
-,-

CLOSING GESTURE::::' IN OF'ENING IDEt4S: 

':3TRATEGI ES FOR BEG.INNlf\lG AHD ENDI NG 

IN CLASSI CAL INSTF~Ut'-1ENTt4L t'1U::'I C 

bv 

Nor-ma Lilli an Sher-man-I shayelt 

A Th e SIS su bm 1 t te d t 0 

The F~cul b ' of Graduate Studies. and Res-ear-ch 

ln par-tial flJlflllment of the r-equlr-ements 

Ma ste r of Ar t s 

Facultvof t1uslc 
McGi 1 1 Un 1 versi ty 
Mor.tr·eal. Quebec 

March. 1991 

~ Nc.r·ma Lill 1 ~n Sher-man - 1 shayeK 



ABSTRACT 

This paper studles the formaI amblgulty that arises when a 

closlng ge$ture occuples a beglnnlng loc,dlon ln the Instrumerltal 

I/Jorks of Haydn. t1ozart. and Beetho','en. Accordlngly, 1 am Interested 

ln those formaI areas wlthln a plee:? that are concerned l,III th the 

functlons of elther "beglnnlng" or "ending." 

J flrst present a systematlc survey of the theoretlcal prlnelples 

underlYlng the formaI functlons of beglnnlng and endlng ln thls style. 

1 then show sorne speclflc examp1es of typlcal cadences and of InitiaI 

unlts that Imltate them. Next, 1 focus on the "main theme," obser\!lng 

hOl,oJ the functlon of "beglnnlng M IS performed by a "closln9 Initial 

Idea" and then, how the main theme"'s cadences express thelr proper 

functlon. Flnally, 1 study what happens ln other locations such as 

the return of the main theme, the cadence el051ng the form, and 

post-eadentlal mahrlal. 
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Résumé 

Ce memoire étudie 1 amblgulte QUI se manlteste dans la torme 

musicale lorsqu'une section débute pal' urie formule de clê,ture, d~n~ 

1 es oeU~)l'e de Haydn, t1ozal't et Bee tho\)en. Par con;eQuen t,Il ~ ag 1 t 

d"etudler les portions de la forlTle o~ Il est question des fonctions de 

"commencement" et de "conclusion." 

Le texte débute par une étude systématique des prinCipes 

thénrlques qUI, dans ce style, sous-tendent les fonctions de 

commencement et de conclusion. SUivent des exemples spécifique.:: 

Illustrant des cadences typiques ainsI que l'utl! Isatlon de ces memes 

formules en début de mOUIJement. En troIsIème lieu, ! 'étude se tc·urne 

I)ers le "thème principal" afin de démontrer de quelle tacon la 
l 

-fonction de commencement est remplie par une "'flgure de clôture 

Initiale" et ensuite, de quelle fa~on les cadences du theme prinCipal 

exprIment leur fonction prescrite. Le dernier volet du memoIre ~tUdl'? 

ce qUI se produit à d'autre endroits tels le retour du theme, la 

cadence qUI conclut la forme. et le matériel qUI suit cette caderlce. 

. ... -
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INTRODUCTI ON 

Accordlng to Arnold Schoenberg, "the form of a composition IS 

achleued b&cause (Il a body eXlsts, and because (2) the members 

exerclse dl'Herent functlons and are created for these functlons."(I) 

In other words, form ln a musical CompOSI tlon can be understood 60: the 

dllJlSIOn of a plece Into distinct units each of whlch has the power to 

express a partlcular and unique formaI functlon ',onthln the composItion 

asawhole. 

The most baSIC formaI functlons ln man)' styles of musIc are those 

of beglnnlng, mlddle, and end.(2) In the musIc of Haydn, Mozart, and 

Beethoven, these simple formaI functlons can usually be understood at 

several structural leuels of a piece. Any glven formaI unit, whether 

a motive, a theme, a large section (such as an eXpositiOn), or an 

entlre plece, can norma'l)' be perc~lued as havlng a beglnnlng, a 

mlddle, and an end. One way of definlng these three baSIC formaI 

functlollS would be slmply to identlfy the flrst, next, and last elJents 

at a partlcular structural hvel. The baSIC formaI functlons of a 

classlcal theme, for examp1e, could be charachrlzed ln terms of thelr 

relative position withln the complete theme.(3) 

1. Arnold Schoenberg, ~ and Idea: Selected Wrltlngs of 
Arnold Schoenberg, transi Leo Black, ed. Leonard Stein <London: Faber 
and Faber, 1975), p. 257. 

2. FormaI functions ln a partlcular style are usually more 
sophisticated. In Vlennese classlcal music, for example, some 
addltional formaI functlons Include Introduction, transition, cOdetta, 
and coda. 

3. For now, the term "theme" can signify a partlcular structural 
hvel such as, for examph, the opening main theme of a sonata-form. 
Its boundarlU can usually be Identified as follows: the harm"ny for 
its openlng melodic-motivic eomponent beglns wlth a root-posltlon 
tonie whlle a cadentlal formula deflnes Its end. 
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FormaI Functlon: Location or Profile 

A cleu example- of a theme that divldes nutl)' Into thrH unlts, 

whlch correspond to a beglnnlng, mlddle, and end, can be seen ln 

t10zart J s Piùno Sonata ln F, K. 332,1 (Ex. InL1>. This 

twelve-measure openlng th~me can be heard as three four-measure unlts 

whose boundarlps are artlculated b)' changes ln texturf. The flrst 

unit IS made up of a two-part texture, a melody above an Alberti bass. 

The silence 1 n mf:a~ure 4 helps the melody to corne to rest at th 1 S 

pOint. Our Impression that the flrst unit ends ln measure 4 IS 

confirmed on the downbeat of measure 5 when a dlfferent texture, a 

three-part chord, announces the arrivaI of somethlng new. The texture 

in thls mldd1e unit is more complex. lt consists of the Initial 

chord, a solo plssage, and finally, imltatlon.<4> Since the openlng 

unit establlsh.d four measures as a norm, we are prepared to accept 

the long melodlL note in measure 8 as a resting pOint for thls unit. 

The three-part chord ln measure 9, like that in measure 5, announces a 

new unit. Again, the texture in the final unit is clearly dlHerent 

fram the preceding mahrial. ln measure 12, a rest in aIl vOlces sets 

these twelve measures off from the next musical event. 

But is relative position within a given unit enough to deflne the 

three basic formaI functions of beginning, middle, and end? If 

Schoenberg IS correct, then each of the four-measure unlts ln thls 

twelve-mnsure theme was "crea ted" for its function; each unit is made 

up of a partlcular arrangement of musical elements, a mUSical 

·profile," that can express its own particular formaI functlon. 

Moreover, the formaI functlon of such profiles IS $00 obvious that It 

remains evident even when heard out of context. As the mUSical 

phenomenologist Judy Loehhead has observed, -A passage may proJeet 

quaI ities assoeiated with beginning times, middle times, or closing 

4. Notice how skl11fully the number of voiees is controlhd in 
these four measures: the 1 nit 1 al three-par t chorda 1 tex ture i s 
replaced by a single- 1 ine, a two-part imi tation, and finally (in m. 
8>, a return to three parts, now ln a contrapuntal setting. 
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tlmes, I.e., 1 t may gesture these qualltles Just as a mime mal' gesture 

sadness, pain, etc."{5) 

In t102art~s theme, d IS not position alor,e that accounts for (,ur 

Impression that the mUSical profiles of each unit are approprlate for 

thelr partlcular temporal position wlthln the theme as a whcde. H 

sense of beglnnlng is expressed by the flrst unit: It announces the 

tonallty and sets up processes that Will requlre resolutlon. The 

mlddle unit resolves sorne of these processes, continues others, and 

sets up ne~~ ones. And the last uni t resolves most of the prelJIOUS 

processes to the extent that the expression of closure ln measure 12 

~eems stronger than that ln measures 4 or 8. 

The melody ln the flrst unit opens up the mUSical space wlth a 

contour th·d IS ·characterlstlc· ln the sense that It IS unique to 

thls plece. The openlng Idea IS glven a sol Id harmonie support: a 

tonie prolongatlonal progression .n l,l/hlCh subdomlnant and dominant 

harmonies are undermlned by a stable tonlc pedal. ThiS beglnnlng 

demands continuation: the melody ends on the most active tone, the 

leadlng tone, the harmony IS 11'\ the oxymoronlc situation of stattng 

dominant harmony above a tonlc pedal, and the rhythm of the 

accompanlment presses onward toward a restlng pOint that has not yet 

arrlved. 

t1easure 5 IS elearly the onset of a new forma1 und. In addttlc,n 

to the change of texture and style <from ·Sl n9lng" to "learned") ,<6) a 

new melody IS introduced, a melody whose construction IS very 

dlfferent from the openlng Idea in the flrst four measures. The 

melody ln the middle four-measure unit seems ready to come to a 

satisfac~ory but premature l'est on the tonie at ItS thlrd measure (m. 

7). Only the force of the energetic Imitation pushes It on to span a 

four-measure .. nit, branchlng Into t'NO parts that, llke the end of the 

melody ln measure 4, requlre resolutlon. Continuation IS a1so 

5. Judy Lochhead, -The Temporal 1 n Bee thoven ~ s Opus 135: loIlhen 
are Ends Beglnnlngs?" l!l Theory.Qnl..l., 4/7 (1979 1 , 4 • 

6. Leonard G. Ratner, Classlc t1uslc: ExpreSSion, Form, and 
~ (New York: Schlrmer, 1980), p. 222. 

• 



necessary harmon 1 ca 11'1 due to the absence of a caden t 1 al progress Ion, 

a progression that I,%uld eonflrm ttlat the Initial chord IS, Indeed, 

the home Key tonlc of the plece. 

4 

Another process IS contlnued by thls mlddle unit, that of further 

openlog the musical space of thls theme. This tlme, a descendlng 

mot 100 l'las the e f fee t of expos 1 og wha t now seems 1 1 Ke the tr ue bass 

reglster for thls theme; the opeolog Alberti "bass" IS revea1ed to 

belong to Inner vOlces. (How thls mlddle unit resolves sorne processes 

set up by the openlng Will be dlscussed later.) 

Although from a formaI pOIOt of IJleW, measures 9-10 could 

concelvably be consldered a continuation of "mlddle" functlon, measure 

12 closes not only Its own four-measure unit but the entlre theme as 

weIl. Melodically, the leadlng tone IS not left hanglng ln the final 

measure of a musical Idea (as ln mm. 4 and 8); its position as the 

last pitch ln the penul tlmate measure of a unit allows It to resolve 

wlthlO the boundaries of ItS own formal unit. Harmonica11y, me~sures 

11-12 conhln a perfect authentic cadence, a musical formula that 15 

the standard Signal for thematlc closure ln thls style. And 

rhythmlCally, although a l'est in aIl vOlCes can only separate mUSICal 

eve nt s W 1 th ou t de fin 1 n 9 st r u ct u ra Ile II el s, the re s t 10 me a su rel 2 

emphaslzes and conflrms the complet ion of the melodlc and harmonlc 

processes. 

Up to now, 1 have pretended that thls twelve-measure theme 

divldes neatly Into three four-measure unlts. It IS ObVIOUS, howelJer, 

that the actual boundartes are not so clear-cut. In fact, there IS a 

strong connectlon JOlnlng both measures 4-5 and 8-9. Measure 4 ends 

wlth dominant harmony supporting a prominent leadlng tone ln the 

melodY; the flrst but of measure 5 resolves both the 1ead!ng tone and 

the dominant harmony in a chordal texture approprlate for the final 

tonlc of a cadence (as ln m. 12), Measures 8-9 are connected not only 

by the resolutlon of the leadlng tone, but by the contrapuntal 

Imitation that aggressively straddles the middle and final 

four-measure unlts. ln addition, the first pitch ln the upper llne of 

measure 9 continues a melodle process Inltlated ln the preulous unit: 
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"" ItS beglnnlng on scale step 3 continues the ascendlng llne set up ln 

measures 7-8. 

In contrast, the endlng at measure 12 IS much more convlI"Iclng 

than those ln measures 4 or 8 slnce 1 t IS the only one so far that 

does not reach c.ut to a {uture musical e\lent to complete ~ome process, 

bu t rather, expresses a strong sense of closure WI th 1 nits own 

boundaries. The careful use of reglster contrlbutes h the effl'Ct of 
1'\ 

satlshctory closure here. In measures 4-5, the resolutlon of 7 

o~cured an octave higher than the openlng plteh, so that there was no 

sense of melodlc "cadenclng" (from the Latin "cadere" meanlng "to 

faIlli). Also, the bass reglster there was not entir~ly convlnclng. 

In measures 8-9, the bass reglster was more approprlate for Kerboard 

musIc ln thls style, but melodic resolutlon to the tonie was hldden 11"1 

an Inner vOlce. In measure 12, where thernatlc closure seems 

strongest, both the bass and the melody settle dOIJJn ln thelf proper 

reglsters. 

11"1 summary, Mozar t ~ s theme exemp 1 if i es two Impor tan t pl' 1 ne 1 pIe s 

regarding formaI functlon. First, elosure of formaI unlts IS 

relative; that 15, whereas sorne formaI boundarles are not alwa>'s 

perfeetly distinct, others are much more deflnite. Seeondly and most 

Important for this paper, the formaI funetlons of beglnnlng, mlddle, 

and end ln the Vlennese elasslcal style do not arise solely due ta the 

temporal location of a partlcular forma1 unit relative to others of 

the same structura 1 leve 1. The prof Iles of these formaI fune t Ions are 

the summation of processes that are approprlate to thelr location. 

A structural Anomalr: Beginnlng with an Endlng 

The form of most classlcal themes sounds loglcal because the 

profile of the first unit creates the ImpreSSion of a beglnnlng, IJJhlle 

that of the last expresses thematic closure. Some pleces, how€'ver 1 

begln with an interesting structural anomaly--the Initial Idea 

-
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resembl@s a caàential formula.a> Such a formaI unit IS thus 

functlonal1y ambiguous; the beglrlning "sounds" lil<e an eond. This 

structural anomal y prompts us to ask a number oi questions: 1,,Jhat 

exactl>, has Just "ended?" How will the pleee Pget going" in the face 

of the Inertla of a closlng profile? How are we to undershnd the 

real end of the theme (or even of the piece)? Have we actually heard 

the end Cmetaphorlcally) within the initial measures of the pieee, or 

can we expect a more convincing end to follOlll? But hOl,oI will l,lje 

recognize the end of the plece, since It seems that closing profiles 

may not always beo trusted? 

6 

This structural anomaly has received sorne attention in recent 

theoretical 1 iterature.<B"> The standard approach IS to choose a 

partlcular pleee, demonstrate how its initial unit resemb1es a elosln9 

gesture, and then study the effects of such a "beginnlng" on the rest 

of the form. The Trio in Mozart's Symphony, K. 551, iii IS one such 

pieee (Ex. Int.2); both Ratner and Jonathan D. Kramer offer valuable 

ihsights regarding ItS "cadential· beginning.(9) Other slmilar 

diSCUSSions include those br Kramer on the first movement of 

7. The initial unit of a plece may be the start of either the 
main theme or the introduction. Although this formaI distinction 15 
crucial to understanding music in this style, 1 will temporarily 
postpone diseussing the initial unit's correct formaI function untll 
Chaphr Four, the approprlate point to raise this issue. 

8. Leonard B. Meyer's term for a cadential formula ln a 
beginning location is "contextual discrepancy," in Explaining Mu!~: 
Essars and Explorations (Chicago: Univ. of Chicago Press, 1973), p. 
196. Lochhead a1so discu5ses this topic; according to her, a 
"closing" idea that begins a piece is an example of an event that 
"possessts g.stural quaI ities which are absolute and recognizable 
irrespective of context" ("The Temporal," p. 7). 

9. Ratner, Classic Music, p. 39; Jonathan D. Kramer, The Time of 
Mus i c (New York: Sch i rmer, 19A8) , pp. 144-48. Su a 1 so, Thomas 
Cl if ton, ~ n Hurd: a Study ln. App 1 i ed Phenomenology (New Haven; 
Yale Univ. Press, 1983), p. 268; John D. White, The Analysis of Music 
(Englewood Cl iHs, New Jersey: Prentice-Hall, 1976), pp. 119-20; and 
Eugene Narmour, Seyond Sehenkerism: The Need for Alternatives ln. 
Music Analysis (Chicago: Univ. of Chicago Press, 1977>, p. 134. 

, 
9 
i 
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Beethoven's String Quartet, Op. 135,<10} by Janet Levy on the flrst 

movement of Hardn's StrlQg Quartet, Op. 50, No. 1,<11} and by Meyer on 

Beethoven's Piano Sonata, Op. 81a.<12) 

ln contrast to the above studies that deal wlth one partlcular 

piece, the subject of this structural anomaly comes up occaslonall;1 

during discussions of other musical topics. offer thr~e pleces as 

examples. The humorous closlng gesture ln the flrs~ movement of 

Hardn's String Quartet, Op. 33/5 IS mentioned ln separate dlscu~slons 

by Rosen, Steven E. Paul, and Sigmund LelJarle.<13> The "cadentlal" 

opening of Haydn's Symphony no. 97 is included in Meyer's discussion 

on archetypal schemata.(14) Flnally, the "cadentlal character" of the 

opening of the second movement of Mozart's Piano Concerto, K. 459 IS 

brought to our attention by Will iam E. Cap! ln in hls description of 

the main theme of this plece.<15> 

share the above authors' Inhrest ln the formaI amblgultr that 

arises when a closing idea appears at the beglnnlng of an Instrumental 

worK. Rather than elther focuslng on any single piece, or conslderlng 

thls issue peripheral to another tapie, 1 intend to look at varlous 

10. Kr amer , I.l.m.!. of t1Y,lli, pp. 150-63. Su also, Lochhead, "The 
TemporaJII for a discussion of Kramer's ideas on this composition. 

11. Janet M. Levy, MGesture, Form and Syntax in Hardn's MusIc," 
in Haydn Studies: Proceedings of the International Haydn Conference, 
Washington, o.e., 1975, ed. J. P. Larsen, H. Serwer, and J. Webster 
(New York: Norton, 1981), pp. 355-62. 

12. Meyer, Explainirtg Music, pp. 242-67. 

13. Charles Rosen, The Classical §!ti.!: Haydn, r1ozart, 
Beethoven (New York: Norton, 1972), p. 78; Steven E. Paul, ·Comedy, 
Wit, and Humor in Haydn's Instrumental Music,· ln Haydn Studles: 
Proceedings of the International HaYdn Conference, Washington, D.C., 
1975, ed. J. P. Larsen, H. Serwer, and J. Webster (New York: Norton, 
1981>, p. 455; Siegmund Levarie, ·Once More: The Slow Introductlorl to 
Beethoven's First Symphony,H The MusIc Review, 40 (1979), p. 168. 

14. Meyer, Explaining Music, pp. 212-13. 

15. Wi Il i am E. Capl in, liA Theory of FormaI Func t i on, M 1985, Ch. 
4, p. 10 • 

... _-------------------------------_. > ..••.• ~.,. ••.• "" 
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strategies used by Haydn, Mozart, and Beethoven ln settlng UP and then 

deallng wlth thls somewhat unusual formal sltuatlon.<16> t1y Interest 

Iles ln dlscoverlng the type of materlal feOltured ln those locatlclns 

of a plece l,4Iherp the formaI furlctlons clf "beglnl"lll"lg" (Ir "endlng" 

shauld be clearl:" expressed. In Chapter One. 11,1/111 present sorne 

t.'plcal perfect authentlc cadences. 1 IAlI11 then ShOI,1/ some InitiaI 

un 1 ts that Iml tate these closlng gestures to IJ~I'YI n9 degrees; 1 n th 1 S 

paper, such Il"Iltlal unit!: are hr-med closl1"l9 Initiai Ideas. ln 

Chapter Tt<Jo, 11~lll study the main themes of pleces that begln 1,<Jlth a 

closlng InItiaI Idea. In partlcular. Il,01111 flrst show hOt<J the 

tunctlon of "beglnnlng" IS aetually aehl@l}ed ln sueh pleees; 1, ... 1111 

then compare the genulne cadentlal ldu ln the se themes to the closl1"l9 

Inltl?lldea. In Chapter Three. WIll looK at sorne short, complete 

pleces ta su hOIAl beçpnnlng wlth a closlng InitIal Idea can affect the 

plece as a whole. ln Cl-tapter Four, 1 will turn to pleces ln 

tul l-mouement forms. .re. 1 WIll resume my Inter-est ln those 

locations of a plece past the flrst statement of the maIn theme whose 

formaI functlon IS normally elther "beglnnlng" or " en dlng." ln thl!: 

connedlon. 1 will conslder three formal areas that can potentlal1y be 

aHected by a closlng initial Idea: ~a) the return Of the mêiln theme 

ln, for example. a sonata-form recapltulation. a rondo refraIn. or a 

\larlatlon ln a theme and varIations mOlJement, (,b) the final cadence 

that closes the form, and (c) the post-cadentlal materlal followlng 

thls fInal cadence, that IS. the last hw measures that actual1y end 

the plece. Flnally, 1 WIll summarlze sorne general consequences that 

may arIse for a plece as a whole when a composer chooses to begln wlth 

a clos 1 ng 1 nit 1 al 1 du. 

16. 1 use the expression "some,,.,,hat" unusual slnce 1 found almost 
four hundred examples of Instrumental works by Haydn. Mozart. and 
Beethoven ln which the InitIal p~oflles had some elements of cadentlal 
closure. 1 excluded vocal works ln thls project so that the "ole ot 
text would not be a factor ln artlculatlng either continuation or 
closure. 1 also Ignored subordlnate themes slnce the)' are necessarllv 
tonal1y open. rpgardless of thelr InItial profl le. Llke the above 
authors. however. 1 Included TriOS of t1lnuets. 



CHAPTER ONE 

"CLOSING IDEAS" IN CADENCES AND IN INITIAL UNITS 

The beginnings of themes ln the classlcal s.t>'1e<1 > ar-e nor·mal b' 

differentiated fr-om thelr endlngs (I,e" cadences) by the use of 

" characterlstic" vs. "conventlonal" mahrial. The characterlstlc 

openlng idea IS the musical materlal by whlch a theme (or a composition! 

IS recognlzed. Cadences, on the other l'land, tend to be made up of 

s hreotyp 1 cal formu 1 as, conven t i ona 1 cIl ches tha tare 1 n terchangeab 1 e 

from plece to plece. 

ln thlS chapter, l '...,ant to examine the nature of the se different 

Idus in greater detail, beglnnlng flrst by isolatlng and deflnlng four 

musICal e1ements--melody, rhythm, harmony, and texture---that combine ta 

create either characteristlc or conventlonal idus.(2) My discussion of 

these ehments. will be based, to a large extent, on general1Y accepted 

vlews. The general ities that 1 propose, however, are not to be taken as 

definihly proven. In sorne sense, 1 am oHering hypotheses that seem to 

work pragmatically as 1 observe how these varlous dimenSions appear ln 

1. SinCt~ this thtsis is concerned wlth the classlcal style as 
exempl Ified by the instrumental music of Haydn, Mozart, and Beethoven, 1 
will no longer quaI if y subsequent statements wlth: "in the classlcal 
style." 

2. 1 am weIl aware of the imposslbilitl of what 1 have just 
proposed, i.e., that 1 will separate musIc Into distinct e1ements, 
since, -as a rule, melody, rhythm, harmony, and so forth are percelved 
together as a single unltary process" (Leonard B. Meyer, Emotion and 
t1eaning ln. MUSIC [Chicago: Unlv. of Chicago Press, 1967], p. 126>. '(I:ot 

1 follow a long tradition of analysts who flrst deny the feaslbllity of 
such a separation, and then Immediately proceed to try it, JustlfYlng 
the resulting distortion of the mUSical Idea by hoplng to explaln 
musICal Issues that are otherwise diHlcult to grasp. See DaVid 
Epstein, Beyond Orpheus: Studies!ft MUSical Structure (Cambridge: The 
MIT Press, 1988), pp. 12 and 111; Kramer, Time of MUSIC, p. Si and Jan 
LaRue, Guidellnes for lliil.. Analy.i!..§. (New York: Norton, 1970), pp. 1-2, 
113, and 224 • 

..... _---------------------------- .- ... - - '-- ,-- .. --
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typlcal openlng and closing contexts. Followlng thls theoretlcal 

discussion, 1 Will present sorne additlonal musical uamples, flrst, of 

common cader.tlal profiles and then, of beglnnlngs that seem to Imltate 

the"", these belng 'Nhat 1 term uclosing initial Ideas." 

