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EUROPEAN POLYPHONIC MUSIC BETWEEN THE 9™
AND16™ CENTURY: ITS CONCEPTS AND FORMS OF
HARMONY

(ENGLISH ABSTRACT)
DOCTORAL DISSERTATION
BY
DAI DINGCHENG
DEPARTMENT OF COMPOSITION
SHANGHAI CONSERVATORY OF MUSIC
DIRECTOR PROF. SANG TONG

Modern European harmony came from the combination of
different parts or voices based on the relations of intervals. The
study of the development of harmony had to be started from
early European polyphonic music(PM), focusing on the evo-
lution of its concepts and forms.

During the peried of the 9th — 16th century, PM went
through several stages, from its earliest form (marked by or-
ganum) to a strict type (marked by the mature vocal
polyphony, a climax in music history), together with the
progress In every respect such as content, style, genre,
structure, harmony, rhythm, texture and writing. Meanwhile,
church modes became the common basis of PM through all the
stages of this period. In the 16th century the concepts and
forms of harmoeny(CFH) embodied in PM were crystallized into
modal harmony, whose style reached its peak at the same

time, anticipating initial tonal harmony.
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PM in the Middle Ages and the Renaissance was an im-
portant contribution to European art music. While dealing with
today’ s rich harmonic techniques, tracing back to the period
before tonal harmony and focusing on their origin and evolution
can help us undersiand this historical treasure and further
polyphonic thinking and writing significantly.

This research features analysis and induction, with ma-
terials both out of theory and practice, of the CFH of this pe-
riod and their evolution at different stages. The writer’ s per-
sonal views and conclusions in their own system are as follows:
the periodization of the three specific stages and the relevant
division of concepts; the concept and form of interval harmony
and the roles of their theory and application in tonal harmony;
the view that monophonic music is the basis of early PM and
the origin of early PM by inference; analysis and classification
of the source materials of the early PM; chordal harmony (in
contrast to interval harmony) as an important structural feature
of modal harmony; a brief account of the classfication of
church mode harmony, etc. .

The dissertation, divided into three parts or papers, each
for a different stage, deals with the CFH in this period from the
perspectives of theory and practice.

Part One. The Concepts and Forms of Harmony in Early
European Polyphonic Music, A Survey of its Rise and Devel-
opment in Theory and Practice between 850 - 1300 AD. This
first stage can be called Organum Stage in European polyphony
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history, since there are some common features among or-
ganum, descant, clausula, conductus and motet. Appearing
initially from the music examples of some theoretical writings,
PM progressed from 2 — part parallel organum to 3 - or 4 - part
(or rarely more than that) type. The conclusion deals with
features of organum PM, the concepts and forms of interval
harmony, and the function of theory and practice in their for-
mation.

Part Two. The Theory and Practice of Polyphonic Music
in the Ars Nova Period and the First Half of the 15th Century.
This second stage in polyphony history can be called Early
Stage of European Counterpoint Music. Then the initial theo-
retical canon came to be formed, used generally in polyphonic
writing, but leading to later strict polyphony. The CFH were
hidden in the above theories and practice. Due to the vertical
structure formed by intervals or interval overlaps and the his-
torical progress unfolded in the light of interval concept, we
can safely say that the harmony form of this time continued to
be an interval one. Despite of the new vertical and horizontal
characteristics in polyphony and the gradual clearness of
chordal form, the PM at this stage is still different in nature
from the vertical chordal structure composed regularly with
more than three notes and the chordal harmony based on hori-
zontal interconnection of chords. The concepts and forms of
interval harmony of early counterpoint music may have, to a

great extent, anticipated chordal harmony, and at the same
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time revealed interval harmony in a rather mature state with
some initial features of modal harmony. The conclusion deals
with the source materials, as well as the concepts and forms of
interval harmony, in early counterpoint music.

