
 

MTO 23.3 Examples: Blättler, A Voicing-Based Model for Additive Harmony 

(Note: audio, video, and other interactive examples are only available online) 
http://www.mtosmt.org/issues/mto.17.23.3/mto.17.23.3.blattler.php 

 

Example 1. Reduction of the final cadence of Ravel, L’enfant et les sortilèges, R154–end 

 

 
 
 

 

 

 

 

http://www.mtosmt.org/issues/mto.17.23.3/mto.17.23.3.blattler.php


Example 2. Comparison of the impact of chord inversion upon an additive chord and upon a triad 

(a) inversion of the penultimate chord of Example 1 

 
(b) replacement of penultimate chord of Example 1 with a dominant triad 

 
(c) inversion of the penultimate chord of Example 2b 

 

 
 
 

 

 

 

 

 



Example 3. Potential alternate readings of the penultimate chord of L’enfant et les sortilèges; the pitch 
classes B, C, D, and E are shown with open noteheads, and omitted tones in the extended triad with filled-
in noteheads 

 

 
 
 

Example 4. The relationship between a tonally plausible additive chord and a common-practice chord. In 
4c, anchor-structure tones are shown as open noteheads and adorning tones as filled-in noteheads 

 

 
 
 

 

 

 



Example 5. Two-note anchor structures (t and e stand for ten and eleven) 

 

 
 
 

Example 6. Ravel, Ma mère l’Oye,“Laideronette, impératrice des pagodes,” mm. 16–24; additive 
supertonic anchored by ro-interval 10 

 

 
 
 

 

 

 

 



Example 7. Three-note anchor structures. 
* – chords are voiced to avoid ro-interval 1 between the upper pitches. 
** – chords have ro-interval 1 between the bass note and an upper pitch 

 

 
 
 

 

 

 



Example 8. Examples of second-order anchor structures  
 
The pitches of the anchor structure are set off in bold font and connected with brackets; this makes 
visually prominent how anchor structures serve as equivalence classes, partitioning the vast set of 
voicings into analytically productive categories of tonal plausibility.  
 
(a) Ravel, Le tombeau de Couperin, “Rigaudon” mm. 1–8 

 

 
 
(b) Milhaud, Saudades Do Brasil, “Tijuca,” mm. 5–9 

 

 

 



Example 9. Inability of ro-interval 2 to support additive adornments 

(a) 

 
 

(b) 

 

 

  



Example 10. Relative strength of anchor structures closer to the bass 

 
 

Example 11. Poulenc, Trois Pièces pour piano, “Pastorale,” mm. 3–6; tonal plausibility changed by re-
voicing of inner parts 

 

 

Example 12. Interaction between two-note and three-note anchor structures in a similar register 

 

 
 



Example 13. Ravel, Miroirs, “Alborada del gracioso,” mm. 126–40 

 

 
 
 

 

 

 



Example 14. Ravel, Ma mere l’Oye, “Pavane de la Belle au bois dormant,” mm. 5–8; two-note anchor-
structure chord supporting ro-interval 1 as a minor ninth above the bass 

 

 
 
 

Example 15a. Marked use of ro-interval 1 in Auric, Prélude from L’Album des Six; instances of ro-
interval 1 are marked by boxes 

 

 
 
 

  



Example 15b. Marked use of ro-interval 1 in Auric, Prélude from L’Album des Six; instances of ro-
interval 1 are marked by boxes or lines 

 

 
 
 

  



Example 16. Text and translation for Chabrier’s “Les Cigales” 

 



Example 17. Chabrier’s “Les Cigales,” mm. 1–35; the beginnings of chains of repeated ro-interval-1 
chords are marked with arrows 

 

 

  



Example 17 (continued) 

 
 
 



Example 17 (continued) 

 

  



Example 18. Scarcity of adornment options for three-note anchor structures 

• pitches that could produce competing plausibilities: D, F, F   
• pitches that would produce ro-interval 1: G , B, C   
• pitches that would merely complete a common-practice chord: E, E  

 

 

Example 19. Satie, Préludes Flasques, iv, mm. 1–8; three-note anchor structures 

 

 
 
 

  



Example 20. Whole-step adjacencies in final tonic chords in the Parisian modernist repertoire 
(a) reduction of Debussy, La mer, ii, R40–41 

 

  



Example 20. Whole-step adjacencies in final tonic chords in the Parisian modernist repertoire 
 (b) Debussy, Estampes, “Pagodes,” mm. 93–98 

 

 
 
 

  



Example 20. Whole-step adjacencies in final tonic chords in the Parisian modernist repertoire 
(c) Chabrier, “Les Cigales,” mm. 93–98 

 

 

Example 21. Debussy, “Les collines d’Anacapri,” mm. 1–8 

 