Musical Parameters: Melody, Rhythm, Harmony, and Texture 

a. t1e 1 ody 

This paper IS concerned with two aspects of melody--scale degree 

funetion and piteh contour. The latter Will involve $uch issues aS the 

direction of 1 ine (ascendlng, descending, or stationary), the size of 

leaps, the ratio of eonJunet to dlsjunet motion, the range, and the 

reglster. 

The melody of a characteristie, opening idea usually embell ishes 

one of the active notes ln the tonie triad, namely, the third or fifth 

seale degree. This note IS often approaehed by ascent frorn a lower note 

ln the tonie triad.<3> The simplest ascending melodie progression IS, 

of course, a seale. But a scalar passage would not normally be 

eonsldered a "characteristic" melodie idea in any style, Rather, a 

eharaeteristic opening idea's unique melodic profile IS due to "diverse 

Intervall ic content (combination5 of leap5, steps, and dlrectional 

ehanges),·<4) as in Example 1.1.(5) ln contrast, the melody of a 

el051ng Idea directs itself toward the tonic scale degree, usually in a 

descending direction. ·Conventional· melodic progression is often 

scalar (Ex. 1.2), but sometimes arpegglated <Ex. 1.3). One partlcular 

ornament, the ·cadential trllP on the second scale degru, is another 

melodlc convention for a closing idea (Ex. 1.4). 

3. This ascent is related to, but not necessarlly the same as, 
Heinrich Schenker's IAnstieg,· the "initial ascent" to the first tone of 
the fundamental llne. See Free Composition, transi and ed. Ernst Oster 
(New York: Longman, 1979), p. 45. 

4. Caplin, FormaI Function, Ch. 3, p. 6. 

5. For the sake of practicalltr, 1 have simplifled some of my 
examples by eliminatlng redundant orchestral parts. 



--------------------------- ----
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b. Rhythm 

Turolng to the rhythmlC component of openlng and closing Ideas, 

one qUlcKly dlscovers that theorists do not agree regardlng many aspects 

of thls parameter, Includlng the very definltlon of the term "rhythm" 

Itself~(6) The three aspects of rhythm that are relevant to thls pap~r 

are elementary to the point of belng aXlc.matlc wlthln aIl rhythmlC 

theories. The first concerns the varlOus duratlons of pltch attacKs 

that produce distinct rhythmlC patterns such as: m J . The secc.od 

aspect is n me hr," the phenomenon of strong and weaK beats wlthln a 

measure. The third aspect arises from the fact that the measures WI thln 

a formaI unit usually form a b,nary grouplng. 

D~rational patternlng can play an Important l'ole ln dlfferentlatlng 

be tween charac ter 1 st i c and conuen t 1 ona 1 1 deas, SI nce patterns of 

discrete durations are more easlly remembered than pure melodlc 

contours.<n It seems logical, then, that a rhythmic pattern that can 

define the individual ity of a theme must dlffer from a standardlzed 

conventlonal formula that may serve for the cadence ln any number of 

classical themes. Consequently, one mlght assume a char-acteristlc 

rhythmic pattern to consist of diverse duratlonal values, whereas a 

ser ies of uniform durational values would maKe up a conventional 

pattern.<8> An examinatlon of the 1 iterature questions thls assumptlon, 

however, as 1 will show below. 

As regards meter, theorlsts agree that, withln the frameworK of 

strong and weaK beats ln a measure, the strongest sense of formaI ending 

6. For summarles of several deflnltlons of rhythm and ItS var 10US 

aspects, see Kramer, ~ of MUSIC, Ch. 4; Joel Lester, The Rhythms of 
Tonal MusIC (Carbondale and Eclwardsvil1e: Southern 111lrlols University 
Press, 1986), pp. 4-6; and Margaret Mary Barela, "Motion ln MUSical Tlme 
and Rhythm,· Collige Music SYmposium, 19/1 (1979), 78-92. 

7. Any ear training class ln dlctation Will bear thls out. 

8. Caplin proposes suth an Idea ln FormaI Functlon, Ch. 3, 
p. 6. 

• 
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requlres the cadential goal note to fall on a strong beat.(9) For the 

purposes of thls thesls, however, a cadence that ends on a r'elatlvell 

weak beat 15 fully capable of articulating a structural ending, desplte 

ItS less assertive nature. 

A common notion embraclng both duration and meter IS that a clear 

sense of endlng IS created br the followlng rhythmlc configuration: 

several relatlvely short notes leadlng to a longer final note. which 

falls on a strong beat and is followed by a reste Assoclatlng thls 

rhythmlC corlfiguration wlth a cadence IS problematlc on two counts. In 

the flrst place, musical motion may not necessarily stop at the cadentlal 

goal, but may continue briefly beyond it (Ex. 1.5).<10> Motion may even 

continue without any break between the cadential g~al and the next forma' 

unit (Ex. 1.6>. S.condly, the rhythmlc configuration outl ined above may 

be found at the end of either an opening or a closing Idea, or even ln 

the mlddle of a theme (see the bracketed figures ln Ex. 1.7). ln other 

words, thls rhythmlc configuration can set a formal unit off from 

subsequent materlal, but it does not necessarlly Identify that unlt's 

formaI functlon withln a theme. 

The final pOint regarding the parameter of rhythm concerns the faet 

that formaI units are often made up of two measures that combine Into 

phrases or themes spannlng an ev en number of measures. Thus, the go~l 

note ln the cadential unit of a standard theme normally arrives ln an 

even-numbered measure.(11) Exceptions to this rule may be accompanled by 

interestlng compositional techniques, as 1 will later dlscuss. 

9. An early version of this rule appears ln Jean-Phil ippe Rameau's 
Treatise on Harmony, 1722; trans. Phill ip Gossett (New York: Dover, 
1971), p. 273: "AIl conclusions of a strain in which a tonlc note is 
preceded by its dominant are called perfect cadences. ThiS tonic note 
should always occur on the first beat of a m.asurt, If the conclusion IS 
~o be felt." 

10. Some "cl05lng Ideas,· whtther Initial or cadential, include one 
or more pltches that trail after the goal tonic but are nevertheless 
considered part of the formaI unit. J shall term such post-tonic pltches 
Ittags." 

11. When J compare the ·closing initial idea" of the plece wlth 'the 
main theme's cadence Cin Chapter Two below) , 1 will discuss iome cases ln 
whlch a goal tonlc falls ln an uneven measure. 

l 
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c. Harmonv 

Harmonv 15 the musical element that flrst cornes te. mlnd IlIhen l,Ile 

speaK of a cadentlal formula. For example, a detlnl tlon of the pertect 

authentlc cadence usually beglns by namlng the chord~ Inuolved, the 

order ln whlch they appear, and thelr posltlon.\12> Thus. the harmonie 

content of a complete perfect authentlc cadence Includes an Inl tlal 

tonlc • often ln flrst InverSiOn), a pre-dominant ~usuallv bUll t above 
~ 

Hale steo 4 ln the bass, the mo~t common chords belng 110 or l'), a 

dominant (or V71 chord ln root pOSition, and flnally, the cadentlal 
A 

goal--a final root-posltlon tonlc supportlng 1 ln the structural melodv. 

Wh Il e the 1 ast hvo ehords, V-l, must appear 1 n th 1 S formu 1 Ci, the 

presence of the other harmonies IS less constralned. "lncompl:'de 

cadentlal progressions" omit one or both of these chords, usually, the 

Initial tonlc; authentlc cadences wlth no pre-dominant are rare.<13> 

Llke theme endlngs, whlch are assoelated wlth speclflc conventlonal 

progressions ("cadentlal" progressions), beglnnlngs and mlddles ot 

theme~ also tend to be harmonlzed by partlcular types ot conventlonal 

progressions of the harmonies. Thus, the approprlate harmonv for the 

openlng of a theme IS a progression that can be termed "tonlc 

prolongatlona1."<14> "t1Idd1ec:" may feature elther a continuation ot the 

openlng tonlc prolongation or a sequentlal progression. 

The element of harmony poses an Interestlng problem as regards the 

notion that "characterlstlc," openlng Ideas should be dlfferent from 

12. The deflnltlon continues 1,oIith a "melodlc" fact--that t~e", 
§ttuctural soprano of the last two ehords IS elther seale steps 2-1 or 
7-8. And the deflnltlon ends wl~h rhythmlc Issues. such as the 
neeessity for a eadentlal Six-four to fal1 on a strong beat, or the 
pOSSlb11 Ity that the final tonlc may arr lue on a weaK beat. 

13. Caplln, FormaI Funetlon. Ch. 2. ~p. 9-14. In thls paper, 1 
IN Il 1 not be deallng WI th the uhalf cadence" as a vehlCle of thematlC 
closure. 

14. The tonlc harmony IS "percelued ln the llstener's Imagination 
to be sustalned through tlme desPlte the presence of an Intervenlng 
chord (or chords> of dlHerent harmorllc mea.nlng" «(aplln, FormaI 
Functlon. Ch. 2. p. 5>. 

1 
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"con\JI~ntlonaIU cadences. l..Jhereas harmony is crUCial ln glvlng cadences 

thelr conventlonal profile, harmony plays a dlfferent role ln an openlng 

Idea: whatever IS characterlstic about a typlcal openlng Idea usually 

has 1 Itt1e to do with Its harmonic support, slnce man y dlfferent 

"characterlstlc" melodies may be harmonlzed by a conventlonal 

prolongational progression. UnI Ike melody and rhythm then, harmony IS 

rarely a "characterlstlc" element in an openlng Idea. 

Strange1y enough, the harmonic component of an openlrlg Idea 15 

"characterlstlc" only when it is not typical st yI Istlca11y. Whereas 

prolongatlona1, sequential, and cadentlal progressions are normally 

assoclated wlth the thematlC functlons of beglnning, mlddle, and ending 

respectlvely, part of the richness of this music arises from the 

posslbility of a different combination of harmonlc progression and 

formaI location. For example, an initial idu <the start of elther a 

main theme or an Introduction) may sometimes be harmonlzed by a 

sequential or ev en a cadential progression. In such cases, the elp.ment 

of harmony contrlbutes a "characteristic" feature to these "beglnnlngs." 

Here agaln, however, a variety of opening ideas may be harmonized by a 

partlcular sequential progression, so that it is not the progression per 

se that renders the Idea unique. As for an openlng idea harmonlzed by a 

cadential progression, if the melody also imitates a cadential contour, 

we then have a clear example of the formaI anomaly that is the subJect 

of this paper: a closlng profile occupying the position of an opening 

1 du. 

d. Texture 

The fourth musical element to play a role in distlnguishing between 

initial and closing ideas is texture. J will take advantage of Janet 

Levy~s remarks on the conventional ized sign value of two particular 

textures:<15> (1) the ·conventionally figured and regularly measured 

15. Janet M. Levy, -Texture as a Sign in Classie and Early 
Romantlc Music," Journal of the America" Musicologleal Society, 35 
(1982>,488. 
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accompanlment pattern. su Ch as an Hlt,ertl bass." and (2) the solo 

~assage (Includlng unlsons or octave doubllngs). Accordlng to Leu'. 

both these textures are typlcal of "beglnnlngs."<16> 

Levv ~tates that "the sense of 'true beglnnlng ~ot the musical 

dlscourse) IS ofhn conveved bv the establishment of an accompanlment 

pattern after a less stable or less natlJral tedure dc,r thls 

repertory>."(17) Her obserlJatlons 1,1.1111 help me demonstrate, later ln 

thls paper. hOI,oJ texture can help to contr Ibute to an e~pr€'sslon of 

"beglnnlng" when a plece starts Wlth a closIn9 Initial Idea. 

As regards the solo t€'xture, such passages are also usual lt 

understood "as openers. not closers of actlon.",18> ASlde from Leuy s 

Interestlng observations on the reason for th€' as~oclatlon of thls 

partlcular texture and I",dh the formaI location of "beglnnlng." another 

cause for thls association ar Ises from an anal/tlcal problem regardlng 

the harmonlc Implications of a solo llne. ThiS texture 1acKs the two 

Independent vOlces necessary to ensure a manlfest statement ot the 
;\./' /'t 1'\ 

minimum reQulrements for a perfect aut~entlc cadence: a 7-8 or 2-1 
A l' 

soprano aboue a 5-1 bass. ThiS texture IS thus Inappropr late as a 

thematlc endlng. but lt IS perfectly useful ln a thematlc beglnnlng. one 

that 1..,111 be harmonlzed br a prolongatlonal progression, I~here any 

number of bass or soprano llnes are posslble.<1 9 > 

In summary. the profile of a "beglnrllng" can be d€'scrlbed as 

exhlbltlng an "openlng" melody that embell Ishes one of the tonlc trlad's 

active tones, a pltch oHen approached by asc€'nt. DI\Jerse Internllic 

content and rhythmlc patterns. a tonlc prolongatlonal harmonlc support. 

and no restrictions on texture combine to form a unique musical profile, 

16. Levy adds that, unllKe the solo texture, the unlson or dc,ubled 
octaves texture may also appear ln codettas ("Texture," p. 519'. 

17. Ibid., p. 491. 

18 • l b 1 d.. p. 50 l , 

19, A solo llne can sometlmes express a cadentlal Idea, as 1 shall 
show Irl Chapter TI,oJo: ln such cases, the location of thls llne ln the 
"endlng unit" of a theme forces us to understand the tormal functlon of 
the llne as IIcadentlal ll desplte Its unconl)entlonal profile. 

• 
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th~ "charact~rlstlcU openlng Id~a by whlch one reeognlzes the pleee. A 

cadentlal Idea, ln contrast, IS normally descrlbed as exhlbiting a 

stereotyplcal profile. A texture of two or more Independent parts 

presents the essentlal harmonlc components of an authentlc eadentlal 

" progression. The final 1 ln the melody, usually approached by a 

de~cendlng stepwlse 1 ine, falls on a strong beat and IS often a 

relatlvely long note. This profile has 1 ittle or no characterlstle 

futures that would distinguish It from cadential Ideas ln other pleees 

of thls perlod. As 1 mentloned above ln connection wlth rhythmlc 

durational pattlrns, a survey of the musical literature show~ that thls 

description of a cadential profile is somewhat llmihd. While such 

simple profiles do occur, other more interestlng profiles occur a! weIl, 

as 1 will discuss in the following section. 

Perfect Authentlc Cadences ln the Classlcal Style 

We have Just examlned the textbook definitlon of a cadence. ln 

this section 1 will begin by presenting examples of Simple cadentlal 

profil!s that fit the above definition. 1 will then discuss cadences 

that differ from this simple profile in two respects: their melody 15 

more complex and their harmonlc progression need not be complete. 

Examples 1.2, 1.8 and 1.9 Illustrate Simple cadential profiles.(20) 

One may, perhaps, object to the use of Mozart's "Musical Joke M ln thls 

connection, slnce he may be poking fun at this hacknered formula. No 

one, however, can doubt the serious character in the Beethoven work. 

One explanation for the simpl icity of ~uch cadential melodies 1 ies ln 

the faet that the singl! melodic goal, the tonie, encouraged the 

developm.nt of a 1 imlted number of stereotrpical closing figures.<21> 

ln contrast, opening ideas are freer as to their last piteh, thus 

allowing for a greater number of opening melodic contours. 

20. Example 1.9 Illustrates the "galante cadence"; see C. L. 
Cudworth, IICadence Galante: The Storr of a Cliche," The Monthly Musical 
Record, 79 (1949), 176-78. 

21. LaRue, Guidel Ines, p. 85. 

~--- ~~ --- ~ ~ --
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A qUlcK survey of cadences shows that, despl te an Invariant melodlc 

goal, Haydn, t1ozart, and Beethoven sueeeeded ln eomposlng qUIte a 

varlet y of cadentlal melodles that are every bit as beautlful as thelr 

openlng melodles. For one sueh case (Ex. 1.10), let us return to the 

cadence that closes Mozart's theme dlscussed ln the Introduction (Ex. 

Int,l). The melodle goal IS, necessarlly, the tonie. The last thl'ee 
" " ,. bass pi tches, the standard 4-5-1, suppor ta, 16 chord followed b:' 

root-position dominant and tonie ehords. ln mea~ure 10, the funetlon of 

Initial tonlc IS performed by both 16 and the tonlc sUbstitute, VI. 

Now notice the cadentlal melody. The deseent ln measure 10 reaehes 

the tonlc prematurely, but the VI chord prevents harmonie closure here. 

ln order to accommodate the cadentlal pre-dominant, doollnant and final 

tonic harmonies, the melody must move from, and then return to, the 
A ~ 

tonie. Scale step 2 ln measure Il resolvlng to 1 ln musure 12 would 

satlsfy this requlrement. ThiS strategy, however, would not satlsfy 

Mozart~s aesthetic senslbll Itles. His N So lutlon"--a leap from 2 up to a 

tone of figuration (a chordal sKlp) followed by a trltone leap down to 

the leading tone below the goal tonlc--results ln a melody whose contour 

is as graceful and interestlng as the "characterlstlc" melody at the 

opening (see again Ex. Int.l, mm. 1-4). 

ThiS passage IS a good Illustration of how the perfect auth~ntll 

cadence IS handled in Viennese classlcal musIc. Whlle the harmony and 

the final melodic goal are tlghtly prescribed, the melody enJOYs a 

certain amount of frudom as 1 t pr'ogresses tovlards 1 ts goal. Eaeh 

Individual pltch in the cadential melody need not have structural 

signlficance; that IS, each pitch need not be harmonlzed by a dlfferent 

cadential chord (as is the case in the simple cadences shown ln Exs. 1.2 

and 1.8). Rather, some pitches may embell Ish a more structural pltch. 

This ornamentatlon of structural pitches allows for an assortment of 

Interesting cadential melodic contours.(22) 

22. Of course, "openlng" Ideas can feature the embellishment of 
structural tones as weIl. The structural archetypes for openlng Ideas 
are more varled, however, slnce thelr melodlc goals are not preser Ibed. 
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Another cadentlal melody INlth ornamental pltches IS shown ln 

Example I.lli. LIK€' th€' rnelody ln Example 1.2, thls €'xcerpt Includes a ,.. ,.. 
stepwise descent from 5 to 1. UnliKe the earller case, however, the 

descent here occurs over the last two chords in the cadentlal 
" progression (IJ_J); the pre-dominant harmonie functlon supportlng 2 spans 

the precedlng four rneasures (Ex. 1.11b). 

At thls pOint, 1 would like te Interrupt my diSCUSSion of eadentlal 

ornarnentatlon in order to Introduce my terminologlcal and annotatlonal 

method for referrlng to varlous cadential melodies. The followlng 

system will Identlfy pltch contours and INil1 dlstlnguish between 

structural and ornamental pltehes. Each harmony ln the standard 

eadential progression supports a "structural" pitch. For the purposes 

f'\t my system, and somewhat ln llne with Schenkerian theory as weIl, the 

cadential six-four chord can perform thls function also. Thus, the 

r~dence ln Example 1.2 will be designated as a 54321-cadence, while that 

ln Exarnple 1.B is an 84321-cadence: note that each scale step that 

approaches the final tonlc IS supported by its own harfflOny ln a standard 

cadential progression. The cadence in Example 1.11, h~ever, IS a 
" 22(35432)1-cadence. Scale step 2 is harmonized by both pre-dominant and 

dominant chordsj rt is also ornamented (prolonged) by the scale steps ln 
A 

parentheses. The final melodle goal, 1, sits above the expected 

harmonlc goal, the tonie. 

Wlthln my label ing syst~m, an underl ined pitch will refer to a 

seale step below the lowest tonie. This distlnguishes between, say, a 

melodlc llne that ascends to an upper tonie Ca 578-line), and one that 

leaps from the dominant to the leading tone below a lower tonie (a 

511-line). Example 1.10, then, contains a 12(4)11-cadenee. ln thls ,.. ,.. 
case, while both 2 and 4 ln measure Il are supported by an implled i i6 

,.. A 

chord, 2 is the structural pltch that progresses to the tonie, while 4 

IS a chordal sklp. 

ThiS system Ignores Sehenkerian prolongational concepts concerning 

Implled pltehes so that, for example, when a eadential melody circles 
" the tonlc, such as the 12(4)11-1 ine in Example 1.10, the dip to Z will 

not be ignored or minlmized by being eonsidered a motion to an Inner 
.... 

VOIC. below an Implled 2 that IS still in effect. The need to Identify 
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a distinct Z1 (or 781 cadentlal gesture 1,~111 be Justdled bv man, 

eAamples to be presented below. 

Let u s n Ol}l r e t u r n t (1 the d 1 5 C U 5 S 1 Co n 0 f c ad e n t 1 a 1 (1 r n am e n t a t 1 (1 fi • 

Example 1.12 shows hOI,1j a structural 321-llne can be ornamented bv 

ar Degc.;11 a t Ion. Al though a decep t 1 ve cadence a t measure 61 Dr e'/en t 5 the 

llne from closlng harmonlcal1v, the melody ln the oerfect authentlC 

cadence that fcrlloloJs IS slmllarly c.rnamented. 

Examples 1.13 and 1.14 each feature a common cadentlal tlgure. ln 

order to .,fJOld a cumbersome numerlcal formula for thE' tamillar tlglJre ln 
1\ 

Example 1.13, 1 Will designate thls double nelghbour around 2 as 

"DN2."<23> In Example 1.14, the figure above the cadentlal dominant arld 

tonlc chords IS 1(3)21.<24> 

The two melc.dles ln Example 1.14 Illustrate an Importard pOint for 

thls paper: melodle leaps ln the cadentlal melody (a descendlng leap ot 

a slxth ln m. 7 and the octave leap ln m. 191 are entlrely stvl15tlc. 

Therefore the notion that cadences are normal ly scalar (sel' pp. 10 and 

16 above) must be challenged. 

One final observation regardlng cadentlal melodies remalns t~ bE' 

offered. Although the term "cadence" orlglnates from the Latin "cadere" 

':meanlng "to fall",I, some closln9 melodlc llnes do Indeed ascend. 

Perhaps SchenKerlan analytlc techniques would come up wlth a dlfterE'nt 

Interpretation for the cadentlal melodles ln Examples 1.15 and 1.16, but 

for the purposes of thls paper, 1 conslder these cadences to be 

structural 5678-llne5.<25> 

Just as de5cendlng melodlC 1 Ines may be elther structural or 

ornamental, ascending 1 Ines may be simllarly eategorlzed. lhe ~adence 

23. Accordlng to my own system, 1 would halle to calI thls cadence 
a "1(3)2<123)1" above I-V7-I. 

24. A more camp 1 ete prof Il e for thE' cadence 1 n Ex. 1 .14a, I}lh 1 ch 
taKes Into account tts Initial tonie (16) and pre-dominant (116), IS 
32(46)1(3121. The "2(46)1" component IS another common cadentlal tlgur€' 
preced 1 ng the fi na 1 "21. II 

25. The posslbl 1 Ity of a rlslng Url Inl~ IS proposed by Da~ld 
Neumeyer, ln "The Ascendlng Urllnle," Journa.l of MUSIC TheorL, 31 
1:1987), 275-303. 

• 
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ln Examp1e 1.17 contalns a 12(56)71-11ne: the 5071 up .... 'ard sprlng to:o the 

tonlc cor.taln; both strlJctural and c,rnamental pJtche~. In Exampl€- 1.18, 

t10zart I/Jrltes two faml11ar ornamenta1 me10dles above a cadentlal 

six-fcour: a 0'56>71 ln measures 58-59 and a "DN2" ln measures 61-62. 

Before c10slng the diScussion on the cadentlal profile. IIAlould 

lll<e to focus on Its hu-mon le cc,mponent. In partlcu1ar. 1 am reterr-Ir.ÇJ 

to thf!' posslbllJty of omlttlng pre-dominant harmon:{ 'A.lthln the cadentl~l 

progression. As J obserued aboue. and as most of the prevlous examplei 

ln thls chapter conflrm, cadences usua1ly Inc1ude pre-dominant harmon'l. 

Sometlmes. however. the composer forces IJS to understand that e'Jen a 

Simple l-'J-I progression must be consldered cadentia1. Examp1e 1.14 

shows two 1(3)21 cadences. l~hereas the harmony fol' the flrst is made up 

of a ~nmp1ete cadentia1 progression, the second cadence (H'e one that 

ac tua 11 y closes the theme 1 n the home key) 1 acl<s pre-dom 1 nan t harmony: 

thus, thls second cadence could. out of Jts formaI context. be percellJed 

as tonic prolongatlonal. l..,Ihen thls theme returns at the Ver'Y end of the 

entlre plece, the brlef cadentlal formula. orlginall v found ln measures 

19-20/ functlons as the final structural cadence of the plece, thus 

conflrmlng that the I-V-I progression IS truly cadentlal (and nct 

prolongational l • Occaslonally then, we must hll back on "l oca tlonal" 

context for the correct analysls of a partlcular harmonlc progression. 