Part Three. Development of the Renaissance Polyphonic
Music and Harmony Theory. The third stage for the CFH in PM
can be called Modal Harmony Stage, based on the Renaissance
modals as a whole and its normalized harmony. The perspec-
tives are contexts and conditions of the tiines for development,
schools and styles, theoreticians and their writings, practice
and analysis. Cousidering the scope of theory and practice and
the depth of content and form, the polyphonic writings at this
stage, out of the accumulation of the former two stages,
reached a monumental height in history. Meanwhile, the
crystallized basic paradigm of church modal harmony and the
formation of chordal harmony featuring standard vertical
chordal structure were the important results of polyphony his-
tory, It has been also pointed out that afier nearly eight cen-
turies, the concepts and forms of church chordal harmony es-
tablished its own characteristics and system, and prepared
basic materials and experience for the later tonal harmony’ s
theory and practice. The techniques of earliest tonal harmony
were partly practiced and partly pregnant in modal harmony.

The interrelations and evolutionary clues between and
within the various stages of music history are historical neces-

sity. The forms of harmony of each period and stage are
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roughly in line with its concepts, a summery of the former
theory and practice, and, to some extent, the prediction of
later new techniques by theoreticians and composers. Howev-
er, some theoretically inexplicable advancing forms of harmo-
ny, novel yet not sirictly normalized, reveal a law, despite of
the fact that practice comes first before theory, that forms of
harmony tend at the same time to come out of a great amount of
writing practice and to be in line with immediate theorization,
both at macroscopic and microscopic level. New concepts and
forms from composers and theoreticians are governed by that
law consciously and unconsciously. Thus, various styles of
different periods in harmony history came into being as inex-

haustible treasures.



3 ¥

51

i

Bk 9H A th B P A O F LB AR 5 R O L O AR R P
WEE, BRAFNRE, FAEAKNEERE RHR
TR IEEE R RN, BT R L B R A
SRR |

ATOMEE 16 T, EERBEFEHTAEWEE
(IR T bR ) R RETRRE (U R A
PRI e R S) XE— T RELR, ARAT
JUASR R R BB B A B R, B H RAR AR
AR I TR SR BT S A FESER
Wi BE R, K, M S AR ERI R ET LA RES
BREEEFHAER, T 16 #E, 55 S RFRAN
HAENA SHE, BE. GRVBRASKR, SlMx
B B R R R IR R A R R R TR, SEM
2 TR R .

EFERR LR R B RE R PR 5 T
BHHERLRGEERBRZ—, RITAE, NSEFE

1



BRHERPERALE HA

FIMEAEMTHFENEEXRATE, BEBEEMNS 2
HX — I 5 TR T REBN = SRR,
A ERITNRXE T M E R E#, GHEHRITNE
FREMNLRSARENE L, EX N3P, BRTHE
KRB KR R HAN B % R, BF R B, R EE
SERBEARER EWER S RAME, FEeE —ENEER
TERIHRH 9 ~ 16 L M MAE IS SEMM B S, BT
JLE4, HE, B~ EF R e K RMESE R e T —
ERIBRIE, TMTEE P, HIE B BRI THE RS R N B . &
ETEHETRGE RANBR, FiHx—HPEEE RN
ARSI, BRI, U0 B . %
R, I RERRMEA RSB — S B, 4%
HARENHENLERMZOE, RRESSHIFRE
HITHEEREZ—,

FXFETHHFT HRIAERERSNES B
BRFRENESE. XFLHRBURERNZRAE LS
B BN B BRI S E U R RG], X RH
BREBTH R —EIENE, KT, AT, TE1HK
T TR L H B R 34T .

— BRI B RN EHBGE S

SR EE R FRE;

ZVUHARME B P =EMHEERRRERMN T RE B
BABTERER HEOHRE BT E BRAR S
MXMHEEERRAAEBXGAFEBAEEE. 2E
E B S8 ¢ o

AR EHFE BTN I, FRFTRE LR




5 &
HEHITHEAZEMS R PR,

A OB HIMAE AT SR PR, 50073 A Bt 443 9
FMASHE, B &R E b R, B
I 5 B F AT R G A RIS S B, 36 chiR
DAB— BT B B, e A X R R = AR R
BB (BH) d Rt (R R  S MU AU AR T R R TR R
PR W ST WL B B 5 L I SR S
PR B T “RBEH Y R AORR R RS
FRMARM RREHE RERNEN, X TRENEHS
R RIS 5T S R R 7 16 e R 5 BR
PRI MIMRLE RIIKMASE" WEE, HEE N
RAFNEELWERR; X FRLARAERRRE
M — S TR TE S, WA FEEH A N AR
GRH