 
 
 

  



Example 22. The potential for chords to fulfill the same tonal function despite divergent pitch-class and 
scale-degree content 
(a) reduction of Stravinsky, Firebird, R206–208 

 

 
 
 

  



Example 22. The potential for chords to fulfill the same tonal function despite divergent pitch-class and 
scale-degree content 
(b) reduction of Delius, Sea Drift, mm. 1–9 

 

 
 
 

Example 22. The potential for chords to fulfill the same tonal function despite divergent pitch-class and 
scale-degree content 
(c) reduction of Ravel, Introduction et allegro, R28 

 

 
 
 



Example 22. The potential for chords to fulfill the same tonal function despite divergent pitch-
class and scale-degree content 
(d) transposition of the highlighted chords from (a)–(c) into the same key, so as to compare anchor 
structures and pitch content 

 

 
 
 

Example 23. Different tonal plausibilities arising from distinct voicings of a single pitch-
class/scale-degree collection 

 

 
 
 



Example 24. Ravel, Valses nobles et sentimentales, i; pitch-class set {G, A, B, D, E} voiced so as 
to have different tonal functions 

(a) mm. 1–2; set voiced as tonic in G major 

 
 

(b) mm. 11–20; set voiced as dominant in D major

 

 
 



Example 25. Dissonant passage tonally grounded by anchor structures 
(a) Ravel, Le tombeau de Couperin, “Forlane,” mm. 1–9 

 

 
 
 

Example 25. Dissonant passage tonally grounded by anchor structures 
(b) reduction of mm. 1–5 from (a); anchor structures shown in open noteheads 

 

 
 
 

 



Example 26. Piston’s guidelines for voicing a ninth chord  

 
 

Example 27. Flexibility of the third in two-note anchor-structure chords 
(a) chromatically altered third in Satie’s Gymnopedie No. 1, mm. 36–39 

 
 

Example 27. Flexibility of the third in two-note anchor-structure chords 
(b) omitted chordal third in Debussy’s “a fille aux cheveux de lin,” mm. 18–19 

 



Example 28. Comparison of Hull’s analysis and anchor-structure analysis of Butterworth, A Shropshire 
Lad, mm. 54–56 

 

 
Example 29. Ravel, Valses nobles et sentimentales, mm. 56–61; verticalities interpreted as the 
coincidence of a chord background and non-essential dissonance are marked with arrows 

 

 
 

Example 30. Debussy, “La Puerta del Vino,” mm. 5–12; viable additive chords interpreted as chords with 
nonessential dissonance 

 



Example 31. Reduction of Poulenc, Les biches, “Rag Mazurka,” R89; suspension of a major tenth above 
the bass 

 
 

  



Example 32. Epigraph to “Les entretiens de la Belle et de la Bête” 

 

 
 
 

 

 



Example 33. Use of anchor structures to resolve the relationship between Beauty and the Beast in Ravel, 
“Les entretiens de la Belle et de la Bête” (a) Beauty’s theme; weakly anchored F-Lydian melody followed 
by |10|-anchored circle of fifths  

 

 
 
 

 

 

 

 



Example 33. Use of anchor structures to resolve the relationship between Beauty and the Beast in Ravel, 
“Les entretiens de la Belle et de la Bête” (b) Beast’s theme; use of symmetric scales and eschewal of tonal 
plausibilities 

 

 
 
 

 



Example 33. Use of anchor structures to resolve the relationship between Beauty and the Beast in Ravel, 
“Les entretiens de la Belle et de la Bête” (c) failed union of Beauty and the Beast; |10|-anchored chords 
indicated with arrows 

 

 
 
 

 

 

 

 

 



Example 33. Use of anchor structures to resolve the relationship between Beauty and the Beast in Ravel, 
“Les entretiens de la Belle et de la Bête” (d) anchor structures tonally resolve the Beast’s melody and 
symmetrical scales 

 

 
 
 

 

 

 



Example 34. Poulenc, Trois pièces pour piano, Pastorale, mm. 1–2 

 

 

  



Example 35a. Exploration of the tonal potential of the opening chord in Poulenc, Trois pièces pour 
piano, Pastorale (a) opening section casts C-rooted offspring of the chord as iiø7 in B  and iiiø7 in A  

 

 
 
 

 

 

 

 

 



Example 35b. Exploration of the tonal potential of the opening chord in Poulenc, Trois pièces pour 
piano, Pastorale    (b) middle section casts C-rooted chords as viiø7 in D , V7 in F minor, and I in C 

 



 
Example 35c. Exploration of the tonal potential of the opening chord in Poulenc, Trois pièces pour piano, 
Pastorale (c) final section emphasizes the ambiguous and unresolved nature of the chord 

 

 