The above examples show that, although theorlsts descrlbe the 

perfect authentlc cadence as a formula, the profile of the cadence IS ln 

no I/Jay restrlcted to a Single rlgid mold. ln the flrst place, cadentlal 

melodles range from contours that contaln the barest essentlals (a 

structural melodic 1 ine) to an ornamented melodic contour that could 

very weIl be called Ncharacterlstlc." Second, although the harmony of 

the cadence usually includes a complete cadentlal progression ':lnJtia1 

tonlc, pre-dominant, dominant, and final tonie), an Incomplete 

progr&ssion ln the approprlate formaI location can also express 

structural closure. Thus, the minimum requlrements for a cadentlal 

" profile are a \)-1 progression supportlng a melody whose goal IS 1. 

This prOfil, can even suggest a sense of cadential closure ln a 

non-cadentlal context. Furthermore, a "weaker" version of thls profile. 
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dhat IS, one that lacks sorne "requlred" elementsl can also create a 

correspondlngly I,.,eoaker but nelJertheless distinct IllUSion of clo~ure. 

Both strong and weaK closlng profiles can be found at the beglnnlng Ot 

sorne Instrumental pleces bv HaYdn, Mozart, and 8eetho~en. 

"Closlng Initial Ideas'~ 

Il,.,111 nOI}.l present sorne Inltlill uolts that mlmlC a cadentlal 

profile. These "closlng Initial Ideas· are Indlcated ln the score ",lth 

a bracl<et and the leUers "C.I.I." ln chooslng my examples, 1 relled Con 

the fluting Impression of closure created by the Idea before sub~equent 

rnaterlal clarifies i ts formaI funct.lon. remlnd the reader that mv 

"closlng Initial Idea~" ma)' represent the start of elther the 

Introduction or the main theme. At the beglnnlng of elther. hOI,olelJer. a 

closln9 InitiaI Idea 15 a structural anomalY. 

Taken out of context. the passage ln Example 1.19a mlgi"lt. be 

percelved as a cadentlal formaI unit. The downbeat of measure 4 marK,; 

the end of a complete cadentlal progression that supports a typlcal 

cadential melody, a 32(46)lZ1-1ine simllar to the 32<4611 component ln 

Example 1.19b. '{et thls IS the beglnnlng of the pleee who~e tint 

cadence IS shown ln Example 1.11. 

Examp1es 1.20 to 1.22 shOl,ol addltlonal cases of such closing InitiaI 

Ideas which, like the one Just dlscussed, are ful1y cadentlal ln thelr 

profi les. In Examp1es 1.21 and 1.22, a "hg" follows the goal 

tonle.<26> In an approprlate formaI location, however. thls melodlc 

extension 1 n i tself would not deny the posslblll ty of a cadence: as 

mentloned above, cadences do not necessarlly interrupt the musical flo'}.I. 

Initial units harmonlud by complete cadentlal progressions (such 

as tho5e ln Exs. 1.19 to 1.22) are lJery rare, th us showlng that 

classical composers essentlally malntaln the distinction between 

"beginnlng" and -endlng" profiles. There are Indlal un1t~, howe\}er. 

whose profiles are still stronglY suggestive of cadenttal closure. 

although theY Jack certain cadentlal elements: the5e closlng Inltla.l 

26. The term "tag M was deflned above ln footnote 10. Ilnlll 
dlscuss the "hg5" ln closlng Initial ideas ln Chapter Two • 

.... _--------------------------------_ ..... ,.'. '.' .... -
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Ideas may have Interestlng Implications for composltlonal strategy 

regardlog closure lahr ln the pieee and are thus worthy of car'eful 

consl derat 1 on. 

t10st often, the dlscr·epa.ncy between a standard cadentia,l profile 

and a closlng Initial idea IS due to a Single e1ement: harmony. 

Examph 1.23 is a good Illustration of how a cl051n9 gesture ean oceur· 

at a "beglnnlng": there is somethlng not qui te rlght about the 

" cadentlal" profile, and the culprlt here 1$0 charly the element c,f 

harmony. ln this excerpt, the familial' structural ascent ta the tonIe 

above the beginnlng of a cadential progression gives the Impres~lon of a 

cadentlal idea wt'll)t;lI harmonlc goal has bun evaded by the 16 ehord at 

measure 4. 

In the fol1owing examples of closing initiaI ideas, th€' harmonie 

requirements may be weak or ev en misslng, and thus, the cadential 

profile i$o expre$osed by melody and rhythm. My inhntion IS to present 

six "families" of closing initial ideas whose melodles resemble the 

cadential figures already discussed above (in Exs. 1.8 to 1.18). In 

other words, the melodie-rhythmic figures in the fol1owing examples seem 

equally at home in both Ubeginning" and ·ending· units. 

My first family of melodie profiles is the figure that 1 have 

termed "DN2" (Exs. 1.13 and 1.1Sb). This figure serves not only as a 

cadentlal melody but aIse as a "charaeteristic" beginnning in quite a 

number of pitees in a variety of genres (Exs. 1.24 and 1.25) .(27) 

Another famlly of such versatile profiles is the 1321-1Ine.<28> 

Revlew the cadences in Examp1e 1,14 a.nd then compare them wi th the 

27. Other pieees that begin WItt'! "DN2" Inelude Haydn"s SymphorlY 
No. as in Bb, ii, his Baryton Trio in G, XI:125, ii j, and Piano Sonatas 
XVJ:36, i i and XVJ:39 , 1. Mozart features this figure in his Viol.n 
Sonata No. 39 ln CI K. 404, i, his Piano Concerto in B-flat, K. 595, i i, 
a.nd th. Andante ln F fol" a li ttle mechanical organ, te 616. ln 
Beethoven's Rondo in Three Duets fol" Clarinet and Bassoon Wo027/2 ln F, 
th i s fi gU1"'t opens the tr-ansi t i on sec t Ion (mm. 27-28). 

28. ln assigning numbers to describe melodie contours withln the 
context of cadences, i t proved useful to use parentheses to 
differentiate between structural pitches (those supported by a eadential 
harmony) and ornamtnhl pitehes. ln the eontext of uclosing ini t i al 



Initial flgur'es ln E:<amples 1.26 and 1.27.(29) I,)arlants ct thls closlna 

figure ellmlnate the characterlstlc rhythm of the long Initial tc.nlc 

<Exs. 1.28 and 1.29.). Related te thls group IS a 32t-lln!?'. elther 

!:tructural (Ex. 1.30), or ornamented (E:<. 1.31). In thl: famllv 1\1111 
l'. 

also Include versions of the figure that are preceded b, 5 (E(~. 1.32 

and 1.26 after the flrst closln9 figure). 

My thlrd famll:' of protlles IS the 54321-1Ine. ~oJe have seen that 

cadences INlth such lines ma)' be elther structural ',Ex. 1.2) c.r 

ornamented <Ex. 1.11). Simllarl>" il cl051ng Initial Idea can take tl,j) 

formof a bare 54321-11ne <Exs. 1.33 and 1.3'P, or a llne that 15 

ornamented ·:Exs. 1.35 and 1.36). Example 1.36 shows hQl.~ such an 

ornamented llne seems perfectl:f approprlate ln elther a "beglnnlng" or 

an "endlng" location, as examples fram hllo completely dl Herent works 

revul. In another plece (E-<. 1.37), t10zart combines 54321 INlth 2421 

creating a "closlng Idea" closely related to hiC; cadentlal melody ln 

Example 1.10.<30> Examp1e 1.38 c;hows a related verc;lon of thls llrle: 
.,.... ., 

Beethoven allows a curt closlng Idea to plunge from 5 dlrectl:, to 1. 

Al though thls latter melodic contour IS very Jagged, 1 have shol.~n case: 

abovel.ojhere large leaps occur ln cadentlal melodles. 

As we HI,oJ ln Examples 1.15 to 1.18 above, cadentlal melodles ma,. 

ascend, and the resultlng 5678-l1M ma)' be elther structural or 

ornamenta1. The followlng closln9 Initial Ideas Include sueh ascendlng 

Ideas," the melodic figures are of Interest r·egard1ess of thelr harmonie 
support. Accordinglr, 1 Will generally omit the parentheses l,lJhen 
referrlng to the melodlc contour of a "closing Initial IdeOl." Thus, a 
famll)' of "closing Initial Ideas· dlspla)'lng a 1321-llne mOlY be 
harmonized in a varlet Y of ways. as my examples Will soon ShOI,lJ, 

29. The closing Initial Idea ln Example 1.26 conhlns i;!,lJo closing 
melodlc figures. 1 will d.seuss the second ontl prestlntly. 

30. The question OT l,lJhat IS thls hg's Tlnal boundar," (Ex. 1.37/ 
I/oli 11 be discussed ln Chapter TINo. 

-
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melodlc llnes (Exs. 1.39 to 1.41> .(31) Compare the 5678 figur~ of the 

beglnnlog ln Example 1.39.1 wlth the melody of the cadence ln Example 

1.39b for a striklng famlly resemblance. In contrast to the example 

Just mentloned, the ascending beginnings in Examples 1.40 and 1.41 ma>, 

not seem partlcularly cadentlal. Al though the melodie goal of the 

" Initial units ln these examples is clearly l, each of these beglnnlngs 

Jacks enough e1ements to express a clear sense of eadential closure. 1 

am Includlng them here neverthe1ess ln order to c:how <in la ter chapters l 

that, even ln pleees with such a "weak" closing Initial Idea, the 

genuine cadential closure that occurs later in the pieee may be handled 

ln an unusual I/Jay. Continuing IlJith the family of aseending lines ln 

Example-s 1.42 and 1.43, we find Haydn and Beethoven beginnlng a pltce 

wJth the- smal1est eombinatlon of pitehes that can refer to a cadential 

me 1 ody: 78 or· 878. <32> 

The fifth family of closing initial ideas is made up of melodic 

contours that represent, in miniature, a complete melodie proeess: the 

melody opens, often by climblng to 5; then it closes (Exs. 1.44 to 

1.48). ln Examp1e 1.44, Haydn begins with a common opening gesture, an 

aseending tonlc triad; closure taKes the form of a 54321-1Ine. In the 

next example, Beethoven uses the same melodie contour but extends It, by 

prolonging the goal tonie with a ~1 "tag" (Ex. 1.45), In Example 1.46 

by Mozart, the aseending triad is followed by a drop to the leading tone 

before thl' 1 ine seUles down on the tonie. ln Examphs 1.47 and 1.48, 
.... 

thl' ascent to 5 is fol1owed by a descending arpeggiated dominant chord 

resolv i ng on the tonie. 

My last family includes those pleces that bl'gin with more than one 

closing initial idu; we have already Sgen such a case in Example 1.26 

above. 1 present two more examples below (Exs. 1.49 and 1.50). The 

31. Ex. 1.41 ma)' be considered prob1ematic since it begins with a 
confusion of key. This type of "beglnning," one of Beethoven's 
favourite pranks, can .1150 be found in th~ ·cadentiaP opening of his 
First Symphony and in Ex. 1.50 below. 1 will dul with the tonal ity of 
these closing initial ideas in Chapter Two. 

32. In Chaphr Two, 1 wi 11 show that even a single tonic chord can 
refer to a perfect authentic cadence. 

---------------------------
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flrst closlng Idea ln Example 1.49, a 12321-1Ine. IS a miniature 

opl?rllng-plus-c!o5Ing profile: the secc,nd 15 the famillar asc€'nt to 

thetonlC. The eloslng Initial Idea ln Example 1.50 contalns three 

el051ng tlgures: an ascent to the "tc,nlc."d3> a 1321. and a 54321. 

ln summar:/ , l hal)e deflned ln thls chapter the theoretlcal 

prlrlclPles that underlle the formaI tunetlons cd thematlc c,perllng and 

elosure ln the Instrumental musIc of Havdn, t1ozart. and BeetholJen. 

then presented sorne typlcal perfect authentlc cadences ln order to 

deflne more speeiflcally the eadentlal profile. Final 1:-'. 1 showed 

examples of pleces INhose Initial unlts Imltate these cadentlal formulas. 

In this chapter 1 have purposefully emphaslzed the degree ot Simllaritv 

that my cl051ng Initial Ideas have to real cadences. t1y next step 15 ~c' 

show how (or to I,~hàt degree) these Initial profiles dlHer from genulne 

:à\dentlal formulas. that is. how th€'se beglnnlngs perform the formaI 

funetlon approprlate to thelr location ln the plece. 

33. ThiS initial ascent to the "tonie," IS mueh less clear than 
those in Exs. 1.40 and 1.41 fol' two reasons. Flrst, a drum-bass pattern 
at the start of a p!ece IS usually an accompanlmental figure (as ln E.~. 

1.38). Initlal!y then, these chords ln Ex. 1.50 do not sound llke a 
closlng Idea since ~~e are not even aware of a melodlc llne unt Il the end 
of measurt 2. 

Second1y, once INe percel\)e a melodlc ascent, the problem ar Ises c,f 
a confusion of Jle)': the openlng chard, whlch Inltlall:1 sounds llKe a 

"'-
stable tonlc trlad 1}Jlth 3 ln the soprano, must be r'elntel'preted as a 

"" pre-dominant supportlng ô. The "tonlc" (G ln m. 3) aequlres stablltt:1 
malnly due the unamblguous eloslng figures, 1321 and 54321, that follolN. 
In Splte of an unconvlnclng debut hOI.olever. the melodle contour of a.n 
ascent to a cadentla! tonlc will b~ an Important future of cadentlal 
IdtaS ln the rest of thls plece. 



CHAPTER TWO 

BEGINNING WITH A "CLOSING 1 DEA Il : THE MAIN THEt1E 

In thls ehaphr, 1 will study the miln themes of sorne pleces that 

begln 1,111 th a eloslng Initial Idea. Since these pleees start wdh an Idea 

that 1$0 somewhat Inapproprlah to the onset of elther a main theme or an 

Introduction, 1 will exp1aln how the functlon of beglnnlng actual ly IS 

made manlfest, elther ln the closln9 initial Idu Itself or ln subsequent 

material. 1 will n~xt be eoneerned with the general form of the main 

theme: 1 will deflne sorne basie theme types and eonsider the 

consequences of startlng eaeh of these types 1,111 th a closlng initial idea. 

Flnally, 1 will compare the clo$oln9 initial idea to the cadence(s) withln 

the main theme. Of partlcular interest is the cadential unit that marks 

the structural end of the main theme. In addition to the final cadence, 

1 Will examine internaI eadentlal ideas, such as evaded and deceptlve 

cadences and the cadence ln the antecedent phrase of a perlod. 

The ExpreSSion of "Beglnnlng" in Closing Initial Ideas 

ln Chapter- One, 1 showed some 1 nit i al un 1 ts whose prof il es wer-e 

slmllar to typleal cadences. Il.11111 now emphaslze the diHerer'lces 

between these closing initial idus and true cadences. In thls section, 

1 Will glve a detailed account of how harmonie or melodie components of a 

closlng initial idea may contaln elements capable of expresslng the 

formaI function appropriate to ds location, that of "beginning. u Even 

in the absence of such ·openlng U e1ements ln a closing initial idea, a 

clear expression of the correct formal function is ultimately achieved by 

the Idea"s location within a br-oader formal context, as 1 shall show 

be 1 01,11. 

will start wlth the e1ement that usual1y distlnguishesmost of 

these beginnlngs from actual eadential Id,as: harmony. Some closlng 

Initial ideas, namely those whose texture is a solo 1 ine, lack any 
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manlfest harmonie support whatsoeuer. As we know from Chapter One, a 

5010 texture does not proulde the e~sentlal materlal! ~elther a 

conllentlonal bass llne or an appropr late melody\ tor a standard pertect 

authentlc cadence. Thus, even "lith a melodle llne such as that ln 

E.<ample 2.1, the closlng Initial Idea can be construed as a. "b~g.nn\nQ." 

t10st cle.~lng Initial Idea5. hOWe\JH, do cc.ntaln an expllcd harmonie 

content. but thl": content IS tonlc prolongatlonal and not genulnel>' 

eaderdla.l. An unamblguous tonie prolongat.onal progre=':le.n may take the 

form of tonie harmony that lasts throughout the und (Ex. 2.21, a tonlO: 

pedal belo~O/ ehanglng harmonies <Ex. 2.31, or a pa:slng or nelghbour 

dominant chord behO/een two tonie chords (Exs, 2.4 and 2.5 respeetpJeJ:.l. 

ln such cases. the jack of a cadentlal progression supportlng a "clo':lng" 

melodlc figure prohlblt!; the notion that thlS 15 a genulne cadence and 

al 1 OtN!. the llstener aIl the more to accept the funetlonal expression of 

beglnnlng. 

In Examples 2,6 to 2,8, context plays an Impor·tant l'ole ln our 

percelulng the harmonlc progression of the el051ng Initial Idea to be 

prolongational rather than cadentlal. Although we Knol.O/, for example. 

that a 1-1,)-1 progression can occaslonall" be IJsed for a cadence (Ex. 

1.1~b). these harmonies can also be percelved as relahd ta the 

nelghbour-domlnant type of tonlc prolongation, espeelally INhen thev 

appear Irl an Initial location. one normal 1)' assoclated wtth a 

prolongational progression <Ex. 2.6). Simllarly, the progression 1-1,}-'11 

could occur at a dece-ptlve cadence, but we can also hear thls as a 

\Jarlant of the neighbour progression 1-V-1 <Ex. 2.7). Along the same 

llnes, the progr'esslon ln Example 2.8 "Jould constltute an evaded c~rjence 

If tt appured ln a cad@ntial Idu (due ta the Inv@rted positions of the 

final dominant and tonlc chords). The prolongatlonal aspect of thls 

progression IS clear, however, when It IS located ln a "beglnnlng" 

pOSition wlthln the theme. 

An openlngmelodlC profile that Beethoven !'.eem5 to fa lJor.5 an 

ascendlng approach to a tonie whos@ status as the tonlc of the home Key 

1$ doubtful. Whether the harmony 15 pr'olongatlonal <Exs. 2.9 belol,oJ and 

1.50 above) or even, posslbl>" cadentlal (h,s S:/mphonY No. 1 beglns INlth 
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~)7-1 ln F)), INe cannot conslder beglnnlngs wlth an amblguous tonall tv to 

express a partlcularlY strong sense of closure. 

Whereas the closlng Initial Ideas ln the above examples aIl lack an 

unequl1local harmonlc formula for a genulne cadence, the har'monlC 

component ln Examples 2.10 to 2.13 IS uer v cadentlal. Examples 2.10 and 

2.11 begln very much llke the TriO ln t1ozart"s Symphony no. 41 ln C, 1<. 

551, III (Ex. Int.2 ln the Introductlon l ; such beglnnings could easl1:-

represent the last two chords ln a perfect authentlc cadence. In 

Examples 2.12 and 2.13 (and also 1.21 and 1.22', the profile of the 

InitiaI Idea IS convlnclngly cadentlal due to its harmonlc ~upport--a 

complete perfect authentlc cadentlal progréssion. 1 Will save my 

explanatlon of thelr "openlngM elements untJl l dlscuss alternate ways af 
expresslng the functlon of "beginnlng M ln such a strongly closlng Initial 

1 dea. 

Let us now turn to the melodlc aspect of the closlng InitiaI Idea. 

have clalmed that melody (together wlth an appropriate rhythm) IS most 

responsible for the expression of closure ln a closlng initial Idea. In 

cases such as a structural 54321-llne, the melody IS entlrely closlng ln 

nature. Sorne melodlc profiles, however, may contaln elements that 

functlon to open up the theme ln splte of the local melodlt closure that 

has earned these examples InclUSion ln thls paper. One 'Nay ln whlch to 

undershnd hOIN certain elements of the closing melodic Idu have the 

potentlal for creatlng an openlng IS by consldering thelr impllcatlve 

meanlngs.<l> Meyer notes that, "once begun, a 1 Inear conJunct motion 

Impl ies continuation to a point of relative stablllty.»<2> Slnce a 

beglnnlng often futurn an ascent to the active pitches wJthln the 
" .... stabildy of tonlc harmony <that IS, to 3 or 5), an InitiaI unit that 

Impl les such an ascent IS expresslng its appropriate formal functlon of 

"beglnning D desplte ItS Mclosed M melody. 

1. In Explalning Music, MeYer defines an Impl icatlve relationshlp 
as "one ln whlch an event--be It a motive, a phrase, and so on--Is 
patterned ln such a way that reasonable Inferences can be made both about 
Its connections wlth precedlng events and about how the event Itself 
mlght be coniinued and perhaps reach clo$ure and shbl1lt y" (p. 110). 

2. Ibid., p. 131. 



Example 2.14 presents a simple Instance of Càn Impl1catlve llnear 
. ~ 

paUern.<3> Th@ flrst melodlc Idea, a double nelghbour clrcllng 1.15 

not only fully closed but also relatlvely statlonary. What seems to be 

mere ornamentatlon. however, IS aetually the Irl.tlatlon of an openlng 
,.. ,... "" 

process: the flrst two pdche'5 (1 and 2), Imply an ascent to 3 (and 

posslbly beyond>. The Immediate reallzatlCon of thls ascent ln measure 3 

eonflrms and emphaslzes the capaclty of the melody ln thls closln9 Idea 

ta open up the mus 1 cal space and, thus, tCo express the forma 1 fune t Ion 

approprlate to ItS location wlthln the theme. 

A sllghtly more eomplex pattern of Impllcatlve relations can be seen 
/' 

ln Example 2.15. Sinee the melody beglns on 3, two dlfferent Impllcatlve 

llnear patterns from thls pJteh may arise: a deseendlnQ Ilne toward 

'" eventual elosure (on 1> and, slnee the pleee has Just begun. an ascent 
'" from 3. The compound melodle llne ln measure 1 sets up bath Impllcatlve 

patterns; and bath patterns are reallzed ln measure 2. DespJte the 

cadentlal effeet of the ornamented 321-1 ine, then, the F~-G strand 

Impl1es an ascendlng continuation approprlate for a "beglnnlng." 

Implied melodle motion may be triadlC as weIl as eonJunet.<4> In 
,. .... 

Examples 2.16 and 2.17, motion from 1 up ta 3 ln the Initial Idea Implles 

'" an ascent ta 5; the promlnent arrivaI of thls scah degree in the next 

unit is dramatieally emphasl%fd by multiple repetltlons (repeated pJtches 

ln Ex. 2.16 and octave 1eaps in Ex. 2.17>. 

would nCCl) llke ta dlseuss another melodle element ln a closln9 

Initial idn that can contribuh ta opening up the plfce, namely, the 

Il tag. Il As 1 explalned ln Chapter One, a "tag" comprises one or more 

pdches that follow the goal tonie of a elosing idea but are nelJerthele-=s 

included ln the formaI unit of that Idea. Tags can offset the Initial 

expresSion of closure ln three ways. ln the first place, tags malntaln 

musical motion past the goal tonie. (This situation resembles some 

eadential melodies that do not stop at thelr goal pltch, as ln Exs. 1.5 

3. 1 have adopted a simple version of Meyer's graphs ta sh~H the 
impl icative patterns in Exs. 2.14 and 2.15. 

~. t1tyer, Explainin9 Music, p. 157. 

L.. _________________________________ ., .. ~,r, tl ..... v:'l_j<\ __ """ ',H_ ~~ <~,. ..... \...!. 
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and 1.6.) Secondly, sorne tags play an Important raIe negleeted by the 

melody of the closln9 Initial Idea: they open the musical space br 

stopping on an active seale degree, a pltch Hat IS oHen the reallzatlon 

of an Implication set up by precedlng pitches ln the C105109 Initial Ide~ 

(Ex. 2.15). Flnally, some tags perform the formaI functlon of 

"beglnnlng" by Introduclng materlal that ' .... 111 subsequently be d4?veloped. 

elther withln the main theme or later ln the pleee. A simple version of 

thl5 technique can be seen ln Example 2.18; the single-piteh hg cllrTrbs 

hlgher wlth each repetltlon of the Initial figure (in mm. 2 and 3). 

Even without Impl icative patterns or hgs wlthin the melody of the 

closing Initial idea, this formaI unit clearl>, expresses ItS appropriate 

formaI function ot "beglnnlrrg" due to Ils location ln the plece; context 

alone generates the Impl ication that more music IS expected. In the 

flrst place, no real compOSition IS as brief as any of the closlng 

Initial Idus ln my examp1es. Secondlr, and more pertinent to thls 

paper, a closlng initial idea implies more musIc "not because a pathr'n 

suggests continuation to an InternaI goal, but rather because an event 15 

felt to have a potential functlon which has not been satlsfactorlly 

actuallzed."(S> In other words, we wonder whether a closing Idea at the 

b!ginnlng of a piece will turn up in a location more appropriate to ItS 

profile, that is, in an "endlng ll unit. And in fict, many closlng Initial 

Ideas are brought back ln a location where they can legltlmately express 

the closlng elements ln their profile, a technique 1 will dlseuss later 

ln this paper. 

ln summary, some Initial formaI units express a sense of thematlc 

closure, while at the same tlme generatlng other processes that do 

perform the function appropriah to therr location wlthin the plece, that 

of "b'ginning.- In some initial units, the necessary harmonlc 

requlrem,nts for a genulne cadence are lacking. In others, certain 

.lements of the melody initiate lIopening" processes. In aIl cases, 

context alone creates a sense of beginning, slnce no 1 istener is fooled 

5. Meyer, EXDlaining Music, p. 196. 
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Into bellevlng that these closlng Initial Idea$. mark the end of a theme 

or that no musIc will follOt.oI these Indlal measures. 