AN FEULI 9 — S, 0 T B0 N S5 5 W b R
W MM E R F R MWAERASHE, EEEMER®
AR, Wb EEERE. RE . R, AR,
FITG R %8 I EA — & S8 BB PR 5 AT 3 0
B AHAARKE BETHEFRERRER, ARE
B AE TR T ARSI R ESEY
ZREES, Hihh—LBERREAEERS, BRERNE
ERHERERT. BRESREFRNE, —BEEHN
HANE KRS RERE, WHARKFBAESLERE
TEE 5 R b TR B, I 1 G ) 3 W B SRR K
B, —HEEES% T RE R RS 8 T
WP, P IrE BRI T L IS B P 2%

3



BHERPENAREHA

BUE, 35 A AR EEEFHE R (8) R, B
R IR B R AR B R R 2 —

A SCHS R 5 S B B, 4> S84y (1) Mo ix— it 351
AR 5 A NER 5 ERE T T ATIER B, 21
Y S 1 A RO .

B— (AN E FERTHMERNELHA) X
HZATG 850 £ F 1300 4E 8, BB F R M4 R XA BB 5
REF b B2 8 BUEHAT A B SRR, S5 . S
B 9 R I IBRE R PH LRI, B 13 HHak
B DY T 4P (B, M B AT AR B = PR R R A R
EEEIE RIS TR0 R B, B2 R4
HIBK & 7 S R O — B, 3R X AR
N RMERE", “EN TS X — RS AR I
PN SR SR 35 B AR B 0K, AA
RAR M — R, TR RIRE 5 5 R0
", XA “EHE RPN EBREAANSSHE” UE
“HLE . NSRRI NS SHSERZ AR =
77 X 3 i P A

B (CHERAB” A5 L EE} S FFRWE
REER)  XLFERRME 1R P 1t A B
R R X — BB RN S SR
BRI . AN — B BTS2 AR S &Y,
S Y6ETH , R A SCRTRIA 2 7 8 AR B B R, 3
ZHH BRI LT R, BAEX—H P E SR
TR B AT IE AN, R 40 00 O 2 3 B
EEE RS, T P 2k R R T B

4



Bo#

SEERKNREAES. SHEMN, IFRESES
BHRAEXLBESNHAZT, HTAEEHHUFTERR
TREBAMR, BT UET RS KBRS, R
MAUEEmA XN MEESNEERENFNE
F—REXPEEFROA RS R G HTHER
HiFEHHRA  MZARAZSHN AERBEL AR Y
MENSE=NUENEE - ERRERAAEMELEHE
— BB EEER ERRRERNFESMAL, BR
EREMAR, FTLAR, XOEF R0 EBHERERE
S5ESRARABE LR T HREMERRR, BRA
HTERHEMEESRB T - MHYRBAMNIER, MK
AAMFARRCBRHBVNFE. BE, N IERD
WMEETFHEM . MU FRNPNETRERERES
A ZHERERESSHEER,

REAXZEAXHMEFF RS ERGEIR)

BT E XM (4 1450 ~ 1600) B&EN AR ERIFFE
BEHABARHMERE SR AINEN,—RA2
FEERPAERSSEARBYB =06, AX—HKH
HATRSRABEE ERRKS RS RFE . FETREIS
REHER . FRIZBREERSTESEHRTHF. BN,
WHEARILMBRSESMB RO EHE T REME, ZEX
ZEXHYPCERENRZE, TREBESTBHP K
IFEERRENFSEANRAREL, HEXBHE L
— P EERANER. SHHEE, APLEHTMBBSER
AR EANE, 55 B HXT R A LA LR 03X
RN FEREHMZENEESFTEPERALE, X

