstable note to move to the closest stable pitch, a tendency that grows
stronger as we get closer to the goal; and
musical inertia is the tendency of a pattern of musical motion to continue in the same fashion.

[10.3] In both of these songs, the appoggiaturas resolve by going down. One reason that we experience this resolution as
satisfying is that it gives in to musical gravity. In both songs, the notes to which the appoggiaturas resolve are ones that we
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expect. One reason we expect the F in “Michelle” and the A in “Wenn ich in deine Augen seh’ ” is that both complete a
pattern of musical motion by giving in to musical inertia. And in both songs, unstable pitches are also pulled by magnetism:
in “Michelle,” consider the resolution of A  to G on the words “go together well” (the same resolution is immediately
repeated on the words “my Michelle”); in “Wenn ich in deine Augen seh’, ” consider the way in which the G  on the
downbeat of measure 13 leads to the A that we expect on the downbeat of measure 14.

[10.4]  The  musical  forces  depend on context  to  determine  which  notes  are  stable.  In  any  context,  the  notes  that  we
experience as stable are also the structural tones that are elaborated. Since Schenkerian analysis tells us which notes elaborate
which ones, it also identifies which ones are more stable.

Summary

[11.1] One way to help us better understand the expressive meaning of a passage of music is to compare that passage to
other things.

[11.2] The elaboration of musical structure contributes to its expressive meaning; we can better understand the meaning of
an elaborate passage by relating it to the simpler passage it elaborates—and Schenkerian analysis depicts such relationships
using stems and slurs.

[11.3] Elaborations can themselves be elaborated, creating a hierarchy of elaborations. Schenkerian analysis depicts such
hierarchies with its various levels.

[11.4] In music (as in language) context plays an important role in meaning; in fact, to understand the meaning of a passage,
we may need to consider its relationship to the entire piece. We also experience music as motion that is subject to musical
forces  of  gravity,  magnetism,  and inertia.  And Schenkerian  analysis  helps  us  to  understand how those  forces  work  in
particular contexts.

[11.5] All notes of elaboration are either affixes (prefixes or suffixes—unstemmed notes that are slurred to a stemmed note),
connectives (neighbors, passing tones, or embellishing leaps—unstemmed notes that are contained under a slur and that
move entirely by step or entirely by leap), or inner voices (unstemmed noteheads lined up beneath a stemmed soprano or
above a stemmed bass). When a note of embellishment displaces a more-structural tone to a different metric location, the
next more-structural level depicts the displaced tone in the metric location at which it belongs. All and only those notes with
stems on a given graphic level appear on the next more-structural level.

Exercises

[12.1] Here are three Schenkerian analyses. For each one: (a) label the function of every unstemmed note; (b) note any
departures  from the  rules  given  in  boxes  above;  (c)  comment  briefly  on  what  the  analysis  tells  you  about  structure,
elaboration, or expressive meaning in these passages; (d) learn to play each level of each analysis (you may wish to write out
in durational notation what you will play); (e) practice playing only the stemmed notes of each level (again, you may wish to
write out in durational notation what you will play); (f) for each level, while playing all the notes or only the stemmed notes
on that level, sing the melody or some other level closer to the surface of the music than the one you are playing; and (g)
write a brief statement about what you learned by doing this. An answer for step a has been provided for you on the first
exercise.

[12.2] Here is a key for step a:

P = passing tone PR = preparation of a suspension figure

EL = elaborating leap SUS = suspension of a suspension figure

N = neighbor note RES = resolution of a suspension figure

IN = incomplete neighbor ARP = arpeggiation

IMP = implied tone SR = suffix repetition
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IV = inner voice ANT = anticipation

[12.3] Here are portions of analyses that violate the rules of strict use of analytic notation. Indicate each violation, and say
why each violation creates an unclear or inconsistent analysis.

Steve Larson
University of Oregon
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Footnotes

1. The term “expressive meaning” has been used by other authors—for example, Hatten (1994). I use the term in much the
same way that Arnheim (1974 and 1986) uses the term “expression.”
Return to text

2. Complete transcriptions of “Michelle” may be found in The Beatles 1993.
Return to text

3. The translation is from Miller 1973.
Return to text
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4. You may wish to listen to recordings of the musical examples in this book. But please be sure to sing and play all the
examples yourself, too. There are several reasons why this is important. The first reason is that Schenkerian analysis should
always indicate the way you hear a piece of music. Another related reason is that the book and the teaching it supports are
based on a model of “integrated music learning” that assumes that the most valuable study of music is that which combines
ways of understanding musical relationships—ways that go beyond intellectual understanding and that require producing and
hearing sounds in order to experience their expressive meanings. For more on “integrated music learning,” see Larson 1995.
Return to text

5. The second measure of Example 3a could also have been F–E  instead of F–F, but this does not alter the point, which has
to do with our emotional response to hearing G instead of F on the downbeat.
Return to text

6. The notation described here is actually a restricted form of Schenkerian analytic notation, called “strict use of analytic
notation.” Later in this text, the number and uses of the symbols will be expanded until we are using the full complement of
Schenkerian analytic notation. But even then, it will remain useful to depict analyses in strict use. For more on strict use, see
Larson 1996. See also Biringer 1995.
Return to text

7.  Schenker  (1925)  argued  that  poor  editorial  practices  have  obscured  the  meaning  of  slurs  in  durational  notation
—sometimes indicating legato, sometimes indicating phrase boundaries.
Return to text

8. See Johnson and Larson 2003.
Return to text
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