The "Openlng" Roll' of t~e Second FormaI Unit 

Up to thls tlme, 1 have focused prlmarl!Y on the clo~ln9 Initial 

Idea. 1 would nOl.oJ llke to stud:- the formaI unit that fol10ws thls IdH. 

Of Interest here Îs how mUSical mc.tlon gets underway after a beglnrllng 

that ha5 partlally negleded ItS form-fundlonal dutlfS. 1 WIll 

dlstlngulsh between continuations that repeat the cl051ng Initial Idea 

and thOSf that Introduce contrastlng materlal.<6> 

a. Repetition 

Repetition, accordlng to Caplln, can fa!! Into three main 

categories: exact, statement-response, and sequentlal. 

These categories are based upon the harmonlc context ln whleh 
the repetltlon occurs. Thus an exact repetltlon of an Idu 
malntalns the same fundamental harmony of ItS original version. 
Statement-response l'l'petItion features a "dominant" version of 
the Idea Juxtaposed wdh the original "tonlc M version. 
Sequential repetition involves transposlng a complete Idea ta 
another sea!e degree, thereby Inltlatlng a sequentla\ harlTlol'llc 
progression. <7> 

Both statement-response and sequentla! repetltlon open the pleee 

melodically and harmonica!ly by shlftlng an Idea whose goal IS the tonIe 

to a pltch that is an active scale degree. Example 2.19 shOlIJS a Simple 

type of statemen t-response repe t 1 t ion, an 1 dea suppor ted by ton 1 C harmony 

pa.lred wlth a. repetitlon in Hdomlna.nt" form. <The reglster shlft ln thls 

partlcular rtpetition also contributes to the expressIon of openlng bY 

wldenlng conslderably the mUSical space.) 

An examp1e of sequentia.l l'l'petition can be seen ln Example 2.20. l..Je 

understand that thls c10slng InItial idea represents the beglnnlng of the 

6. RepetItions are indlcated in the score by a. "Yo. abo\)e a bracl<etj 
"Ctr." l'l'fers to contrastlng materlal. 

7. Cap 11 n, Forma 1 Func t Ions, Ch. 3, p. 8. 
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main theme because the two chords ln measure 1 are set off by a 

double bat llne and because the closlng Initial Idu is Immedlately 

treated to sequentlal repetitlon, a possible type of openlng construction 

for main themes. There IS another way of hearlng the flrst flue measure~ 

of thls plece, howeuer, a way that bath mlnlmlzes the Introductory nature 

of the flrst two chords and hlghl Ights the closln9 nature of the closing 

Initial Idea. Measures 1-5 combine to form a short but complete unI t 

comprlslng a one-measure (skelehn openlng Idea, a measure of 

suspenseful Silence, a two-measure closlng Idea, and another measure of 

Silence. A clo~er look at these flue measures shows that a melodic 
",.. /\ 

motion from 1 ta 5 ln the flrst two chords IS followed by an empty bar 

that crea tes uncertalnty regardlng the next mUSical event. Measures 3-4 

"explaln" the first two measures (\S follows: an ornamented repetitlon of 
'" 1\ 

the opening 1-5 gesture is "answered" bY a closln9 llne that returns from 
/' '" 
5 back ta 1. UnliKe the surprlslng silence ln measure 2, the Silence ln 

measure 5 sets a closed unit oH from succeedlng materlal, confirlTllng the 

express i on of cl osure in the second two-measure un i t < that 1 s,In the 

closlng Initial Idea). Only the sequential repetitlon of th,s ·second" 

unit allows the llstener to pereeiue a new formal group--a "basic Idea" 

(mm. 3-4) together wlth Ih repetition <mm. 6-8).<8) Thus, the closing 

Initial Idea 15 now a ·first" unit (a "basic idea") whih, at the same 

t ime, the fi l'st two chords, exc 1 uded fram th i s new group i ng 5tructur e • 

are relegated ta the funetlon of introduction. 

The thlrd type of repetition, exact repetitlon, does not necessarlly 

mun a llteral repetition. Since the ehment of harmony prlmarily 

deflnes the cahgory, the melodlc component may be sl ightly varled. The 

simplest way ta open the mUSical space wlth exact repetitlon IS to repeat 

the melody lith.r ln a different reglster (Ex. 2.21), or as a melodir. 

s~quence a thlrd hlgher <Ex. 2.22). 

In contrast to the examples aboue, which illustrate haw opening is 

achleved by repetition, the next three examp!es <Exs. 2.23 to 2.25) show 

8. ln a main theme, the "baSIC Idea" is the first, two-measure 
unit; a "baSIC idea" presents "the fundamental melodie material of the 
theme" (Cap! in, Formal Functlons, Ch. 1, p. 2). 
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how repetltlon can seem ta emphaslze the clo~lng elements ln an Indlal 

unit. In Example 2.23a, the (losing Initial Idea I~ followed br a 

rhythmlcallY-diminuhd repetitlon (mm. 4-6), one that resembles a typlcal 

codetta-liKe profIle, as Example 2.23b Illustl'ates. 

A change in texture, wh en combined wlth repetttlon, can also help ta 

hlghl ight the expression of closure wlthln the flrst hw measures (,f a 

plece. In Example 2.24, Haydn does not repeat the closlng Initial Idea 

ln ItS entlretYi Ignorln9 the "openlng" ascendlng trlad, he repeats only 

the closing figure. Moreover, a change ln texture helps to artlculate 

closure ln measure 3: after the arrIvaI of the melodlc goal tonie, a 

rest ln aIl vOlces stops the musical motion abruptly, a texture simllar 

to the end of the codetta ln Example 2.23b and the codetta-llKe 

"beglnnlng" ln Examp1e 2.23a. 

In Example 2.2Sa, the T'l'petition of the closlng Initial Idea (mm. 

3-4) features one simple change:, the hg that provlded contlnulty fr'am 

the first unit to the second has belOn eliminated.<9> When the goal teorllC 

appears in measure 4, a new texture, an Alberti bass, beglns. As 1 

mentioned in Chapter One, an Alberti bus is a type of aceompanlment 

pattern oHen assoc i ated W 1 th Il the sense of a 1 trut beg i nn 1 ng' (of the 

musical discourse) ••• after a less stable texture."<10) Thus, the 

accompaniment that begins ln measure 4 contribuhs to the sense of 

closure expressed by the Initial Idea and its repetitlon by "conIJeyllng] 

the sense that a new • segment--a melodic statement or 

presentation--has begun."<11> 

The literaI repetition of one speciflc type of initial unit creates 

a funn)' and fascinating version of a closing initial idea. Since what 

sums at first to be the final pltch in this type of unrt IS erther scale 
l' ,... 

degru 7 or 2, such a beglnnlng would not express an InKl ing of clO$ure 

with.n its own iormal boundaries; when reputed, howeveor-, Ih flr!.t plteh 

9. The joint between the "hg's" last pltch and the onset of the 
repetition IS camouflaged by the half-note "C" ln m. 2, as m)' 
"incorrectly" nohted half note s.hows ln Ex. 2.25b. 

la. levy, "Texture," p. 491. 

11 • 1 b id., p. 496. 

.' 
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IS suddently revealed to be the goal of thls presumed final pltch whlch 

IS then understood retrospect,vely to be the penultimate pitch. This 

situation mlght be seen as the mUSical version the comedie archetype 

descrlbed by Evan Esar: "Billy Rose enhred a plane. Billy l'ose."(12) 

Example 2.26a Illustrahs what 1 shall calI a "Billy Rose" opening.<13~ 

The bass ln measures 2-3 15 t~plca1ly eadential whlle the melody 

resembles a vers,on of the ornamented eadentia1 melodY ln Example 2.26b. 

In thls example, the initial pitch of the repetition performs a double 

funetlon: Jt acts as the goal for the previous unit as l.IIell as 

In,tiatlng another (ellded) statement of the "Billy Rose" unlt.(14) 5uch 

a beglnn,ng IS like the spinnlng l.-IIheels of a car stucl< ln the snow: a 

flurryof actlvlty with no forward motion, but strongly Implying a future 

progression to a more satlsfactory goal. Similar "Billy Rose" structures 

appear ln Examples 2.27 to 2.30. 

Although a MBllly Rose" construction suggests (fheting) closure, 

the closure is problematic for rhythm/C r.uons. In Examp1es 2.26, and 

2.27, the goal tonic of the closlng initial Idea fal15 in the third 

m.asure. Sinee most themes span an even number of measures, the downbeat 

of an odd measure is an awl<ward location for a typical eadential goal. 

Even If the goal tonie falls in measure 4, as it does ln Examples 2.29 

and 2.29, the phrase el iSIon ensuing from a "Billy Rose" construction 

upsets the symmetrleal binary grouplngs typical of this music by forCing 

the second goal tonlc ta arrive in measure 7, another uneven measure. 

12. Evan Esar, !h! HumaI' of Humor: The Art !n2 Technique of 
Popular Comedy (N.w York: Horizon Press, 1952), p. 37. Ouoted in Jane 
Perry-Camp", "A Laugh a M,nuet: HumaI' in Late Eighteenth-Century ~1usie,M 
Colleae MUSIC Symposium, 19/2 (1979), p. 23; Perry-Camp is referring to 
the first movlment in Mozart's t1usical Jake, KV. 522, (my Ex. 2.28). 
ThiS phenomenon is also discussed by Kr~er (pp. 149-150), us,ng the A 
t1aJor Fugue from J. S. Bach", Well-Tempertd Clavier, vol. 1 (1722); 
Kramer shows how the beginning--a lone tonie followed by rests--is later 
sten ta perform ti,e formaI funetion of ending as well. 

13. "Billy Rose M units are indieahd by a bracl<et that ends wlth an 
arrow painting ta the goal tonie, a pitch that beg;ns the repetition. 

14. Ex. 2.26, m. 5, IS another instance of an Alberti bass 
aecompanlment signaling what Lev)/' calls a Mtrue beginningM (-Texture," p. 
491) • 
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"Billy Rose" repetltlons, Ilke the repetdlons of aIl cl051ng 

Indlal Idus, are, in fact, a forceful expression of openlng. The 

repetltion of a formaI unit at the beglnnlng of a piece sIgnifies 

continuation, slnce we know that somethlng new must follow. This 15 aIl 

the more true when the repetitlon Involves a cl051n9 Initial Idea, a und 

strongly Impl Icative of continuation ln Its own rlght, since Its 

potential as a cadentia1 Idea may be an Important future ln the rest of 

the pleee. ln pleces that start wlth the repetltlon of a cl051ng Idea, 

much of the responslbll ity for openlng the melodlc and harmonie space 

must be postponed until the repetttions end. Ironlcally then, a pOI,IJl'rful 

motlvatlng force for musical mobil Ity and continuation is generated br 

the repetitlon of an initial idea that expresses a strong sense of 

closure. 

b. Contrasting Material 

1 will now turn te pieces ln whlch the cl051ng Initial Idea IS 

immediately followed by eontrastlng material .(15) ln thl5 connectlon, 

will discun two types of formaI construction. ln the flrst type, the 

centrasting unit IS understood to mark the actual onset of the main 

theme, the theme's -basIC idea"; thus, the formaI functlon of the 

preceding closing initial Idea must be retrospectH/ely construed as 

Introductory (Exs.. 2.31 and 2.32) .<16> In the second formaI type, the 

contrastlng mater laI does indeed function as the second unit ln the main 

themej ln thls case, the closing InitIal ,du represents the "baSIC Idea" 

of the theme (Exs. 2.33 to 2.35). 

15. ·Contrast" is. deflned here as any Idea that IS not a repetltlon 
ln the sense discussed above. 

16. At this point, 1 remind the reader agaln that the closing 
Initial Idu may mark the start of either the Introduction or the main 
theme. And agaln, 1 warn that in the diSCUSSion that follows, 1 must 
contInue to be somewhat Imprecise regarding the formaI functlon of the 
closing initIal Idea. When 1 discuss ful1-movement forms ln Chapter Four 
of this paper, we can finally observe how flrst, the repeat slgns at the 
end of the expos.ition and then, the recapltulatlon of the main theme, 
distinguish between the main theme's "baSIC Idea" and introductory 
mahr i al • 
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1 will beg 1 n w Ith those pl eces 1 n l,o.jh 1 ch the formaI fund 1 on of the 

closlog Inttlal Idea seems Introductor;t. In the second formaI unit ln 

Examples 2.31 and 2.32, drastlc changes ln melody, rhythm, and te~ture 

sHarah It from the precedlng unit, creatlng the Impresslr.:.n that thls 

second unit represents the onset of the main t~eme lA/hile the Inttlal unit 

serves as an Introduction. The sense of openlng in theH theme: 1: 

conveyed not only by the absence of closlng elements ln the contrastlng, 

second formaI unit, but also by the presence a textur'a1 slgn c.t a "true 

beglnnlng"--a conventlona! accompanlment pattern. In Example 2.32 

mc.reover, cl double barllne between the fll"'st and secofld formaI unit!! 1: a 

notatlonal devlce suggesting that the flrst unit IS a brlef Introduction. 

In the second type of construction teaturlng contrastlng materlal, 

the main theme beglns wlth a closlng initiaI Idea (as baSIC Idea.) and 

continues wlth a contrastlng Idea. In such themes, the contrastlng 

materlal ln the second formaI unit quickly and efflCiently makes up for 

the a.pparent 1 nert 1 a of the preced i ng bas 1 c i dea, and prov 1 de:. the energt 

for the main theme (and the plece) to get flnally underwat. Although 

changes ln texture and rhythm are, no doubt, interestlng to conslder, 1 

have observed that the functlon of opening ln a contrastlng second formaI 

unit IS usually ach"'Jed by one (or both> of two very Simple means: 

melody and harmony. Flrst, the contrasting unit oHen Introduces one or 

more pltches higher than the hlghest pltch ln the Initial unit (Exs. 

2.33, m. 5, and 2.34, m. 3). Second, tne contrasting unit ends IJJtth the 

sense of open harmony. The degree of openlng may range from the absence 

of any cadentlal profile whatsoever <Ex. 2.33) to an Inconcluslve cadence 

such as a haH cadence (Ex. 2.34> or, sometlmes, an Imperfect authentlC 

cadence ':Ex. 2.35). 

To summar 1 ze, in pl eces where the fi l'st un 1 t expresses a weak sense 

ot openlng, thls Inltlatlng functlon IS always ichleved by the second 

unit. Repetition at the beglnnlng of a plece Implles continuation, 

although the exact nature of the continuation is, as yet, unknown. 

Contrastlng materlal wldens the mUSical 5pace and leaves the plece open 

both melodlcallY and harmonlcally. 
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l,Je have just eshbll<:hed that, by the end of the unit fOllol,lIlng the 

closlng Inttlal Idea, the plece has unequl\Jocabl'l "begun." [lesplte the 

closlng el~ment5 at the start of the plece, 5ufflclent open log element~ 

ln the second formaI unit prOIJlde a char sense of mUSical moblllt .. at 

thls pOint. 

l,Je can now conslder how the thematlc unrt so coperled eventuall'1 

achleves cadentlal closure. It IS partlcularh Interestlng to see 

exactly what strategies are used by HaYdn, Mozart, and Beethoven to 

dlstinguish behlleen a true cadentlal Idu and a "closlng Idea" located ln 

an Initial unit. Before 100KIng at the cadences of sorne ot the main 

themes dlscussed ln prevlous examples, 1 will summarlze the baSIC 

structure of four formaI types used for main themes ln thls style: the 

"senhnce." the "perlod," the "small ternarY." and the "small 

blnary."<17> 1 1,oJIII then sholN the consequences of a clc'5lng Initiai Idea 

on the cadent 1 al area of each of these theme bpes. 

I,~e have seen that an Initial unit can be followed by elther 

repetltlon or contrast; and the contrastlng unit may or may not end 1,'Jtth 

a cadenr:e.'18> These tt,oJo structural posslbllities Ile at the basls ot 

the distinction bet!,lIeen the sentence and the perlod. A model sentence 1<; 

an elght-measure theme beglnnlng 1,oJith a tl,oJo-measure baSIC Idea that I~ 

Immedlately repeated: these four measures comprise the "p"'esentatlon 

phrase." The remalnlng four-measure unit, the "continuation phrase,1I 15 

free as regards motlvlc content. but must close wlth a cadence (E~. 2.36. 

mm. 1-8), A mode! perlod IS an elght-measure theme IJJhose tl,oJo-measure 

17. My description of these theme types IS a hlghly slmpllfled 
version of the detal1ed explication found ln Caplln, Formai Functlons. 

18. Thematlc cadences. Irl progr'esslve order of Increaslng cadentl al 
"strength" are classtfled as follows: (al the "half" cadence (,I",hose 
harmonlc goal IS V.l: Cb) the",,"lmp~rfect authentlc cadence" <the final 
tonlc chord supports elther 3 or 5 ln the soprano.I,,,and (C) the "pertect 
authentlC cadence" <the final tonlc chord ~upports 1 ln the soprano), 
Oeceptlve or evaded cadences are "InternaI" cadences. ones normally 
fol1owed by an authen tiC cadence. 
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basIc Idea IS followed by a contrastlng Idu endlng INlth a IIJeak cadence: 

these four measures comprise the "antecedent phrase."<19> The l'emainlng 

four measures, the ·consequent phrase." conslst of a restatement of the 

"basic idea" (often varled) fol1owed by a contrasting unit ending wlth a 

stronger cadence (Ex. 2.37. mm. 1-8>.<20.> 

The model small ternary (Exs. 2.36 and 2.37) and small binary (Ex. 

2.38) both begin wlth elther a sentence, a perlod, or an unconventlonal 

theme type that ends wlth a cadence ln the home key Or ln a clclsel:.' 

l'elated key. The three-part design of the small ternar;.' conslsts of such 

a relatlvely closed thematlc unit (Section A or "exposltion K) followed by 

a structurally open unit of contrastlng organization (Sectlo~ B or 

"contrastlng mlddle M
), and ending wlth a restatement of the original unit 

that must close ln the hom,.. key (Section AloI' "recapttulatlonU). The 

two-part deSign of the small blnary arises from the absence of a 

recapltulation, that is, by not brlnging back the Initial idea of Part 1 

wlthin Part Il of the forme 

Sinee all four theme types Include speclflc cadential areas, those 

themes that begin with a closlng initial idea face the threat of a 

redundant expression of closure. Sueh themes must cope wlth the 

possibll Ity of crowdlng too many closing ideas ln such close proxlmlty 

that the true functional cadence is unconvincing. Due to the dlfferent 

forms of each theme type, a closing Initial idea will affect the 

cadential area of these forms ln a different way. 

1 will begin with the shorter theme types--the sentence, and the 

p.rlod. In a senhnce that does not feature literaI repetltion ln Ih 

19. Jn some main themts, the contrasting unit don not end 1 .... 1 th a 
cadenct <Ex. 2.33). 1 Intend to categorize this type of theme, as weIl 
as thos. that do not fit into the four categories above, simply as 
Hunconventional." Those main themes that resemble a sentence or a perlod 
without adhtring strictly to the model will be called a Kloose sentence" 
or a Il loose pel' i od.· 

20. Cadtntial weight is defined Irrespective of tonallty. Although 
the final goal harmony in both mm. 4 and e are represented by the same 
chord, D maJor, this chord in m. 8 represents the goal of a perfect 
authentlc cadence, a cadence strongel' than the half cadence endlng ln m. 
4. 
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presentation phrase. the composer has enough tlme to begln openlng 

processes (at m. 3) before a cadence IS due (at m. 8); ln the case of 

1 Iteral re~etition, hawever. 1ess tlme remalns betwe@n the end of the 

r~pu.ted closing I"Itial Idea at the end of measul'e 4 and the cadentlal 

idea. The Initial and cadentlal closing Ideas are even more proxlmate ln 

the consequent phrase of ~ perlod, especially If the rtcurrence of the 

closlng initiaI idea IS the same as that of the antecedent phrase; ln 

sueh cases, Initial and cadentla1 "c1051n9 Ideas~ Slt side by slde ln 

measures 5-6 and 7-8. Sorne themes are "hybr 1 ds" of the sen tence and 

perlod forms; that IS, thtlr formal untts Inelude cc.mblnatlons of 

sentence and perlod phrase strueture.<21> As sueh, the relatlonship 

between thelr Initial and cadentlal closln9 Ideas depends on the extent 

to which the theme as a whole resembles elther of the two standard theme 

types. 

Both the smal1 ternary and small binary forms contaln two Important 

cadentlal areasl the end of the flrst thematlC unit <SectIon A and Part 

1 respectlvely), and the end of the larger form as a whole. In a small 

ternary, the recapltulation poses a great threat of overexposlng the 

expression of c10sure, esp~clal1y when Section A consists of a perlod; 

such cases could present, at most , six appearances of closlng Ideas: 

four ln the c10sing Initial Ideas (I.e., at the beglnnlng of the 

antecedent and the consequent in bath the A and AI SectIons) and two 

authentic cadences (at the end of the A and A~ sections). The small 

blnary, on the other hand, never brlngs back the eloslng Initial Idea ln 

the home key; thls form is thus free of the danger of redundant 

closure.<22> 

21. Ste Caplin, FormaI Functlons, Ch. 5, pp. 1-8 for a descrIptIon 
of varlous uhYbrid" them@ types. 

22. Many complete short pleces resemble ln thelr overall form a 
small ternar)' or a small binary; thus, the 1 ast cadence for the theme 
type also serves as the final cadence for th. composItIon as a whole. In 
thls chapt.r, 1 am interested onl)' ln those cadences that mark the end of 
the maIn theme wlthin a larger composition; 1 Will save my diSCUSSIon of 
final structural cadences for Chapter Three. For these short pleees 
then, only the cadence at the end of the first thematlc unit Will b. 
mentloned below. 

, . 
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At thls pOint, 1 would 1 ike to return to a concept Introduced ln 

Chapter One--the ·strong" or "weak" version of a cadentlal profile. In 

that diScussion, relative strength in closlng profiles referred to the 

distinction between the capacity of an Initial Id.a to express a "l,oJeaker" 

sense of closure since It lacks some "r.qulred" e1ements for genulne 

cadentlal closure. 1 l,oJould now liK. to expand this concept to Include­

relatflJe strength between cadences withln the same theme. A theme l,IIi th 

more than one cadence should normally feature the "strongest" cadential 

profile ln its final thematlc cadence. For example, Part 1 of a small 

blnary, or the A section of a small ternary, may end with an IllconcluSIIJe 

cadence <such as a half cadence, an Imperfect authentic cadence, or one 

ln a closely-related key). If, however, this location contalns a perfect 

authentlC cadence, its profil! should, in some sense, be "weaker" than 

the cadence that closes the theme ln order for the strongest expression 

of closure to occur at the end of the theme. Needless to say. an 

un~biguous expression of cadential closure also requires that any 

perfect authentic cadence wlthin a theme should display a profile 

"stronger" than that of a closing Initial Idu that precedes It-

In most themes, relative strength in closing profiles is approprlate 

to a glven unltls location withln the th.me. Such is usually the case 

even wh.n there 1$0 a definlte motivlc relationship b.tween initial and 

cadentlal ideas within a theme. In sorne themes, however, the normal 

progression of relative strength ln closing profiles is upset, as 1 sha11 

soon show. Accordingly, my discussion on the relative strength of 

closlng profiles within a main theme is divided into two main categories. 

The flrst category includes thos. them.s in which th. expression of 

closure in any glven formaI unit IS perfectly appropriate to its location 

wlthln the theme. ln this category, cadenclS may be divid.d into two 

groups: (a) those that avoid an expression of closure in any way simllar 

to that ln the closing Initial idea; and (b) those that, on the one hand, 

borrow and dlsplay sorne of the closing e1ements in the initial idea, but 

on the other hand, maintain a d.finlte distinction betwe.n th.lr own 

(cadentlal) profile and that of the initial unit. The second category 

Includes thos. themes that, for a varlet Y of reasans, feature a 

problematlc expression of cadentlal closure. This second category 
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contalns three groups: (a) conventlona1 cadentla! profiles. IIKe those 

ln the flrst category, l,oJhICh, hOI,oJever, express an unconvlnClng sense of 

cadentlal closure due to contextual problems, <b) "weaK" cadentlal 

profiles, and finally, (c) mlsslng cadentlal profiles. 