5



BHERPFHASERE

REEFEFRGENEERRRR, FEmEL, 257
EATEL, BEAAMERRESES, CEERBR T
BORRIEME R, RN LG ZES IR R8s @t
FREESLRES TREFHOMNANZE, AEMER
FI&, —HCERAKXE LB RRP AL, R EEM
FEHSE ; 80 DA RS h R, B B b B
MHEFER, TREEEERRBZEFEENEKER .
EUER(BEFER, EEHBAR, ARFEER RS,
HBREFTHBEARR), R—BHLHLR, E—-HY. &
— B BB T 235 R AR R R LS KBRS W&,
MAFERERA— M- REE SRR AL,
B ER T EER SR G-, BB
EHAMFFEIR Hd, —2iRNYeE0RHE
R EBRENEMNAEES (XRESERREHT.
{ELFC /4% BE AR ), S T E RIS X TSR RAE T
HEZELHFERN, BEAH—- I FRAE NEESREA
—MALUARBESTIEBEHRREY, EHRAKXRNES
SCERAESS , SURIEE S AR . B it i % R SO i 484 L I
9, WA —. PR BREFHRAHURNIRE
BFREE, MARRFARMEHHY, E RE" PFEET R
AR, T 7E 7 s b T B AR B B R 8] R (R IR B Bt L #5 BL
RRABR, XEERHBIEARZIALE, HZABH
BHRME,




Bl B ereerererrrrerseiii e (1)
A— KNDBEEE R OAEREERE (1)
% SEEFFENEREEM o 2)
§1. HEPL woeerrrremmmsrnnneinisi (2)

§2. BAFEE IRMPIRBL wooveeerererresmermnnisnennnns (3)

§3. YIS EROBRBIEER oo (4)

§4. ST HER  -ooeeeererreeeenes Ceeveens (5)

§5. FE?%%%B@%{# ........................... (6)
% SHEEREERNBRIFE oo (9)

86. LZEIR  cerereren e 9)

§7. (HD) . AME) (SEXBy 338 (9 BB K) «veeveer (12)

§8. EEMBHIE (11 HELT ) eeeerrereremrmrrvenrenenes 17

§9. BRI (12 HgR) e (19)

§10. 13 HLEBHIL  -oovveerererisiinienn.. (21)

§11. WEFFABTENTS oo (24)



§12. BFHEMTIP coovererrermrennn, (26)

%_:_E %H&;ﬁl_-jﬁ;ﬁﬁﬁ ........................ 27)
$13. PAS AT RAAL 5 HAPATRAK - (27)
§14. BHBTBIAL ---oorreerermemeererrermmmninnannen (28)
§15. BEMHEBLAMAL +oorerrrrremmmrenreinnn, (31)
§16. JHHETEEEE oo oereevrrererrinnrriiienene, (34)
S17. TEHFFRFL cooveererrmmmemmmemeniniineee (36)
§18. FRAPTIE ceoveverrerrrimenniniiiicincnnnn, (37)
§19. ZBICHK wovererrrerseererrminiiiiiiitiins (41)
§20. HPL ceeveerermrermrerin (46)
§21. HARFRIBEZFERB oooveeennnenn (48)

BPUE £ JF(—)eerrererremerinnreenanannnnn, (53)
§22. MMKETHIZTS FRMBE oooreverooos (53)
§23. HEREAFRREEHE oreerrreeee (58)

§24. Hit N AEFBRENSELBEFHER - (61)

B BFHERRKR"R 15 g E3

EETRHEIBIL GRS oeerevrermrmenrninnninn (65)
WEHE HOEBMEBETIE - veovmvreeeeees (66)
§25. BT veeverveccnvimim (66)
§26. ZFEHRBBRBERM oooveeeeeree 2+ (67)
§27. BEFIRIEME - roveververereniniiinen, (68)
EAE SHEEICEERNERIE - ocovrrerereens (71)
§28. ZEMR eeeereiieciiiii (71)
§20. FIBARERLBEI coovevvmeeremesmmensnisnaninnns (74)