1 Strong Cadentlal Profiles 

In this section l will flrst dlscuss the two types of conventlona1 

cadences mentloned above: those that avold redundancy by featurlng 

materlal dlHerent from that ln the closing initial Idea, and those that 

dellberahly coPy motlvic ideas from the closln9 Indlal Idea. At the 

end of thls section, l Will shOl." how, even ln the case of themes who:e 

cl051ng Initial idea features a very 5trong cadentlal profile, thl5 

profile IS, nevertheless, a weaKer versIon than that of the thematlc 

cadence. 

a. Cadences that contrast wrth the cl051ng Initial Idea 

A composer can avold referrlng to the closln9 Inrtial Idea ln the 

cadential area by two simple means: by dlrecting the cadent.al goal to a 

pltch other than the home Key tonlc, or by Introduclng a dlfferent 

cadential melodY. The easlest way ta avold redundancy ln closlng Ideas 

15 to choose any cadence other than a perfect authentlc cadence ln the 

home Key. For example, the first section of a small ternaryor a small 

blnary may end with a perfect authentlc cadence ln the dominant reglon 

(Exs. 2.37, m. 8, and 2.38, m. 6). A cadence that remains ln the home 

key,' but still avolds the melodlc goal of the closln9 Initial Idea, IS a 

half cad.nce, such as the one that ends Part 1 of the small blnary ln 

Ex amp le 2.39. 

In themes that include both a cl051ng Initial Idu and a perfect 

au then tic cadence 1 n the home key, the approach to the second goal ton 1 c 

can sound fresh and Interestlng If the regl5ter of thls second tonie 15 

diHerent from that of the goal tonic withln the Inrtlal Idu. ThIS 

strategy can be especlally effective ln the case of a perlod whose 

consequent phrase brlngs back the Cl051n9 InitiaI Idu Intact, thus 

threatening to Juxtapos. two closlng m.lodlc figures wlthln the phrase. 



42 

An Illustration of the strategy of reglster change can be seen in Example 

2.40.(23) The anteeedent phrase ln thls main theme ends wlth a half 
A 

cadence (m. 8). The melodic goal of thls cadence, scale degree 7, IS 

app~oached (and prolonged) by a conventional scalar deseent leading to a 

reglster below the goal tonlc of the closing Initial Idu (m. 4). The 

melodlc goal of the half cadence, then, promises ev en tuaI closure on the 

speclflc tonie a semltone above It (and an octave below the goal tonlc of 

the Initial Idea). Notice, however, that the sealar approaeh ta thls 

goal, found in the antecedent phrase, IS mlsslng ln the consequent 

phrase. ThiS glves the Impression that the melodie llne, afhl" ellmblng 
" "-purposefully from 2 ta 6, plummmets abruptly ta the lower tonie, as if 

suddenlY remembering not to dupl icate the reglster 01" the aseending 

profile of the closlng initial idea. 

Whereas the eadentlal goal tonIe can move to a lower reglster to 

avoid dupllcatlng that of the goal tonie in the initial idea. as ln the 

precedlng example, a simllar effeet is possible by lifting the eadentlal 

goal tonlc to a reglster above that of the Initial goal tonic. An 

Interesting case occurs in Example 2.36. In the A section of this small 

ternary, the ornamented 321-line ln the closing initial idea is stated 

three tlmes (mm. 1-6); a fourth approach to this tonie IS avoided by 

cadenelng ln the dominant key. For the cadence closing the A/ section, 

thls cadentlal option is not avallable, sinee the theme must eventually 

end on the home key tonie. Haydn~s solution ta closing on a tonic other 

than the overworked goal of the c10slng initial idea IS to direct the 

melody ln Section A' ta a higher tonie. The melodic 1 ine ascendlng to 

this goal futures a development of materlal that, Inltially, dld not 

seem partleularly significant: the upbeat preceding the repetltion of 

the Initial Idea (m. 2). ln measure 16, this ascending stepwise figure 
" beeornes the model for a melodie sequence that arrives on a prominent 5 ln 

'" "',. ... 
measure 18. The britf compound 1 ine that follows, 5262 (mm. 18-21 l, 

suggests that the cadence may, after all, close in the register of the 

closlng Initial Idea. At this pOint howevtr, the characterlstic rhythm 

23. Although this perlod spans sixteen notated measures, ItS qUlck 
tempo makes It sound 1 ike a unit of elght qhypermeasures." 



1 

...... 

43 

and stepwlse motion of the original upbeat figure carrles the Ilne 

directly to the upper tonlc, and safely away from the reglster of the 

goal tonic ln the closlng Initiai Idea. Note that the registrai 

uncertalnty created by the descendlng leaps makes the ultlmate clo~ure an 

octave hlgher ail the more striKing. 

Whether the goal tonlc of a thematlc cadence IS hlgher or lower than 

that of the closlng initiai Idea, the dlfferentlatlon between "beglnnlng" 

and "ending N melodlc goals by reglster provldes a great deal of Interest 

for the careful Iistener. A cl051ng Idea in the main theme that occuples 

the register of final cl05ure for the pleee IS, retrospectlvely. 

understood to feature a Nstronger" closlng profile than a elosln9 Idea ln 

a reglster that does not close such an Important structural level. 

Durlng the rest of the plece, then, the 1 Istener must now Keep track nct 

only of pltch classes, but also of pltches wlthlo a specifIe reglster to 

determlne whlch register is the one that, ultlmately, funetlons to close 

the plece as a whole. 

There are, of course, man y main themes ln whleh the goal tonies of 

both the initial Idea and the cadential Idu share the same reglster. To 

avold potential melodic redundaney, the composer can use the obvlous 

technique of substltuting a diHerent, but famillar. "closlng" figure ln 

the cadence. Examp1e 2.41a shows the closlng Initial Idea, essentlally a 

5Z(2)1, of a small binary in which both Parts and Il close wlth 

cadences featuring the dlfferent figure, 1(3)21 <Ex. 2.41b sh~NS the 

cadence of Part II>, In Example 2.42, another cadentlal formula, 2(65)ZI 

(mm. 7-8), contrasts wlth the 3(5)4<3>21-llne ln the cl051ng loltlal 

idea. The consequent phrase of a perlod IS a partlcularly convenlent 

location for such a strategy. ln Examples 2.43 and 2.44a, a cadentlal 

(56)71-line contrasts with the melody ln each of thes. themes' closlng 

initial id,a.<24> 

24. Ex. 2.44 shows an intuesting development of a "tag. N Ex. 2.44a 
is an excerpt fram the A' Section of a small ternary; thus, the cadence 
fOI 10\.115 a varied restatement of the closing Initia! Idea. Whereas thls 
restatement widens the final Interval ln the Mtag," the cadentlal melody 
incorporates a reference to the "tag's" original trladlc shape (Ex . 
2.44b). Thus, a unit that flrst followed a goal tonie now precedes the 
closlng melodic figure, (56)71, that ends the theme. 

• 
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Example 2.37 shows hOIN a ')arlety ot composltlonal techniques carr 

cooperate to dltterentlate between the thematlc cadences and a clo~lng 

Initial Idea. As mentloned above, the A section of thls small ternar v ,; 

ln the -form of a perlod. In addition to the standard number of cadentlal 

Ideas necessttated by such a form. the closlng Initial Idea ln thls theme 

compr Ises two closlng figures (Ex. 1.26), both of whlch can potentlallt 

recur 1 n the consequen t phrase and, tw 1 ce more, 1 n the recap 1 tu 1 a tian. 

The thr~at of such a glut of cl051ng Ideas IS handled ln the followlng 

I/Ja:--. In the A section, the tonlc as a cadentlal goal IS alJolded by a 

half cadence ln the antecedent phrase <m. 41 and a perfect authentlc 

cadence ln V ln the consequent ,m. 8): thls latter cadence emphaslzes 1 ts 

expression of cader/tlal closure wlth a conventlonal signaI: the 

cadentlal trlll (m. 7). In the recapltulatlon, Haydn avolds a tlresome 

double recllrrence of the closlng Initial Idea br restructurlng the form 

of the original perlod that appeared ln Section A: the two phrases of 

thl5 eight-measure period are replaced by an expanded elght-measure 

consequent phrase. Thus. a substantlal amount of musIc separates the 

cadence l,mm. 21-22) CI051ng the A" section fram the closlng InitiaI Idea 

that appears at li: beglnlng (m. 15). In addition, thls cadentlal melodl 

15 dlHerent from both closlog -fIgures ln the clcl slng Indial Idu. 

b. "Twln" melodles ln cadentlal and Indlal Ideas 

ln contrast to the examples above. In whlch the closl09 melodles of 

the Initial and cadential unlts are dlfferent. the next group of examples 

feature wha t seems 1 i ke a cur 1 ous game on the part of the composer: !;.ome 

saI lent feature of the maIn theme's cadentlal melody IS related ta the 

closln9 Initial Idea. ThiS "twln" relatlonshlp will be demonstrated ln 

Examples 2.45 to 2.52. 

In some themes, Initial and cadentlal goal tonies of "trNln" melodles 

occupy dlfferent reglsters. As 1 mentloned above, the use of reglster to 

dlfferentlate between .nltlal and cadentlal geaIs ln a main theme may be 

an Important factor later ln the plece, since one wonders which closlng 

Idea ln the main theme Decuples the reglster that wIll eventually close 

the plece as a whol!? ln the case of "tINln" closing Ideas, thls Issue 1-: 

aIl the more Intere5tlng sInct' reglster now becomes an important factor 
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ln contrlbutlng ta the "5trength" of cl051n9 profiles that max be 

otherwlse qUlte slmllar. Although the "twln" closlng Ideas ln Example 

2.45 are not Identical, the melodlc figure ln the cadence clearly refer~ 

to that ln the closIn9 Initial .dea that precedes It: the descendlng 

triadic figure, 421 (mm. 1-2 and 27-28), leads to the onset of the final 

tonlc chord in both initial and cadentlal Ideas. We Will see, ln Chapter 

Four, the roll' of reglster in the Uflnal" cadence and the post-cadentlal 

materlal of thls ptece. 

The resemblance between closln9 Ideas may be much stronger than ln 

the preceding example, such that registraI dlfference may be an Important 

means of distinguishlng between these almost Identlcal "twlns." Example 

2.46 shows a closing initial Idea (mm. 1-2) together l,oJlth ds "twln," the 

cadence that closes the A section of a small ternary (mm. 9-10.) A 

second otwin" cadence, ln the A' section of thls theme, 1 les an octave 

'"II gher than both the precedl ng clos 1 n9 1 dus (mm. 31-32.>. SI nce the 

"s tronge5t u cl051ng profile ln a main theme should be that Ot ds last 

cadence, we may expect that closure at the end of the plece I!JIII occur ln 

the hlgher register; we will return ta thls plece ln Chapter Four. 

ln Examph 2.46, the "twln" closing Ideas ln the same reglster 

Included an Internai cadence (mm. 9-10), that 15, a cadence that does not 

close the theme as a whole. In many other themes with "twln" closln9 

ideas, the la5t thematic cadence can share the reglster of the Initiai 

idea. Example 2.47 provlde5 a clear illustration. Another theme O:E,~. 

2.48) shows how an initiai "DN2" can be modlfled to functlon as e!ther a 

half cadence (mm. 7-8) or a conclusive cadence (mm. 35-36). 

"Twln M closing ideas can occur l'ven ln the perlod form, whlch seems 

an uni IKely theme type for such a construction since ItS consequent 

phrase normally consists of a baSIC Idea immedlately followed by a strong 

cadential idea. With adju5tments in the consequent phrase, however, everl 

the perlod form can be framld by "twin" closlng Idus, as the next two 

examphs show. ln a theme by Mozart <Ex. 2.49), the cadentlal Idea (mm. 

7-8) presents a varled, but famlliar, version of the closlng Initiai 

Ideals 1(3)21-1 ine. The consequent phrase 15 "adJusted u by sequenclog 

the melody of the closing initial idea above a new harmonlc support (mm. 
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5-6), thus avoldlng the Juxtaposition of two (rhythmlcally-dlfferentl 

1321-1Ines. 

ln a small terrlary by Haydn (Ex. 2.50), the A section conslsts of a 

perlod IJJhose cadential Ideas <mm. 6 and 12) are both very different from 

the closlng Initial Idea that precedes them. ln contrast, the A' section 

of thls theme features a single phrase that IS framed by "twln" closlng 

Ideas <mm. 21-22 and 29-30). But unlike a standard four-measure 

consequent phrase made up of a two-measure basic Idea and a two-measure 

cadentlal Idea, the Single phrase of this AI section has been expanded. 

such that Intervenlng materlal separates the basic idea from the 

cadential Idea. We have alrudy seen an A~ section that features a 

simllarly-adjusted perlod ln Example 2.37. In that case, the adjustment 

ln the A' section seemed an apparent effort to avoid the double 

recurrence of the eloslng Initial idea that the two phrases of the period 

form normally requlre. Whereas Example 2.37 avoids any further 

duplication of ItS Initial melody, the theme in Example 2.50 highllghts 

the capaclty of Its Initial melody to express eadential Idus by 

"twlnnlng U it tWlee: flrst, in the half cadence at the end of the B 

section (mm. 18-20) and then, ln the last cadence (mm. 28-30), 

Another pieee, thls one ln small blnary form, also contains "t\\lln" 

closlng Ideas framing the main theme; the initial idu and last cadence 

of thls theme are shown ln Example 2.51. The cadence that closes Part 1 

of this theme has already been mentioned in connection wlth avolding the 

duplication of closing melodles (Ex. 2.42). Like Example 2.50 just 

dlscussed, then, this blnary theme first avoids and then returns ta 

materials of the closing Initial Idea, maklng the last Utwln" cadential 

prof Il e a 11 the more unexpec hd. 

Sometlmes an accompaniment pattern, rather than a melodic idea, can 

creah a sense of Mtwinnlng," as Examp1e 2.52 shows. Although the tonie 

chord ln measure 3 is the goal of a cadential progression, we Know that 

thls chord Initiates the onset of a "Billy Rose u repetltion of the 

closlng Initial Idu (Ex. 2.26). The brlef but distinct accompaniment 

pattern associated with thls chord returns, however, with the genuine 

cadential goal ln measure 12. The pairing of the cadential goal tonie 

wlth thl5 aecompanlment pattern relnforc~s our suspicion that the UBllly 

1 
1 , 
~ , 
,1 
1 
" 
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Rose" ton 1 c 1 n measure 3 (and perhaps even the very fi l'st chord 1 n m. 1) 

was very c adence-l 1 Ke 1 ndeed. 

As l have men t 1 oned, 1 n (a Imost) a II the above theme$. W 1 th el ther 

"hllln" or dlHerent Initial and cadentlal melodles, the complete profile 

of the Indlal Idea IS clearly wuker than that of the cadentJal Idea. 

And the element responslble for thls difference IS, at thls pOint ln the 

paper, predictable: harmony. Most obvlous are the beglnnlngs that 1acK 

the minimum harmonie requirement for a perfect authentlc cadence, a V-l 

progression. Thus, in Example 2.50, the tonlc pedal (mm. 1-2) prohlbd~ 

us from hearing a truly cadentlal idea ln splte of the "hllln" closlng 

melodle~. Example 2.49 also lacKs the necessar)' requirements for a 

conclUSive cadence. 

In connection wlth the use of harmony to define the formaI functlon 

of a partlcular unit, Example 2.47 shows how a pleee can deflne Ih OINn 

rules regarding the relative strength of cl051ng gestures. Although the 

closlng Initial Idea (mm. 1-2) contalns aIl the ehments necessarY for a 

cadence, including esseotial1>' the same melody as that ln the cadence 

that follows It, its bass llne seems Incomplete when compared wlth the 

bass line of thls cadence <mm. 9-10). Thus, ln retro5pect, the harmony 

supporting the closing initial idea IS understood as prolongatlonal 

rather than truly cadential. 

ln other themes with Ntwin' C10510g idea5, even those whose Initial 

ideas are harmonized by a complete cadentlal progression, closlng 

profiles are distinguished bY a different, but equally Simple, devlce: 

the cadential area is longer than the closing Indial Idu. f:n enlarged 

cadential area IS normally due to a harmonie progression that IS expanded 

rela.tlve to the one in the c10slng initial Idea. Such IS the case ln 

Example 2.51, wh.re the cadentlal progression ln the last cadence spans 

one rnenure more than that ln the closlng initial Idea. The particular 

type of expansion in this final progression is Interestlng to observe. 

The expansion 1 s ma in 1 y due to the dominant harmony; whereas ln the 

in i t i al unit, th 1 S h armon i c function occupied the value of ha If a beat 

(m. 2) , th 1 S harmony in the cadence ~tr!tches across an l'nt Ire measure 

(m. 15) • ThiS latter, more spacious dominant, together WI th the final 

tonie, performs an important role: it supports the entlre "twln" melodl 
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that flrst appeared above a complete, but briefer, cadentlal progression 

ln the InitiaI unit. Thus, in the last cadentlal progression, the 

Inl tlal tonlc and pre-dominant chords must be shlfted back one measure to 

accommodate the expanded dominant harmony. 

For a theme that is nct frarned by Otwin" cl051ng ideas, but whose 

cl051ng Initial Idea features a very strong verSion of a cadentlal 

profile, the devlce of expanding the harmonic progression of the last 

thematlc cadence effectlvely creates an even stronger expression of 

closure 1 n the appropr i a te forma 1 1 ocat Ion of the theme. A good 

Illustration can be sun in Examph 2.53, where. In the hue cadential 

area, pre-dominant harmony expands considerably relative to its duratlon 

ln the initial unit. 

The cadential area of a theme may also be enlarged br being extended 

with additional formaI uni ts. In Examp1e 2.52, measures 2-3 contaln what 

Inltlally seems 1 ik, a competent elosing prOfile, untll we compare it to 

the genuine cadentlal idea that closes thls theme (mm. 9-12). Not only 

does the cadential progression (mm. 11-12) span a greater number of beah. 

than does the initial progression, but thls cadential progression 

represents only part of th@ complete cadential area, a unit embracinQ 

measures 9-12. The first two measures (mm. 9-10) end in a deeeptive 

cadence, whlch necessltates an extension to the cadentlal area, namely, 

the addition of the final two measures that do achieve thematie elosure. 

The greahr hngth of the complet, cad,nt 1 al Idea enhanees i ts 

teleological charaeter and places greater emphasis on the cadentlal goal 

when It flnally arrives, making the resolution to the final tonie more 

sat i sfyi ng. Once we hear the true eadent i al idea for th i S theme, the 

profile in the closlng initial unit retrospectively stems relatlvely 

"weak," and thus appropriate for its location within the forme 

Delaying the cadential goal can also be achieved by extending 

pre-cadentlal mahrial, thus deferring the onset of the cadential idea. 

For Instance, the ·'oose sentence" shown in Examp1e 2.47 begins ln 

standard fashlon wlth a closing initial idta and Its repetition. An 

extension ln the continuation phrase, however, shlfts the expected 

cadential goal from m. 8 to m. 10, thuc; making its arrivaI more of an 

·event." 



1 

t 

II Problematic Cadentlal Ideas 

This section focuses on three types of " problematlc" cadentlal 

Idus. In the flrst type, a perfectly conventlonal cadent lai profile 

oecurs Irl a context ln whlch the exprE-Sslon of cadentlal functlon IS 

l,oJeakened. The second type of cadentlal profile IS so "I,>Jeal<" that, hl<en 

as. an Isolahd unit, It mlght not even be recognlzed as a cadentlal Idea. 

ln the last category, the very eXistence of a cadentlal tdea ~oJl thln the 

boundar 1 es of the ma in theme i s doubtfu 1. 

a. Conventional But Unconvinclng Cadences 

Up to this point, cadential Ideas in themes that began with a 

closlng initial Idu have conformed to the stylistlc norms and have been 

clear Ir distinct in thelr functlon. ln addition, the degree of 

" strength" ln the expression of closure was approprlate to the formaI 

location of tach closlng idea. 1 will now discuss sorne main themes whose 

cadential Ideas contain irregularltles of varlous klnds. Although a 

standard cadential profile appears ln the approprlah formai location ln 

the next three examp1es, the cadentlal profi1e hils ln each case to 

express its cadential f"nctlon ln an unamblguous fa~hlon. 

Example 2.38 shows a small blnary theme wlth two conclusive cadences 

(mm. 6 and 11>, both of which future a II s tronger" closlrlg profile than 

that of the cl051ng Inttlal idea due to the complete cadentlal 

progressions in the cadences as compared w.th the I-V-l progression ln 

the closlng initial idea. In thls plece, however, the profile of the 

second cadence (mm. 10-11) 15 not as IIstrong M as its flrst (Inhrlor> 

cadence. A compari50n of the two parts of thls small blnary shows that, 

whereas Part 1 is six mtasures long, ;~nd Includes a cadentlal area that 

occup leS i ts two 1 ast measures, the cadence 1 n Par t Il 1 s shor ter, endl n9 

somewha t abrup t 1 yin th. odd-number,d fi fth menure of th 1 S par t (m. 11). 

A return of the closing initial Idea ln the followlng measure 12 mlght 

suggest that the entlre theme will begin agaln. But the Immediate 

reappearance of measure 7 when Part IIi s repeated (accord 1 ng to the 

repetltlon signs) clarifies the .formai functlon 04 measul'e 12~ d 1<; a 

codetta that malntalns symmetry between the uneven "halves" of the smal1 
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blnary after the 1lstless, awl<wardly-placed cadence ln measure 11. 

speculative explanatlCln for the shorhr second part in thls blnary mlght 

be the fol10wlng. In composlng a Theme and Variations movement, HaYdn 

wanted il blnary theme featurlng two sp~cl'fic elements: an equal number 

of measures ln rts two parts, and a short codetta that would refer to hls 

unusual closln9 Initial Idea. In arder to pre~erve the symmetry between 

the parts of the form, then, the cadentlal unit ln the second part IS 

shortened to allow for the codetta, a codeth that pla)'g an Important 

role durlng the course of thls plece, as 1 shall show ln Chapter Four. 

ln the next theme, Example 2.54, the expression of cadentlal 

functlon IS amblguous because the cadentlal Idea occurs ln a unit that IS 

a sequentlal repetttion oi a prevlous unit. This flght-measure theme 

resembles a perlod: its "anhcedent phrase u (mm. 1-4) ends wi th a 

cadence whose goal IS the dominant; the "consequent phrase N (mm. 5-8>, ln 

contrast, ends 1,111 th a perfect authentie eadentle in the home ke)l. But 

close examlnation revtals that the "antecedentM and "consequentn phrases 

actuallY relate more to each other as a model followed bya sequentlal 

repetition. Thus, although the cadence ln measure 8 IS functlonal IAllthln 

its QI,Iln unIt, it has limited cadential scope because It is part of 

another proee5s that is noncadentia1.(25) As a general rule, repetltlon 

at the beginnlng of a plece expresses the sense of opl'ning, one whlch 

Impl les further continuation and eventual cadential closure. Thus, 

although thls elght-measure unit ends wlth a conclusive cadence in the 

home \(ey, the cadential gesture in m.asures 7-8 is not entirely 

convlnclng because of its membership within a sequence. We will Set, in 

Chaphr Three, how later ln thls pieee, a cadential profile, one tha.t 15 

very simi 1 ar to measures 7-8, i s organ i zed such that 1 t doIS i ndud 

express an unambi guous sense of cl osure. 

A thlrd theme illustr'ates that even the minimum requirements for a 

cadential profile are not always sufflclent to express a truly convlnClng 

sense of cadentlal closure. The form oi the main theme in Example 2.55 

IS unconventiona1. A three-measure closing initial Idea is follOlAled by 

25. Caplln di5cusses Nllmited cadential scope· ln FormaI 
Functlons, Ch. 5, pp. 16-17. 
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con trast i ng mater 1 al (mm. 4-6) that does not end WI th a cadence. A 

restatement of the Initial unit ln measure 7 (111<t that ln the consequent 

phrase of a perlod) implles the Imminent arrivaI of a cadentlal Idea. 

pc,sslbly one that will also span three measures ln order to preserve 

symmetry betl}/een the unlts. In measures 9-10, however, a short hllo-beat 

fIgure, rhythmlCally derlved from the contrastlng unit. brlngs what must 

be cal1ed the cadentlal Idea. ThiS perfunctory V-I progression almost 

seems more 1 il<e a codetta conflrmlng the closure expressed by the 

Immediately preceding c10sln9 InitIal Idu. Thus, the expression of 

caderltlal closure at the end of this theme seems to lacK the proper 

degree of conViction about its formaI function. 

b. "Weal<" cadentlal profiles 

AlI of the cadences di scussed in the three prev IOUS seoc t 1 c'ne: possess 

at 1east the minimum requlrements for a cadentlal profile. Ellen ln the 

last category, whtre the expression of cadentlal closure was ln some lJ.Iay 

problematlC:, the "problem" did not so much Involve the cadentlal profile 

Itself, but rather more the context ln whlch tt occurred. In contrast. 

the cadentlal area ln some themes features a profile that, llke the 

profile of most closing Initial ideas, lacks sorne of the requlred 

elemenh for standard cadential closure. The "weakness" in the cadentlal 

profile- may be due to texture, a misslng or inapproprlate bass llne, or 

evaded cadentlal ideas that never lead to a conclusive cadence. 

In the following three themes by Beethoven (Exs. 2.56 to 2.58>. the 

cadential Ideas dlsplay an unusual texture for theJr 10catlon--doubled 

octaves. In Examp1e 2.56, mm. 17-1B, the lut two pltches ln the 

Meadtnce," C and F, are stated ln all four parts. Example 2.57 ends ln 

the dominant key wlth a "perhct authentic cadence" wrltten ln blahnt 

parallel motion. Similarly, we recognlze the "half cadence" ln Example 

2.58, m. 13, despi te its double octave texture. In aIl three cases, the 

doubled melodic 1 ine dlsplays the pltch content of a cadentlal bass Ilne; 

the lacl< of a closln9 soprano part may, perhaps, be an attempt to avold a 

reference to the melody ln the closlng Initial Idea ln each of these 

themes (see Ex. 1.50 for the beginnlng of the main theme ~~hose cadence 

appears ln Ex. 2.58>' 

-
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Whereas the precedlng cadences lack an Independent soprano, the 

cadence ln the next theme 15 mlsslng a l'equlslte bass line. Examp1e 2.59 

shows the Nmaln theme" ln the A section of a small ternary. ThIS theme 

IS loosely sententlal ln form--an Initial unit (mm. 1-2), an abbrevlated 

repetl t 1 on (m. 3), and a con t 1 nuat! on (mm. 4-5) tha tends w!th the 

famillar cadentlal S67S-llne (m. 0). Whereas the "presentation phrase" 

(mm. 1-3) features three VOlces, Includlng a bass that approprlately 

suppresses the closlng nature of the Initial Idea, the continuation 

phrase 1 acks the bass vo i ce. ln the absence Di a cadent i al bass l 1 ne, 

then, the remaining soprano-al to texture must suHice to represent a 

cadentlal profile slnce, as 1 will show ln Chapter Three, no clnrer 

cadence occurs ln the A section of thls pleee. In thls theme, then, 

there 15 no dIstInction ln "strength H between the profiles of the closlng 

InitIaI and the cadentlal Idtas. 

ln the next main theme (Ex. 2.60), both texture and an "Incorrect" 

bass Ilne co-operate to weaken the many cadentlal profiles that the 

melody produces. This theme conhlns three definite cadentlal moments 

(mm. B, 22, and 32). The flrst closlng melodic ,i:lgure (mm. 7-B), a 

dishnt relation of a UDN2,M Slts atop an unmobl1e tonie pedalo Next, a 

1(3)21 fIgure (mm. 21-22) is actually part of a standard cadentla1 

profil.; unfortunately, the prof Ile 15 tha.t of a deceptive cadence, and 

thus the them. must continue. Anoth.r two-measure Idu closing wlth a 

5678-1 In. is toss.d about ln an imitative texture that precludes elosur, 

by maintalnlng mobility (mm. 28-31>. The melody continue; trying to 

close, this tlme with an arpegglated approach to a goal tonie (mm. 

31-32). Notice that the textur. in these measures is slmilar to that ln 

measures 3-4, where the l'l'petition of the eloslng initial Idu expresses, 

on the one hand, a relatlvely strong sense of elosure but, on the other 

hand , a deflntte indicatIon of opening due to Its location nul' the \}ery 

beglnnlng of the plece (as 1 d!scussed on p. 33 of this chapter). 

Despite UIS prob1ematle texture ln measures 31-32, we must conslder that 

the ton 1 c at the beglnnlng of musure 32 represents the goal of the last 

eadentlal Idea for thls main theme, since the nut maJor formaI section, 

the tra",sitlon, follows immedlahlY. A1though the melody in thls theme 

supplies us wtth a thesaurus of closing figures, an ehmenhry harmony 
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textbooK would have a dlfflcult trme tlndlng here an Illustration ot a 

standard conclusive cadence. 

LIKe the precedlng theme. loJhlCh features distinct but "Incorrect" 

cadentlal profiles. the cadence ln the next theme ~E:<. 2.61. mm. 15-18) 

~lso dlHers from simple text.booK e'(amples. The cad~"t,al 'du beglns ln 

standard fashlon l,oJtth an InitIal tonie and pre-dominant harmonle,= that 

lead to a cadentlal sll<-four: abOlie thls last chord. the melod}' beglns ct 

common 1(3)21 figure. On the downbeat of measure 19. then, we halle the 

" rlght to expect 1 ln the melodY supported by a tonlc chord. or at leac:t a 
/" 

tonlc substltute above 6 ln the bass (such as. e.g., VII. Whereas the 

bass ~olce votes for a deceptlve progression at thls pOint. the other 

\)Olces do not co-operate. They eacM repeat thelr last plteh 1,\11 th the 

r'esult that the chord on the downbeat ot measure 19 IS an Improbable 

thlrd InverSIon of VI 17. ThiS chord combines wlth the next one (another 

"ltlCOrrecP chord fol101"'ln9 dominant harmony) to form a contlguratlon 

that refers baeK to the two-chord Introduction. l,Are we to hear the 

entlre main theme agaln') Slnce what fcollolJJS next 15 the transition. 

measures 15-18 must end up reoresentlng the cadentlal Idea for thls maIn 

theme. 

In thls theme. the caderdlal Idea IS strlK.ng not merely beCëllJSe ot 

the continuation of dominant harmony fol101"'lng the resolutlon of the 

cadentlal six-four chard. but because of two other factors ln measures 

18-19. Flrst of aIl. the chord on the downbeat of measure 19 IS an 

unexpected elJent malnly due to the melodlc materlal that precedes It: 

the beginning of a standard cadentlal closing figure, 1(3)2)1. a fIgure 

whose flrst thre! pltches normally guarantee the predlctabl 1 Ity ot Its 

last pdch. ,he listener. lulled ln the securlty of a familial' clIché 

that promises conventlonal cadentlal closure. IS thus completely 

unprepared for the events ln measure 19. Sl'condly, thl' reference ln 

measures 18-19 to the two-chord Introduction adds a truly amblguou~ 

element te the exprl'sslon of elther openlng or closurl' ln the cadenel' at 

thls pOint. As 1 explalned above \PP. 31-32). the flrst fl~e measure~ of 

thls theme comprise a relatlvely closed unit. Therefore. although the 

cadentlal Six-four wlth Its famll laI' melodlc ~19ure dld not close as 

expec ted, perhaps the two chords 1 n measure 19 1,0,1 III br 1 ng a re turn o~ 
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measures 1-5, such that the main theml" 1,~lll close 1<Jlth a "tt.'Jln" of the 

tlrst tl'}l" measul'es. Altl"Iou9h thl? cadentlal Idea that ends Irl mea~url? l'~' 

1 S open, then, the reference to the tI,'Jo-chor d 1 n troduc t 1 on neverthe ll?ss 

manages to sugge:t that closur·e may bl" 1lTlffllnent. Thus, Beethoverl taKes 

adnntage of a well-Knovm cadentlal cliché to compose a truly remarKable 

cadentlal Idea. 

c. t11sslng Cadentlal Ideas 

ln the excerpts above ':Exs. 2.56 to 2.61.>, tt l,IJaS easv enough to 

locite one or more cadentlil unlts wlthln the main theme. desplte the 

"INeaKer profile" of the cadentlal Idea. In contrast, the location of a 

cadentlal Idea wlthln the boundarles of sorne main themes ma:' be dlfflcult 

to Ident Ify. For Instance. the 'Irst eadentlal goal ln Examph 2.62. the 

half cadence at m. 11. does not occur wtthln the main theme at aIl; It 

closes a section that comprises bath the main theme and the transit Ion ln 

a seemlnglY IndiVisible unit. In other words. by the tlme we understand 

that measure 11 marks the goal 0' a cadence on the dominant. the 

subordlnah theme IS about to begln. In thls sonata, then, l,<Je can elther 

loter that the eXposition lacKs a transition. or· that the main theme 

lacks a cadence, a very unusual construction for Mozart. but perhaps. a 

taCtlC used here to avold too many ·c10sln9" Ideas earl' ln a plece. 

The last two examples ln thls chaphr present thematlc mahrlal sa 

uoconven t lonal 1 n hrms 0' mode 1 theme types tha t on 1 y a ver:' loclse serl!:e 

0' the term "cadence" (or even "theme") can be applled. Both excerpts 

are constructed 0' repeated unlts of closln9 Ideas, so that the 

expression 0' cadentla1 c10sure, or even the location of a genulne 

cadentlal unit IS, at best, dlsguised. Example 2.63 beglns wlth a 

slx-measure unit whose strlklng "closlng" eharacter has been dlscussed 

above ':Ex. 2.23). ThiS idea seems Introduetory ln nature sinee It 15 

followed by a drum-bas5 aecompanlment (m. 7) that Introduces and 

accompanles a melodlc Idea suggestlng the beglnnlng of a main theme (mm. 

9-16). ThiS melodle Idea, however, IS a four-measure elosed melodY (mm. 

9-12) whleh, at Ih repetltion, drops to the bass vOlce below the same 

dl'um-bass accompanlment (mm. 13-16). It IS clnr, when the codetta-IIKe 

beglnnlng returns at measure 17, that thls "main theme" 15 far from 
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standard. The construction of thls theme--a series of repeated closing 

Idus--stronglv Implles contlnudy, as 1 explalned earller ln thls 

chapter. But no clur cadentlal Idea IS stated ln any of thls materlal. 

There IS, howEover, an Intlmate relatlonship between the codl'Ua-llke 

"Introduction" and the brlef melodlc Idea. as we shal1 sel' ln Chapter 

Four. 

Example 2.64 IS another "theme U featurlng a series of repeated 

units. It beglns wlth a four-measure drum-bass Introduction leadlng ta a 

two-measure cl051ng InitiaI Idea, whlch IS eche.ed an oehl)e hlgher. Far 

from re5embllng a standard theme type, l'ven a most unconventlonal one. 

this materlal almost sounds 1 ike a slx-measure theme ln ~oJhlch the soprane. 

vOlce 15 mlsslng at its beglnnning but "shows up" Just ln tlme to state 

(and reput) the cadentJal Idea! The materlal that follows the excerpt 

ln thls example is no less unconventlonal: ln a sudden shlft to the 

subdoml nant key, the next twelve measures present an expanded and 

el abora ted "hocket-II ke" vers 1 on of the fi l'st "non-theme." Up to measure 

20, then, no theme-Ilke unit oceurs: consequentlY, no genulne eadentlal 

unit occurs. A contrasting unit cornes next but, to continue explorlng 

this plece IS more approp!'lah for Chapter Four, whe!'e 1 Will study 

pieces in thelr entlrety, At that tJme, we Will be Interested to 

discover whether the two-measure u c loslng· Idu IS an InitiaI Idea 

preceded by an introduction or a genulne cadentlal Idu preceded by an. 

as yet, unknown beglnning. 

Let me now summarize the pOints of thls ehaphr. lt IS clear that 

most of the closlng initiaI Idus i llustrated ln the examples still 

manage to express th"r approprlate formaI functlon of beglnnlng. 

especlally when compared wlth the last thematlc cadence. In aIl cases, 

the unit that follows the closing InitiaI Idu Invarlably gets the 

musical motion underwaY. The varlous theme types offer dlfferent 

opportunltles elther to avold redundant expressions of elosurt or to 

revel ln the formaI amblgulty created by 50 man)' cl051ng Idus. In most 

cases of closlng profiles, the degree of ustrength u IS entlrely 

approprlate to the formal location wlthin the theme. In some main 

themes, howl'v.r, the cadences are problematle, elther due to the str€'ngth 
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of the last cadence's profile relative to interlor cadences or even, 

relative to the II~tleakest" versions of c10slng indlal Ideas shOlJJn ln thl~ 

paper. Flnall>" some pleces begln 1,'Jlth materlal so unconlJentlonal that 

beglnnlng and endlng unlts ln the area normaliy occupled by a mal" theme 

must be Identlfled solely in terms of thelr location wlthln thls area: 

that IS, context alone deflnes such beglnnlng or endlng unds. Nor.~ It IS 

tlme to look beyond the boundarles of the main theme ln order to 

dehrmlne I»hether starting with a "closlng Initial Idu" has any efhct 

on materlal later ln the pif Cf. 
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CHAPTER THf;'EE 

THE "CLOSING INITIAL 1 DEA" IN SHORT PI ECES 

ln the prevlc,u~ chapt€-r. l}je sal}j that sorne main themes can t.e ln 

sma11 ternal"Y or small blnary form. 1 mentloned, then, that sorne entlrl? 

short pleces may be structured 11k~ these forms as 1,lIell. In thl~ 

chapter, 1 1.'Jlll fll"st study such short pleces. and then use a t11nuet and 

TI" 1 0 movemen t te. ShOI,~ how el ther the t11 rlue t or the Tr 1 o. 1 ndependen t 1 v • 

Illustrate composltlonal strategies typlca1 of a short plece, IAJhlle the 

complet€- movement as a INhole (I.e., the ~1lnuet plus TriO) dlsplays 

processes typlcal of a longer plece. 

The Sma Il Tel"nar y or Sma 11 BI nary as a Shor t PI ece 

The diSCUSSion ln Chapter T\.lIo on the sma11 ternar>, and small blnar/ 

for'm as a main theme type prolJides. a good Introduction to composltlonal 

strategies found ln complete pleces made up entlrely of these forms. As 

1 observed ln the prevlous chapter, main themes featul"lng a closln9 

Initial Idea may pruent addltlonal closlng Ideas in thelr cadentlal 

areas and ln the initial unit of the A" :.ectlon of the small ternary. 

A1so, cadentlal ideas may avoid or borrow salient closln9 features of 

the Inittal Idu. The same holds true for complete plecec; ln these 

forms with one important dlHerence concerning the final cadence that 

closes the form. ln the case of a malr, theme, one mar expect that an 

Inconc1uslve cadence or a I weaK" cadentla1 profile at the end of a main 

theme wi 11 be compensa ted for by the "strong- profil. of a cone 1 us IIJe 

cadence at the struc tura 1 end of the plece; thus, the rec;t of the plece 

rema 1 ns an Interesting object of study ln order to see hOtN tha t stronger 

closure IlJ i l 1 occur ln the ;Inal cadence. ln contrast, the fi na 1 cadence 

of a complete pleee ln one of the above forms must express a sense of 

closure approprlate to Its important UendlngU location. Accordlngl/. 
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one can rlghtly expect an unequlvocal conventlonal formula here. 

posslbly followed br post-cadentlal material. But perhap~. br thl~ 

pOint ln the paper, It IS no longer astonlshlng to flnd exceptions to 

thls styllstcc rlJle, as examp1es below INlll Illustrate. 

At the rlsK of redundancy, 1 IHlll llst and then discuss fl'J@ 

locations that may feature a closln9 Idea ln the short p,eces that 

IHlll dlseuss in thls chapter. ln order of thelr location ln a plece. 

theyare: O:P the Indial idea, (2) Interlor cadential area5 wcthln th€' 

plece: that IS, cadences precedlng and excludlng the final cadence (the 

one that closes the form>, ':3> the return of the Initial Idea, (4) the 

final cadence, and (5) post-cadentlal materlal at the uery end of the 

plece. 

For an unamb Iguous express Ion of the formaI func t 1 on~ of begl nn 1 og 

and endlng, the degree of strength in the profiles of each of these flve 

closln9 Ideas must be approprlate to the location of that profile wlthin 

the plece. Most Importantly, a clear expression of cadentlal closure 

requlres the final cadence of the plece to feature the "strongest· 

cadential profl le. Thus, precedlng cadences may range from those ln 

clesely-relahd Keys te Inconcluslve cadences ln the home Ke v ; Interlc.r 

conclusive cadences in the home Key should be "weaker" ln sorne respect 

than the final cadence. The clear sense of cadentlal closure expressed 

br the final cadence must not be challenged or undermlned by an earl 1er 

appearlng closlrlg Initial idea that features a "stronger,1I cadentlal 

profile. The last type of closing Idea, the codeHa, IS not rtStrlcted 

as te the strength of ItS profile because ItS location immedlately 

fol1owlng a structural cadence is sufflclently clear to deflne Its 

post-cadentlal function; far from confuslng the expression of formaI 

function, a codetta emphasizes and confirms the sense of closure 

expressed by the cadence precedlng It. 

Now that 1 have outl Ined the locations of the varlous closing Ideas 

wlthln a complete plece and the degrees o~ strength or weaKness 

approprlate to their respective locations, 1 Will observe to what degree 

Haydn, Mozart, and Beethoven respect the st yI Istic norms regardlng the 

closlng Ideas that appear ln their pieees. My diSCUSSion Will be 

organlzed ln the followlng mannlr. 1 Will begln with the most 
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conuentlonal preces. Whether the final cadence of such pleces 15 

derl\Jed from the closI09 Initial Idea. or Intraduces a MW .:105109 

figure, thls cadence uodoubtedly features the strongest cadentlal 

profile ln thE' pa·ce. The next group of pleces feature sorne 

Irregularlty as regards the relatl~e strength of thelr constr tuent 

closlng Ideas. In sorne pleces, Hie cadences ire more "cadentlal-II~,€," 

than the closlng initiaI Idea that precedes them. but the profile of the 

final cadence IS not stronger than that clf an Interlor cadence. In one 

other pleee, the profiles of the cadences are not partlcularly stronger 

than that of the closlng Initial Idea. 

a. The Final Structural Cadence: Conventlonal Closure 

r10st main themes ln small ternary or smal1 blnary form, such as 

those ln my flrst categor'l ln Chapter TIN 0 , end wlth a cadence that 

expresses a stronger sense of closure than elther any precedlng cadences 

or the closlng Indlal Idea. In a complete composition ln one of these 

forms, thls IS normally the case as weIl. The pleces 1 will dlscuss ln 

thls section Illustrah a varlet y of composltlonal techniques that 

contrlbute to the ·stronger" profile of thelr respective final cadence. 

1 n many pi eces, the fi oa 1 cadence cl ear 1 JI expresses the most 

convlnclng sense of closure due to the element of harmony: thls cadence 

15 the only cl051ng Idea ln the plece that 15 harmonlzed by a complete 

cadential progression ln the home key. In pitces that begln INIHI a 

closing Initial Idea, however, the composer may ne\Jertheless calI 

attention to the strength of the final cadence relative to that of the 

initial unit by oth.r means. One simple rllay IS the use of a cadentlal 
~ 

cliche that ln thls repertOlre never appears as an Initial unit: the 

"galante" cadence.<t> Thus, the appearanCf of thls cadence ln measures 

19-20 of Haydn~s Piano Sonata ln C, XVI:l, III ':Ex. 3.1> fully cordlrms 

ItS approprlate formaI functlon, since thls formula would never be used 

~II 1 th 1 n a clos 1 n9 1 nit 1 al 1 dea. 

1. See Chapter One, Ex. 1.9. The cadentlal trl11 (Ex. 1.4) IS 
another cll ch'é that 1 s never used a t the beg 1 nn 1 ng of api eee. 
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The Trio ln Ha:/dn's String Quartet ln F, Op. 74/2, Iii (Ex. 3.2) 

also follow~ the- norms but IS Intere-stlng because of the role of 

Instrumentation ln shaplng the cadentlal profiles. The second vlolln 

beglns the ~tructural melody, one that IS trapped ln the reuolvlng door 

of a "Blll/ Rose" unit until measure 48. But the flrst \"ol,n, whlch 

preulously pro~lded a countermelody, usurps the structural me-lodv at 

measure 50 and directs It to a cadence that closes ln the dominant Ke~. 

ln the A' section. the flrst vlolln seems determined, agaln, tc. head 

tOIJJards the dominant by soundlng a G-natural in measure 64. An 

Immediate return to the home Key .:tJla Gb ln m. 651 and the sub<sequent 

cl051ng melody above a complete cadentlill progression ':mm. 65-67) 

achleves competent closure as regards the strength of closlng proflle-s 

wlthln the p,ece as a whole. But thls ending IS apparently 

unsatlsfactory in one respect: although the second vlolln beglns the 

structural melody of the A section and, ln measure 49, arrives on a 
"-

promlnent scale step S, frorn INhieh il deseent to a cadential tonlc I,~ould 

be approprlate, the cadentsal melodic llne in the A section is sto1en b'I 

the first viol ln. When the same event threatens to recur in measures 

63-65 of the Ao' section, however, the second violin seizes the 

opporotunity to express the ·stronger" elosure of a cadentlal Idea rather 

than the "'NeaKer" closure of the "Billy Rose" idea. In the last hoJO 

measures of the plece, the second violin~s melody leapfrogs aboue that 

of the first viol in, and trlumphantly provides the soprano 1 Ine for the 

final cadentlal profile. 

ln sorne pleces, a final cadence featuring the "incomp1ete" I-V-l 

eadentlal progression may, despite Ih incompleteness, remaln unrlualled 

as the strongest expression of eadential closure wlthin ItS pleee. ThiS 

progression at the end of Haydn~s Baryton Trio in C, Xl :82, i (E:(. 3.3), 

expresses ItS proper formaI function, but Just barely, as we shall soon 

see. The A section ends with a weak eo\pression of closure (mm. 

9-10)--the codetta-l ike idea described in Chapter Two (Ex. 2.55). 

Surel>" the final cadence will express its formaI functlon in a more 

forceful manner. A slight extension in the A' section (m. 24) does 

place a some~tJhat greater focus on the final cadential idea. But thls 

cadentlill Idu arrives ln the same codetta-like gUise, wlth one small 

• 
~ 
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change: ln the bass, the final tonlc fa11; ta a 10tl/er reglster, rather 

than returnlng ln nelghbour motIon as Irl measures 9-10. Haydn thus 

conflrms Rameau's contentIon that, ln a final cadence, ft IS preterable, 

Md even more natura 1, to deSCHld to the teln 1 c bv a fIt th. <.2 > Thus, th€' 

expression of c10sure ln the tlna1 cadence 15 at least sllqhth strQoger 

th an that ln the A :ectlon: bath cadence:. of course. are :trclngH ln 

thelr c10slng profIle than that of the closln9 Initial Idea. 

The precedlng example hatllres the u:e of reglster ln the bas,: 

'JOlee ta dlfferentlate between strength ln c10slng profiles. ln 

t1ozart's Cassation ln D. KV. 100 ':o2a), III ',Ex. 3.4), the reglster ot 

the soprano 11 ne beeomes an Impor tant fac tor 1 n assess 1 ng the re 1 a t 1 VI? 

str-eogth of e10510g profiles INtthin a pleee. The melodv ln the A 

section of thls smal1 ternary beglns, ln a re1atlve1'f hlgh reglster, 

wlth a "8111:, Rose" construction that brlngs three promlnent tonlcs 

w 1 th 1 n the fi l'st fi ve measurec; of the el gh t-measure un 1 t. Fur ther 

statements of thls pltch as a goal tonie are avolded by endinQ the A 

section INIth a cadence 10 the don'1lnant Key, and. In the B section (,mm. 

9-16). by gradua11y descendlng to a goal ':m. 16) far beneath the 

thrlce-stated goal tonlc at the beglnnlng of the plece. The A' section. 

as IS usual for a recapltu1atlon. restates the "8111y Rose" Idea, but a 

prob 1 em ar 1 ses 1 n measure 21 when an adJ ustmen t (ta rema 1 n 1 n the home 

I<ey) brlng~ the repeahd tonie bacl< nOlN for a fourth tlme (m. 23). It 

symmetry between the A and A' sections IS ta be malntalned, the next 

measure (m. 24) must include yet a flHh statement of a tonlc--thls tlme 

as the final cadentlal goal. t10zart's solution ta the problem of thls 

potentlal oversaturatlon IS to al10w the me10dy ta drop ta a laiNer 

reglster for the final cadence. ThiS sudden reglster shlft may. 

Inttlally, seem shocking or elJen 1110glcal; but the end of the B section 

l'las prepa,..ed the a t hnt 1 ve II stener for the reg i ster of the fi na 1 ton 1 c. 

The necesslty for an enormous 1eap to connect the 1ast pltch ln the B 

2. Although Rameau a110ws an ascendlng fourth to substltute fQr a 
deseendi ng fi fth 1 n a fi na 1 cadence. hl s preference for the descend 1 ng 
ftfth in thls location 15 char: "Those whose vOlces are deep enough 
na tural1 y descend a fi +th at end 1 ngs, wh Ile those INho cannot do so 
ascend a fourth." Rameau. Treatlse, p. 60. 



section wlth the flrst pl tch ot the A' sectl~~ (mm. 16-17> ~uggests that 

the melody 10 one of the~e sections 1 les ln an awkward reglster. The 

reglster of the final cadence conflrms that, desPlte the closln9 

elernents Irl the Initial Idea, fts reglster IS too hlgh to expre,=,= 

genulne closure ln thls plece. The B section Introduces the correct 

reglster for such closure so that, Olt the approprlÔlte tUTIe, !<Je can 

recognlze that the final cadence, whlch seems so dlsJunct trom the 

Immedlately prHedlog materlal, represents the true expression of 

closure, not only because of its harmon v , but also because of Its 

reglster. 

One strategy tOI" malntalnlng the correct proportion of strength ln 

c10slng Ideas WI thln a smal1 ternary plece IS to adJust the closlng 

Irllual Idea ln the A' section such as to weakl?n or even elllTllnate It,= 

expression of closure. Anather strategy IS ta strengthen the tlnal 

cadence by expandlng the cadentlal area. ThiS latter strategy 15 aIl 

the more effective if the final cadence threatens to restate an Interlor 

cadence whose expression of closure is problematlc. Both of the~e 

devlces can be se en ln Beethoven"s Piano Sonata in A-fIat. Op. 26, Il 

(Ex. 3.5). As descrlbed ln Chapter Two (Ex. 2.54), the A section of 

thls small ternary comprises a four-measure model and ,ts sequentlal 

repetltlon. ThiS unit IS then Immedlately followed by a wrltten-out, 

varled repetitlon. DesPlte the presence of a standard cadentlal prOfile 

contalned wlthln the sequence, such extensive repetltlon of four-measu~e 

phrases at the beglnning of a plece 15 hlghly Impl Icatlve of some 

further contlnu~tlon. 

Although thls continuation 15 not found INithln the A section, It 

does occur ln the AI section. ThiS section beglns by weaKenlng the 

sense of closure ln both the closlng initial Idea and the problematlc 

"cadence" that orlglnally occured ln mm. 7-8: the closlng Initial Idea 

falls to the tenor (and eventually bass) vOlee below a new countermelod,' 

(mm. 44-46>. In the repetltlon of these elght measures (mm. 52ff.>, the 

melody regains the reglster where It prevlously partlclpated ln the 

(weak> cadentlal Idea eloslng the A section. Were the melody to 

con t 1 nue 1 n the 5ame way as 1 n the A sec t Ion, the phrase wou 1 d end I,~ 1 th 

the same weaK cadentlal Id~a. The threat of cl051ng thl5 l'Ieee wlth 
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such a pOOl" cadentlal Idea IS avolded bY delvlng the tlnal cadence ~nd 

thus. enlarglng the final cadentlal area. Trie devlce c.t In"Htlbl€' 

counterpolnt ~beglnnlng ln m. 53l allow~ the precedlng countermel0d~ te 

provlde the bass llne tOI" arr evaded cadence ',ct. mm. 51-52 ln th€' 

soprano 1 1 ne and mm. 59-60 1 n the bass 11 ne). T',~o such e'Jaded cadences 

'mm. 00 ~nd 62) create uncertalnty as ta precl~elY when a final cadence 

can be e,<pected. The arrivaI of thls cadence ln measure 04 I~. thus. 

reassurlng but abrupt. More mUSIC, a series Dt codettas. e (tends the 

cadentlal area euen further, thus conflrmlng that area s e~pres~lon ot 

closure.\3> 

I,~hereas the sma!l ternarv torm Includes a recapltulatlc.n, so trlat 

proXlmlt:, bet~oJeen Initial and cadentJal closlng Ideas mal create a 

potentla! for' redundanc v , the small blnar;l, l,oJhlCh does not cNltaln a 

recapltulatlon. IS thus free of thls danger. Haydn's String Quartet ln 

D, Op. 17/6, Il <Ex. 3.6> featur'es a blnary theme whose form 1= unu:lJal 

ln that It promises a possible recapltulatlon. Startlng wlth the Simple 

closln9 Idea 54321, an unconventlonal elght-measure theme ln Part 1 €'nd~ 

wlth a half cadence ,m. 8) followed by a post-cadentlal unit prolonglng 

dominant harmc/ny ',mm. 8-12). Part Il features tlNO phrases, bath Cd 

" '" whlch begln wlth the flrst three pltches of the plece, 543. Whereas 

nelther ot these phrases beglns wrth the complete closln9 Initial Idea, 

the deflnlte reference to thls materlal ln the onset of each phrase 

suggests the posslbll Jty of a recapJtulatlon. In order tor the flna! 

cadence ':mm. 19-22) to dlstlngulc;h Jtself fro'iI thls cl051n9 Indlal 

Idea, the cadence features a dlfferent melodlc contour, a longer 

cadentlal progression, and a goal tonlc ln a safe, nelJJ reglster, an 

octave hlgher than the goal tonie ln the closlng Irlltlal Idea. 

3. Notice that, although the counterpolnt ln the codtt1as f~ature~ 
two closing melodlc flQures that are hlghly con~entlonal (7-8 ln the 
~oprano and i35432î ln-the bass) , the melodlc cell 7-8 IS motll)IC: rt 
ends both the closing InitiaI Idea (mm. 1-2) and the contrastlng 
mater lëll that follows Jt (rrlm. 3-4l. Thus the closlrlg element5 Ir. the 
closlng Initial Idea maKe thelr final appearance ln a codetta. l..Je /NIII 
see many further examples of thls technique ln Chapter Four. 
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b. "Incorrect" Relative Strength of Cadentlal Profiles 

In aIl of the precedlng examples, the degree of str-ength ln the 

':"Ioslng profiles IS approprlate to the location of the closlng Idea 

INlthlrl the plece. Thus, the prQflles of IntHlor autherdlc cadences 

dlsplay a degree of strength somewhere between that of the weak closlng 

Initial Idea and the strong final cadence. In the next group of pIHe-,=, 

thls careflJI balance ln strength bettJJeen closlng Ideas IS upset. 

In sorne pleces, cade-ntlal Ideas are appropr lately ·stronger" than 

thelr closlng Initial Ideas but these cadences IJlolate the second 

conventlonal rule of relative ~trength ln the expression of closure: 

the final cadence IS not " s tronger" th an a prevlou5, InternaI cadence. 

Haldn's Baryton Tr 10 ln A, :<1 :86, III, (Ex. 3.7), a small ternar-y, 

provldes a Simple Illustration. The ,adence endlng the A section (mm. 

8-101 features a stronger closlng profile than that of the closlng 

Indlal unit Since the ImplH~d cadential harmony of the Initial und IS 

made expllcd byan approprlate bass llne ln the cadence. Irl the A' 

section, however, the final cadence of the plece (mm. 26-28) essentlallv 

dupllcates the one that ended the A section. Thus, whlle the profile of 

the final cadence IS stronger than that of the cl051ng Initial Idea, 

thls pr-oflle IS not stronger than the cadentlal profile that precedes 1 t 

ln mm. 9-10. Since the only variable between these two c:adentlal 

profiles, a grace note, has no effect ~n cadentlal welght, only our 

prlor knowledge of typical forms ln thls style allows us to hear the 

fi na 1 cadence as more conc 1 us 1 lJe than the ear 11 er cadence. 

In Beethoven/s Piano Sonata ln D, Op. 10/3, III (El<. 3.8), the 

profl le of the final cadence IS ev en weaker than that of an loterlor 

cadence. 1 will flrst descrlbe the construction of this plece; then, l 

Will focus on the closlng Idea~ within the pleee and dlscuss the 

relative strength of each of thelr profiles. The perlod ln the A 

section beglns wlth a four-measure closlhg Initia.l idea whose melody 

Includes, ln ds flrst two measures, a potentlal closlng figure, a 

~321-1Ine. Cadentlal Ideas ln thls section inelude a half cadence (m. 

7) and a perfect authentlc ca.dence ln the home Key (m. 15). The short B 

<;ectlon ':mm. 17-24) IS followed by a recapitulation that develops the 

perlod ln the A section ln two ~"ays: the consequent phrase IS enlarged 
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ta span elel)en measures (mm. 33-43). and the perfect authentlc cadenct? 

that closed the A section I~ replaced br an "Imperfect" :luthentlc 

cadence. a cadence ln whlch scale degree ~ appears ln the hlghest part 

abol)e the goal tOOIC chord. Post-cadE'ntlal materlal. a C10510g ~!?CtICorI. 

features an alternatlon of the two-measure fragment of the clo~lng 

Initial Idea (the ~321-llne) belOt.~ a nelghbour figurE' elaboratlng th€' 
,. 

cadentlal melodic goal, scale degree 5. 

In thls plece, four Ideas compete te express closure: <al the 

closlng Initial Idea I:mm. 1-4), <b) the ~321-fragment (mm. 1-2). '.c) th~ 

cadentlal Idea endlng the A section <m. 15> and, (d) the fln.d o:adentlal 

idea ':m. 43>. The profiles of both of the Initial unlts ln thls pleo:e 

(I.e •• the CIOSlflg lrlltlal Idea ëlnd the ~321-fra9rT1eflt) are approprlat!?l.­

·weaK" ln thelr expression of closure due ta the tonie prolongatlonal 

progression that spans the flrst four measures of the plece. Thu~, 

ne Ither of these clos i ng 1 deas cou 1 d cha l1enge the ab il itr of a 

conventlonal cadence to express a stronger sense 0+ clasure. 

Nevertheless. a redundant approach to the goal tonie ln thes!? closlng 

Ideas IS avolded ln the antecedent phrase by a half cadence, and ln the 

consequent phrase, by flrst, a sequentlal return of the closlng IodlaI 

Idea (mm. 9-12) and then, a descent to a ne~'J reglster for the cadentlal 

ton 1 c (m. 1 6.1 • 

The A' section beglns by +urther weakeolog the sense of closure ln 

the closlng initial Idea, as If to elimloate any pOSSible confUSIon 

between this closing Idea and the final cadence. Two new l'vents ln the 

AI section "we aken" the profile of the closlng Initial Idea: a tri!! on 
'" scale degree 5 (m. 25) above the closing initial idea, and an alteratlon 

of the m.lody of the closlng Initial Id. a, which, Instead of eomlng te 

l'est on Ih goal tonie (m. 27>, now continues unlnterr'uphdly past thls 

pitch directly to the half cadence ending the antecedent phrase ,'m. 31). 

Since the altered version of the closln9 initial idea no longer closE'S 

at aIl, it wou1d now seem that a conventlonal final cadence can eas,ly 

express the stronger sense o~ closure required for the end of a pl!?ce. 
".. 

But the use of the tri11 on 5 to weaken the cl051ng profile of the 
/' 

IrlJtial idea IS if preVlelJ1 o~ the unusual l'ole of 5 ln the rest 0+ th€' 

P Ifce • 

• 
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Normally, the cadentlal Idea that closes the A' section (m. 43>, 

that IS, the one that represents the structural end o~ the plece, shc,uld 

express the strongest sense of thematlc closure. And Indeed, one can 

pre~ent two reasons why the ~Inal cadence ln thls plece mlght be 

consldered stronger than the one that closes the A section. ln the 

flrst place, the consequent phrase ln the A' section (mm. 33-43) IS 

expanded, Increaslng the focus on the cadentlal goal. Secondl;',llJhlle 

the cadentlal humony ln the A sectlC.n IS simply I-V-J, the ~Inal 

cadence features a complete harmonlc progreSSion. Relative cadentlal 

strerlgth, hOllJeller, IS a1so deter!fllned by the melodic goal, a fact that 
... 

classl~les the final cadence, whlch ends wtth 5 ln the soprano, as 

"ImpedecLII Thus, whlle ln many respects, the profih of the final 

cadence expresses an approprlately strong sense of closure, the melodlc 

component of thls cadence remalns open. ThiS glves the Impression that 

Beethoven IS contlnulng to avold the goal tonlc o~ the cl051ng Initial 

Idea ln the A' section of the piete, Just as he did ln the A section 

(where , as we recall from my discussion above, each of the three closing 

Id@as--the half cadence, the sequentlal relurn of the cl051ng Initial 

Idea, and the cadential tonlc ln a lower reglster--were directed tOI,oJard 

a pdch other than the goal tonie o~ the closln9 Initial Idea). 

ln a series o~ codettas that make up the post-cadfntlal unit (mm. 

44-54), an aHempt IS made ta close on a tonlc by muns o~ the 

~321-fragment ln the left hand (mm. 44-45 and 48-49). The flrst 

statement IS answfr.d ln the rlght hand, however, by neighbour motton 
".. 

around the final cadentlal goal, 5, ln its prevlous (cadential) register 

(mm. 46-47). The second statemfnt of thls ~ragment IS answered by an 

Intensifled inslstence on hlghllghtlng the prevlous cadentlal goal: the 

Simple n.ighbour figure develops Into a chromatic double neighbour 
" around 5 (mm. 50-51). A return to dlatonlcl~ (m. 52) apparently 

provldes su~~iclent r.solutlon to atlow this pieee to end, wlth the 
"" cadentlal goal, 5, still hoverlng above the final tonic triad. The 

dominant that weakened the expres~lon of closure al the beglnnlng of the 

A' sec t 1 on, then, performs the same funct 1 on a t the structural end of 

the plece. Thus, the stl'ongest cadentlal profile occurs at the end o~ 

the A section, white the final cadence and subsequent post-cadential 
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materlal lea\Je the plece melodlCalh opl?n, a "closlng" protlle that 15 

'Ier v l,ljeaK 1 rldeed. 

ln Chapter Tll/c.ll/e saw SŒle main themes Htat 1acK a ~tandard (losln9 

formul~. AS ~tated aboue. a crUCial distinction between a main theme ln 

small blnary c.r ~mall ternary fc.rm and a cc.ITt~\~h DIHe ln one Cot tli€'~t' 

torms 1 les ln the nature of the final ca~;nce. Although a main theme s 

flrlal cadenct' e:<pres~,es clo~,urE' for that ~tructural le'}€'I, It al:c. 

Implles continuation: the l'est of the pleee IS still ta come. In 

addition. whereas main themes ln these forms normal iy clo~e wlth a 

perfect authentlc cadence, another option eXlsts, 11'1 the miln therne ot 

a sonata fc.rm, for example, a unit that beglns as the A' section c.f a 

small ternary can "wander oH" to become thp. tranSition. The lacK ot 

cadentlal clc.sure here IS ln no IIJay problematlc for the plece as a 

whole. since a conclusl~e cadence IS expected only ln the recapltulatlon 

a t the end of the subor dl na te theme ar ea lIn a shor t PI l'ce. hOI,.,eller, 

I..l/hat flrst appears to be the A' section of a small ternary ',01' Part Il 

of a small blnaryl IS expected to continue behavlng as such, rlamel I, t,I 

closlng ln a standard manner. ThiS 15 l'lot, hO~l/el)er, InlJarlabb the 

case, as the followlng example Illustrates. 

In the A section of Haydn'5 Baryton TriO ln A, ~1:35, 1 1 ~Ex. 3.91, 

the cadentlal Ideas are eJther unusual ',m. 6. as dlscu~sed ln connE-ctlon 

wdh Ex • .2.59 abOlie> or difflCult to locate ',m. 19?>. Although the A 

section 15 drastlcally abrldged, Jt preserl)es the (repE-ated) eloslng 

Initial Idea (mm. 40-42>, leavlng only flve measures to express 

cadentlal closure. l..Jhat follows. however, IS a three-measure passagE- ln 

octa')es that ends wlth an ornamented cadentlal bass llne (mm. 43-451. 

ThiS passage must seI've as the final cadentlal Idea, Since the last tl,ljO 

measures are charly codetta. In thls plece, then. the distinction 

between beglnnlng and endlng forma! unJts IS. to a large l'dent, 

achle\Jed by locatlonal context. slnce the structural end IS not marked 

by a standard cadentlal profile. 

In summary. short pleces that begln wJth a (1051ng Initial Idea 

displaya varlet y of techniques ln coplng ,,,,lth thls tormal anomaly. In 

most pleees, the profile of the closlng Initial Idea pres:ents a 'lE-rl 

1 
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weak expressIon of cadentlal closure when compared wlth the actual 

cadentlid Ideas ln the plece. In a. few ':unusuaJ) p,eces, the prc.flles 

of cadenbal Idus are 50 uncontJentlonal that the expressIon of "endlng" 

cannot depend on the profile of the unit that oceuples thls locatIon. 

ln Chapter Two we saw that, wlthln a maIn theme, elther the InItial 

unit or the eadentlal areas could feature closl09 Idus. ln a short 

plece, a closlng Idea may occur ln yet another formaI location, namelY, 

ln a codetta. Llke cadences. eodettas may restate sallent closln9 

features of the eloslng Initial Idea, a device that is I)ery common ln 

full-movement forms, as we shall ~ee ln Chapter Four. 

The Mlnuet and Trio Movement 

Sefore moving on to large forms, 1 would 1 iKe to dlscuss a type of 

movement that 1 les somewhere between small and large forms and. In a 

sense, embodles elements of both, nam~ly, the Mlnuet and Trio movement. 

llke a short pleee, both the Mlnuet and the TrIO are themselues 

strueturally complete. In the movement as a who!e, however, the Tr ICt 

may continue processes Inltiated by the Hinuet, much 1 ike the 

development of a musical Idea over a substantlal amount of tlme ln a 

longer plece. ln the Introduction to thls thesls, 1 showed how flrst 

eontext, and then profile, contrlbute to th. expression of the baSIC 

forma! functlons of beglnning, middle, and end. In Haydn's String TriO 

in D, HV:15, Il i <Ex. 3.10), a M game - initiated by the Hinuet IS 

eontlnued by the TriO such that a single melodlc profile, a 54321-line, 

manages to expr~ss each of the three basic formaI functions. 

The Mlnuet begins wlth a simple ·opening- profile: a 14) 

progression supporting a 5432-1 ine. This melody is a transparent 
" example of an impllcative Ilne that pOints to 1; and the strongest 

reallzation of this pitch would be as a cadential goal. Thus, the 

tonlcs on the downbeat of measures 5 and 7 do not satlsfactorily reallze 

the indlal lmplleative pattern. Fur thermore , the first cadential area 

(mm. 9-10) prevents the complet ion of thlS pattern by featuring a half 

cadence whose goal recalls the openlng nature of the initiaI unit: 
./'0 ./'0 

dominant harmony below 2, a 2 preceded by a melodie 1 Ine simllar to that 



ln the (openlng) Initial und. The return ot the Impllcatlve 5432-11ne 

ln the A~ section (mm. 16-17) futures a change of harmon>' to V of \} 
" that maKes Immediate continuation to 1 unllkelr. But the beglnn1ng of a 

nerJJ cadentlal Idea ln measure 19 wdh its supportlng harlfaonles, a 

typlc-il 16 lea.dlng to a standard pre-domInant, renews our hope for th!? 

e'}entual completlc.n of the 5432-1ine. The achlevemerd of thls cadentlal 

goal IS delayed, however, flrst br repetltlons of the precedlng 

hllo-chord progression (mm. 20-21>; IJJherr the melody flnally ruches a 

tonlc ln measure 22, this pltch IS undermlned as a cadentlal goal by the 

evaded cadentia.l progression. At last , ho~.,ever, what we ha\Je beHl 

waltlng for takes place at measures 23-24: a cadence whose 54321-11ne 

reall%es, I/Jlth slmpllclty and ehgarlce, the melodlc Impllcattorl of the 

"openlng" Idea. The "game" of completlng an unfinlshed pattern IS 

apparently OUH. 

In the Minuet, the expression of the formaI functlons of 

"beglnnlng" and "endlng" 15 not only clear but IS ampl Ifled by startlng 

wlth a hlghly impl Icatlve openlng Id,a that requlres and recel~es a 

partlcular clo$ln9 profile to complete It. Wlth the onset of the TriO, 

hc.wever, the "game" IS resumed. The TriO, whlch takes a blnary fC'lm, 

beglns WI th the melody that has Just establlshed ItS cadentlal 

character; at the beglnning of the TriO, however, thls S4321-11ne 

expresses the functlon of "openlng" due to Its solo texture. More 

Important, the change of mode demands continuation: tt IS Impossltde te. 

percelve thls miner melody as a codetta to a mlnuet ln a maJor Ke/. 

After performlng the role of "beglnnlng," the 54321-11ne IS then 

gluen the opportunlty to act as a "mlddle" by belng treated to Iml tatlon 

ln the cello part (m. 28). H Haydn had chosen thls same 54321-llrt€' H 

an endlng for Part l, that IS, as the cadential melody, thls mlght ha'Je 

rlsked sounding 1 ike an addltlonal unit of Imitation, a continuation of 

"mlddle" functlon. Haydn solves thls problem br provldlng a cadence for 

Part 1 that unamblguously expresses ItS formaI functlon whlle avoldlng 

thls figure (mm. 33-34): he wrltes a "galante" cadence ln the context 

of a modulation to the relative maJor key, 

In Part 1 of the TriO, then, the 54321-11ne IS found ln both 

"beginnlng" and "mlddle M unlts. ThiS situation IS hlghly Implicatl~e 
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for continuation Since, as 1 mentloned ln Chapter T~ ... o. J. continuation I~ 

Implled If a gl')en musical Idea "IS felt to ~la'Je a pote-ntlal functlon 

whlch has not been satlsfactorlb actuallzed.",4> Thus, al though 

change of mode and te.dure al 101,\,1 the 54321-11ne tc, fun,:tlDrl as 

"beglnnlng" and "mlddle" unlts, thls cl051ng figure clearl\ belongs ln 

arl "endlng" unit, that IS , ln a cadence. Althc,ugh l,\,Ie ~,rIC"'~ that the 

return of the t11nuet 1,\,1111 also brlng a return ot thls profile ln tt~ 

approprlate loca.tlc,n, "Je may l,\,Ionder I,l/hether the TriO It:elf 1,11111 reall:e­

the Implications set up wlthln ItS own boundarles. 

Part Il beglns by del)eloplng the 54321-llne ln a 'A/ar that 

ellmlnates potentlal closure: the contour 15 Inverted, dominant harmon'I 

prevalls, and Imltatlcon resume:. The last four measures, ho~ ... e'HH, 

Install the llne l.'Jhere It belongs, namel:', ln the profile of the 

complete perfect authentlC cadence that closes the Tr IC,. Thu:., thl$. 

'Ine appears ln aIl three formaI functlons 1,1/1 thln the TriO. ln 

addition, the Juxtaposition of the Trlo's cadence (featurlng the 

54321-llne ln 1 ts approprJate location> 1.'Jlth t.he 5432-11ne at the return 

of the Mlnuet, emphaslzes the Incomplete and ImpllCat Ive cc,ntour of the­

Mlnuet's "openlng" Initial Idea. 

Before 1 fat) log th 1 S movemen t, 1 wou 1 d 1 1 Ke to dl scuss lA/ha t may :Hrrt 

1 Ike an Irregularlty concernlng Its cadences. Although both the Mlnuet 

and the TriO close ln a reasonab\y standard fashlon, one mlght expect 

the cadence that ends the movement as a whole, that IS, the Mlnuet's 

final cadence, to be the stronger of the hl/O. A qUICK looK at the last 

three chords in the Mlnuet's final cadence, an Incomplete I-V-I 

progression spannlng two mnsures ',mm. 23-24), mlght gitJl~ the ImpreSSion 

that thls cadence IS I~eaker than the one endlng the TriO <mm. 43-46>, a 

complete cadeotial pr.:.gresslon spannlng four mnsures. In the t11nuet, 

however, a closer eAamlnatlon of the mahrial preeeding the I-~)-I 

progression reveals a relatlvely subshntlal cadentlal area. As 1 

descrlbed Just above ln connectlon wlth the construction of the Mlnuet, 

the eadentlal progression beglns ln measure 19 wlth the appearance of an 

Indlal tonie and a pre-dominant chord. Includlng the repetltlon and 

4. Meyer. Explalnln9 MUSIC, p. 196. 
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evaded cadence that follows l,mm. 19-22), these two cadentlal harmonies 

are sounded three tlmes. ln the final measures of the cadence, then. ft 

Illould be redundant for these chords to appear yet once more. Thus. the 

J-IJ-! progre~slon at the very end clf the cadentlal Idea I~ approprlah 

to close thls enlarged cadentlal area. Moreover. the entlre sl~-measure 

cadentlal area (mm. 19-251 IS clearly strortger than the four-measurEo 

cadentlal area that closes the TriO. 



CHAPTER FOUR 

THE "CLOSING INITIAL IDEA" IN FULL-MOVEt1ENT FORt1S 

HS I.oje saw ln the prevlous chaphr, a composltlc,rf that beglns ~oJlth an 

expression of closure ln ItS Initial Idea ma)' show consequences nt sud il 

beglnnlng ln the l'est of the plece. In thl! final chaphr, 1'..,111 !tlJdr 

pleces ln full-movement forms such as theme and variations, sonata, 

rondo, and mlnuet (scherzo). 1 ~m partlcularly Interested ln three 

speclflc formaI areas that appear after the main theme ln arder to see 

how thtse areas are Influenced by a closing Ir,lttal Idea ln such forms. 

The flrst formaI area IS any subsequent "return of the main theme." This 

ma)' occur as a variation ln a theme and variations, as a refrain ln a 

rondo, as the beglnnlng of a recapitulatlon ln a sonata, nI' as a return 

of a mlnuet followlng a trio. The second formaI area IS tT'tt IIflnal" 

cadence that eHeds structural closure for the form. Such a final 

cadence may occur, for instance, at the end of the subordlnate theme area 

ln a recapltulatlon, at the end of the last refrain ln a rondo, or ln the 

last variation ln a theme and variations. The third fo~mal area Includes 

any post-cadentlal materlal that follows this "flnaP cadence. 5uch 

mater laI may range fram a closing section featurlng short codettas ta a 

substantial coda with Its own cadence and cod.ttas. 

FormaI structure ln a large movement ean dlHer fram that of a 

shorter work ln two ways that are relevant to thls paper. Flrst, unllKe 

a shorter work ln small binary form, aIl full-movemtnt farms feature the 

return of the main theme's basic Idea ln one of the locations mentloned 

above. Hence, ln a sonata, a rondo, or a theme and \Jarlatlons, the later 

rteurrenee of a closlng Initial idea, and ev,n the materlal 1eadlng up to 

d, may be of inhrest. The second distinction between short pleees and 

those ln full-movement forms concerns the final cadence closlng the form. 

In contrast to short pleces, who!e 1 iteral end often eOlncld,s wlth the 

goal tonie of the final cadence, a ful1-movem.nt form rare!y flnlshes 
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wlth thls final cadence. Pleces ln tull-movement form usually Include a 

closlng section or e'IH an e;{hnded coda wlth Its own closlng '!eetton. 

In thls post-cadentlal area, eloslng figures abound, and thelr 

relatlonshlp to the eloslrlg Initial Idu of the plece IS oHen Irrtlmate. 

This chaphr I/Jill be dlvlded Into h<Jo main sections. 1 will begln 

by dlscusslng the three formaI areas mentloned aboue: the return Dt the 

maIn theme, the final cadence, and post-cadenilal materlaL 1 ~\II" then 

looK at sellerl complete movements from the pOInt of IIlew clf trYlng tel 

determlne how a composItIon as a whole mat reaet to the anoma10us 

beglnrllng of a c10sIng Initial Idea. 

FormaI LocatIons Concerned Wlth "8e9InnI09" and "Endlng" 

1. The Main Theme: First Statement and Recurrences 

My diSCUSSion on the reeurrenee of maIn themes 1,11111 cover two 

toples. First, l Will foeus on those themes whose return brlng'! 

a1terations to the closlng Initial Idea. Next, 1 Will dlscuss the 

cadence that closes restatements of th€' malrl theme. Here agaln, 11,<Jlll 

be Interested ln those cadences that dlffer fram the one that closes thp. 

main theme at ihe very beginnlng of the pleee. 

i. Restatements of the Main Theme: Alterlng the Closlng Initial ldea 

Restatements of main themes, as l mentioned at the beglnnlng of thl'! 

chaphr, may arise ln the fol1owlng formaI locations: (al the 

r'ecapltulatlon of a sonata, (b) a refrain ln a rondo, (e) a varIation Irl 

a theme and varIatIons movement, and (d) a mlnuet followlng a trio. ln 

pleees where the main theme's baSIC Idea featvres closing €'lements, 

restat,mlnts of the maIn theme may brlng bacK its baSIC Idea ln an 

altered verslon.<l> One would expect that sueh alteratlon'! would weaKen 

1. As 1 have ment,oned ln prevlous ehapters, a closlng Indlal Idea 
may be etther a brlef Introduction or the baSIC Idea of a main t.heme. In 
the fol1owing diSCUSSion, the eloslng Inlttal Idea unamblguously performs 
the functlon of a baSIC idea, that IS, the flrst unit of a main theme. 
Later in thls chaphr, J will show fClur pleces that begln w!th an 
Introduction. 
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or ellmlnate the expression of closure ln thls unit, sa that subsequent 

cadences (such as the ooe closln9 the main theme, or the "final" cad~nce 

closlng the form as a whole) can express thelr own functlon 

unequlvocally. And Ind~ed, thls IS uSlJally the ca~~. In the diSCUSSion 

below, 1 will demonstrate varlous techniques that modlfy the protlle of 

the closl09 Initial Idea 5uch that Ih functlon a~ a ba~lc Idea, an Idea 

that "opens" a theme, becomes more manlfest. will then ~how 

cootra~tlng cases where, ln an altered restatement of the closln9 Initial 

Idea, the expression of closure IS further emphaslzed. 

For practlcal purposes, the two closlng gestures ln a recapltulatlon 

that are relevant to thl5 paper are the cl051ng Initial idea beglnnlng 

the recapltulatlon and the "final" cadence closlng the subordloate them~ 

area.<2> As we Kno' .... , a considerable amount of materlal separates the 

main theme's baSIC Idu from the final cadence. For main themes that 

begln wlth a closlng Initial Idea, th,s Intervening materlal reduces the 

threat of overexposlog the home-Key tonlc as a cadential goal. In some 

recapltulatlons, neverthe1ess, the closlng Initial Idea returns ln a 

version that weakens Ih original expression of closure. Compare, for 

Instance, the closln9 initial Idu in Haydn's Symphony No. 98 ln B-flat, 

Il, (Ex. 4.1a), whlch features a standard complete cadentlal bass llne. 

to the return of thls Idea .n the !'ecapltulatlon <Ex. 4.1c), where the 

bass llne features a flowlng contrapuntal melody more approprlate te th~ 

openlng functlon of a baSIC Idea. 

In an unusual case, <Ex. 4.2a), the closing .nltlal Idu in t10zart's 

Plana Sonata ln C, K. 545, " beglns a p,ece whose form 15 generally 

consldered ta be a sonata. Although the term Mrecapltulatlon" refers to 

the return of the essentlal materlals of the main theme ln the home Key, 

the cl051ng Inlt.al idea ln thl5 plece returns ln the subdominant Key 

(Ex. 4.2b), an atyplcal strategy for a classlcal sonata recapltulatlon. 

Thus, the return of the cl051n9 Initia. Idea ln thls plece cannot expres~ 

cl05ure. slnce It IS nb longer ln the home Key. 

2. Another potential closlng area, the main theme's cadence ln the 
recapltulatlon, Will not come Into play ln the following discussion 
Slnce, as 1 will later show. thls cadence IS oHen weakened or ellmlnated 
when the main theme returns ln the recapltulatlon. 

, 
\ 
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Weakenlng the sense of closure ln the return of the closlny Inl tl~1 

Idea can be accompllshed not c.nl .. bv changlng the bass Ilnt' or the 

tonalltv but also br varvlng the melodv. Example 4.3a shOl.\ls the cloSlnq 

Initial Idea of Haydn': Piano Sorlata ln G, H. :(~)l:40, Il. t1easures 1-':: 

teature tt.oJo \JIH'Slons ot a 321-1 Ine separated by a l'est: thus, the baSIC 

Idea of the main theme comprises two !hort, but distinct, closlng Ideas 

that together maKe up the complete closln9 InitiaI Idea. IJhen thls unit 

returns ln measure 53, the rest, whlch orlQlnally helped to artlculate 

the two brlef closlng figures. IS filled ln bv a series of slxteenth 

riotes. The absence of the rest. In dseH, l.\Iould not necessarllv 

ellmlnate the capaclty for the two brlef figures ln measure; 1-2 to 

express a sense of closure; the slxteenth notes could have the effect ot 

a "tag," merely orovldlng musical motion between two distinct figures. 

The IlJeaKened abllity of these 321-11nes to express closure 15 due ta the 

profile of the sixteenth notes: thls profile brlngs, 00 a local level, 

an overabundance of tlny 321-1 Ines, such that any Indlvldual 321-llne ln 

thls context hardly stands out as an expression of closure. Thus. even 

I,oJJthout changlng the location of the two goal tonlcs ln the original 

closing Initial Idea. the ornamenhd tnelodY weakens the sense of closure 

of the unit as a whole by saturatlng ItS profile wlth 321-1Ioe5. 

This technique of brlnglng bacK the closln9 InitiaI Idea ln an 

altered version featurlng an oversaturatlon of ItS closlng 1 Ine can also 

be seen ln Example 4.4. Mozart'·s Symphony No. 4 ln D, K. 19 , III, beglns 

.,Hth a single "EII!ly Rose ll unit <Ex. 4.4a, mm. 1-3). In the 

recapltulatlon, howel,ler, the c10sln9 4321-110e 15 stated three tlmes, 

thus creatlng 5trong Implications for contlnuatlc.n tO~oJards an e')eontual 

genulne cadentlal Idea (Ex. 4.4b). 

As 1 mentloned above, a restatement of the main theme elther br In9s 

bacK the baSIC Idea essentlal ly unchanged or, as ln the examples aboue, 

wlth ItS cl051ng elements removed. ln contrast, the next example shows 

how the return of a main theme may stress the cl051ng nature of Its 

Inrtlal unit. Example 4.5a shol,oJS a "DN2-fIQure,- the (losln9 Inlt.lal 

Idea of a theme for whlch Haydn has wrltten a short set of variations ln 

hls Piano Sonata ln C-sharp mlnor, H. :(~JI:36. Il. The flrst ')arl<dlon 

(Ex. 4.Sb, m. 34) beglns wlth a typlcal ascendlng arpegglatlon that 
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promises to "open" the melody. But ln measures 35-36, INe flnd that Havdn 

has r-eplaced the "DN2-flgure" ';.II th arlother closlng melodY. one tound. tor 

example. In a cadence by Mozart (Ex. 4.5c. mm. 9-10). Thus. Ha'-dn varies 

hls clo!:lng Initial Idea ln an Intere..:.tlrtg I,../ay. by uSlng another cc,mmon 

cl051ng figure. 

b. Restatements of the Main Theme: Alterlng the Cadence 

AS mentloned above. main themes may return ln a uar letv of 

locations. dependlng on the olJeral1 form of il plece. Thus.. In the 

recapltulatlon of a sonata. a main theme"'s cadentlal Idea occurs weIl 

before the "final" cadence cl051ng the subordinate theme. ln contrast. 

l,oJher> a main theme returns as the last refrain ln a rondo. or as the last 

variation ln il theme and IJar'lations mouement, thls main theme's cadence 

also closes the complete form as a whole. Since 1 will look at such 

final cadences later ln the chapter. 11,tllll Ilmlt my dISCU5!!IOrl ln thls 

s~ctlon to those cadences of a main theme that precede such fInal 

cadences. 

Sorne restated main themes alter thelr cadentlal Idea. In a slmlJar 

manner as the altered restatements of closlng InitIal Ideas: a. weakenlng 

of thelr closlng elements avolds undermlnlng the formaI functlon clf the 

fi na 1 cadence. To be sure, weaKen 1 ng or e llml na t 1 ng the cadence 1 n a 

restated main therne can happpn no matter Il.,.. the main theme beglns; that 

IS, such a procedure 15 not restrlcted \ -l, ,those main themes that 

begln wlth a cl051ng Indlal Idea. But P, -," _ wlth such a beglnnlng can 

reduce the threat of redundant expressions of closure by ellmlnatlng 

other closlng Ideis that rnlght challenge the final cadence's abl! Ity to 

express a (onvlncing sense of closure. Removlng the main theme S cadence 

IS a good strategy, then, for pleces ln whlch restated main thernes 

conslstently brlng bacK the closlng Initial Idea. ln restatements of 

such thernes, the cadentlal area may be treated ln a partlcular way that 

IS clearly Influenced by the relatlvelx strong sense of closure already 

expressed earller wdhln the theme. The next two piecl"s exempll'fy thls 

pOl nt. 

Whereas an openlng unit featurlng a cadentlal profl le IS, 

nl"vertheless, understood as a formaI "beglnnlng," this cadentlal profl le 
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can. latH on ln the plt'ce. express Its own suggested functlon. For 

In~tince, the main theme ln the e--<posltlon of t10zart's Piano Sonata ln C, 

K. 279, l, beglns ''''1 th a Billy ROSI? construction '.Ex. 4.6a, mm. 1-3\ and 

ends wlth an enlarged cadentlal arl?a (mm. ';--12' that features a decept"'e 

cadentlal progrt'ssion {m. 10) follo~ojed by a hllo-measure cadence that 

adequately expresses closure for the theme. Now let us compare th~ 

ret'Jrn of the main theme ln the recapltulatlon '.E,<. 4.6b). l,.je see that 

musures 58-62 brlng bacK the two statements of the "Billy Ro",e­

beglnnlng, but subsequent materlal turns out to be the start of the 

transition section. The reason for these changes become apparent ',liner. '<Je 

stud)' the original closlng Initial Idea, one that features a standard 

cadentlal profile <E;<. 4.6a, mm. 2-3>. Since the original main theme's 

exhnded cadentlal Idea IS InaHropriate ln a recapltulatlon <such 

emphatic thematlc closure IS the dut y of the -final" cadence endlng the 

subordlnate theme area), tts ellmlnatlon IS aesthetlcally deslrable. But 

t10zart 'Nants a certaIn amount of closure to separate the main theme from 

the transition. Fortunatel>" thls main theme features a cl051ng Initiai 

Idea that can lahr on act as a "substltute cadence." Thus, the 

cadentlal profile, whlch prevlously sel'ved as a closlng InitiaI Idea, nO"J 

marKs the boundar)' between the end of the main theme area and the 

beglnnlng of the tranSition. In thls formaI context, the cadl?ntlal 

profile ln measur'es 61·62 almost loses Its "Billy Rosp" character ar,d 

beglns to sound llke a genulne cadentlal Idea. 

In the examp1e Just dl scussed, the end of the main theme 1 s cl«ar 1 y 

set off from the tranSitIon by a cadentlal pro'flle. In contrast, sorne 

restated maIn themes alter thelr' cadentlal area ln arder to blur thls 

formaI boundarYi that IS, a unit that beglns as a main theme continues 

unlnterl'uptedly Into the tl"ansltion sectIon, much Ilke t10zart's unusual 

maIn theme ln his Sonata ln C, K. 545. 1 <Ex. 2.621. ThiS construction 

IS .found ln the recapltulat Ion of Haydn'$. Symphony Ne,. 98 ln B-flat, Il 

<Ex. 4.1 above). Whereas ln the expOSition, the main theme ends 'Nlth an 

authentlc cadence <Ex. 4.1b, m. 10) followo!'d by a tr'ansl tlon, the 

recapitul.j,tlon ln the analogous location features a half cadence (E1. 

-



4.1d, m. 58) that 1eads dlrectl)' to the subordlnate theme.<3' A: 

explalned above, the closlng InitiaI Idea ln thls plece l,oJas alhred ln 

the recapl tulatlon by replaclng i ts cadentlal bass llne I,~lth one more 

approprlateo te, an "openlng" unit. At the beglnnlng of the 

l'l'capitulation, then, tl,oJO potentlal moments of "closure"--the closlng 

Initial Idea and the main ~heme"s cadence--are altered to save the 

expression of closure for the "final" cadence of the plece. 

When a main theme IS restate-d, the formaI boundary between thls 

theme and a transition section can USlly be blurred If the original main 

theme IS a small ternan'. AftH the essentlal materlal of Sections A and 

B have been recapl tulated, Section A' may "l,<Iander off," merglng wlth the 

transition. Example 4.7 Illustrates thls procedure ln a rondo movement. 

The complete main theme of Haydn's String Quartet ln F, Op. 77/2, III 

<Ex. 2.30), beglns wlth an A section (mm. 1-8) featurlng three statements 

of an ornamented 321-llne followed by a cadence dlrected toward a 

dlfferent goal pdch--an authentlc cadence ln the dominant Key. 

Followlng a 8 section (mm. 9-12), the A" section <Ex. 4.7a, mm. 13-22, 

brlngs back two statements of the 321-llne but alJolds a slmllar melodlc 

direction ln Its cadence by ascendlng to a hlgher tonlc. After the flrst 

eplsode, the main theme returns unchanged untll the mlddle of the A' 

section. Example 4.7b shows how, Instead of beglnnlng the sequence that 

~~(luld eventual1y brlng the ascendlng cadence, the materlal at measure ~16 

shlfts Into a transition hading to the second episode. In Example 4.7c, 

a s lm Il al' IIwander 1 ng-ofP in the AI ... ec t Ion avo 1 ds the ascend, nQ cadence 

once more. The refrain returns for a thll'd tlme, thls time neèl' the end 

of the movement; we sha11 soon sel' the cadentlal Idea that Haydn enooses 

in order to cope WI th a theme that beglns wJth such a persistent 

expression of closure. 

In aIl the preceding examples of restated main themes featurlng 

altered cadences, the cadential profile was either wei\Kened or deleted 

l'nt 1 rely. My final examp1e of an al hred cadence Illustrates a ver'Y 

3. NotICe that, although a cadentlal si"-four together wlth ds 
l'l'solution forms an entirely standard profile for a half cadence, the one 
endlng ln measure 58 is a subtle reference to the "hg," whlch extended 
the original authentic cadence onto the second but of the measure. 
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dlf.fer@nt hchnlQue. The main theme of a rondo mov@ment, Havdn's 

Symphony No. 84 ln E-tlat, IV, 15 shOl,\/n Ir. E,ample 4.8a. This theme 1: ~ 

small blnary whose cadences .flrst avold (mm. 7-8) and then COpy (mm. 

15-16) melodlc elements of the closlng Initial Idea (set agiun Exs. ~·.42 

and 2.511. AHer the flrst eplsode. the refra.ln returns Intact but 

continues ln an InterestlnglMnner. Although the Orl91nal maIn theme dld 

not future repeat sl9ns at the end of ItS two parts. the end of Part Il 

now 15 followed by an apparent wrltten-out repetlt10n of thls sectlc.n, 

that IS, a l'l'petition that beglns I,oJtth the materlal of measures 9-12. Ac: 

E>t'amplr ~.Bb shol,Als, Part II's original last four me;\sure: 1 whlch Included 

the "tt .... ln" cadentlal Idea. are replaced by an enlarged sectIon that 

precsentcs a greatly e)(panded cadentlal area, one featurlng two varla.nts of 

the closlng Indlal S4321-11ne (mm. 233-36). Haydn IS clearly Interested 

ln showlng the versatllity of the closln9 Initial Idea by repeatlng and 

developlng that section of the blnary theme that closes 1.~lth It. 

2. 1he Final Cadence 

The precedlng diSCUSSion Illustrated how, ln a ful1-mCltJement form, a 

closIn9 Initial Idea at the beglnnlng of the pH~ce can Influence 

restatements of the main theme. Anothl"r area that may be affected by a 

closlng Initial Idea 1$ the "final" cadence endlng the ferm. that IS, the 

cadence that closes elther the subordlnate theme area ln the 

recapltulatlon of a sonata, the last re-fraln ln a rondo, the last 

var-Iation ln a therne and var'latlon~ forrn, or the return of a mlnuet ln a 

mlnuet and triO movement. 

Regard1ess of the beglnnlng of a plece, the final cadence u~ually 

conveys a c1ear expression of thematlC closure bY featurlng a conclUSive 

cadence--a perfect authentlC cadence ln the home Key. In some ple,=es, 

howelJer. a varlet Y of reasons prevent the final cadence from performlng 

Its fur,ctlon ln an unamblguous manner. ln thl" fellowlng dlScusslor., 1 

WIll begln wlth final cadences that behave ln an approprlate manner as 

regards thelr location. l WIll then looK at some urrusual cases. 
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a. Conventlonal Final Cadences 

1 n some PI eces, the strongest sense of cl osure 1 s e.><pressed bY the 

final cadence tor the simple reason that 1 t features the only standard 

cadentlal tormula I,.nthln the plece. As an expression of thematlc 

closure, for Instance. the closlng InitiaI Idea ln t10zart S Piano Sonat3 

ln C, K. 545. l, tEx. 4.9a) IS riO competition for the final cadHlce at 

the end ot the subordlnate theme t,Ex. 4.Q b. mm. 66-711, one that 

conflrms Its already ob\JIOUS functlon wlth a promlnent cadentlal trill. 

Llke the plece above. the final cadence ln Beethoven s Piano Sonata 

OP. 2/1. IV, t,Ex. 4.ICrbl IS the only conclUSive one ln the plece. Here. 

the cadence features an altered "hoJln" verSion of the closlng Initial 

Idea. l..Jhereas the lll-line ln the closlng Indlal Idea occur: flrst 

above a tonie pedal (Ex. 4.10a, mm. 1-2>, and then ln the bass vOlce t,mm. 

2-3). the Ill-line ln the final cadence (Ex. 4.10b, mm. 167-691 Sits 

above the last two chords of a complete cadentlal progression, marKlng 

the end of a longer closlng melody. Thl'E "twln" C"f the closln9 Irlttlal 

Idea thus hlghllghts the dlHerence between an Idea '}JI th closln9 elements 

and one that can express genulne thematlc closure. 

Al though the fi na 1 cadence 1 n the nex t group of PI eces 1 S not the 

onlv conclUSive cadence ln each plece, the profile of thls final cadence 

clearly s!gnals ds functlon ta convey a strong expression of thematlc 

closure. One Simple Illustration can be seen ln HaYdn's Piano Sonata ln 

C-sharp mlnor, :(l){:36, Il <Ex. 4.11J. ln thls theme and variations 

movement, we have all"eady seen (In E>. 4.5a. 1 that Haydn choose'E a 

famillar cadentlal figure, a "ON2," for the closlng Initial Idea. ln the 

flrst variation, he substltuhs another closlng Idea (as shown ln E.><s. 

4.5b and 4.5cl. For the final cadence, then. he must choose a cadentlal 

profile that Will clearly Signal the formaI function of tts location. 

For thls purpose, he relies on a melodtc ,:onflguratlon that never appears 

as an InitiaI unit ln thls repertolre, naml"ly, a "galante" cadence (Ex. 

4 • Il 1 • 

~nother cadentlal cliché that never appears as an InitiaI unit IS 

the cadentlal trill. In the final cadence of t10zart's IJlolln Sonata ln 

F, K. 377, III l,Ex. 4.12c.1 , a comparlson between three Ideas--a closlng 

'" Initial Idea, a trlll on scale step S, and a cadentlal tl'Ill on scale 
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'" step 2--prol/es the SUPHlor ablllt, ,:)+ the latter to partlclpate ln a 

prc,tlle that expres:es thematlc closure. E'\ample 4.12a ShOI,oJ~ tne 

original A section of the mlnuet. Follol,oJlrt9 the triO, the mlnuet s 

returrl ha: beerl IJJrltten out. The nel,v H' sect 1 Cori feature: ct c~der"lctl 

arB that. IS greatl, enlarged !,oJhen an e~'ad~d cadence 'E:,. 4.12b. m. 15~\ 

replaces the c,rlglrlêd conclUSive cadence O:E:<. 4.12a, m. ·~8'. Durlng thls 

e-"panded cadentlal area, a cadentlal SIl(-tour (m. 109 1 IS prolonged l'II th 
/\ 

a trlll orl5 abol)e hvc, CClrl5ecutl'Io? ~tato?ments ,:,t the clc'<':lng Initiai Ide~ 

(E:<. 4.12c, mm. 171-73). The resolutlon of the cadentlal SI,\-toJur 'm. 
~ 

176). h'l.AJever-. brlngs 01. trlll orl 2, a cadentu!.1 cliché that leë<ds le, 

cadentlal closure. Thus, measures 171-73 are Interestlng for tl,o,IO 

" rea:ons. Flr<.:t. trlel Illu<.:t.rate the dlfference behIJeerl a trlll on 5. 
" I",hlCh prevents closure. and a trlll on 2. l.AlhlCh IS part of a r:adentlal 

cliché. Secorld. the appeararlce clf the 0:10<':11'19 Irll tud Idea ln these 

measures, wher~ closure 15 Impossible. pOints out the "1,oJeaKness" ln tts 

closlng profile cc,mpared to a oroflle that Includes a cadHttlal trill. 

1 n many pl l'ces, of course, the prof Ile of the t 1 na 1 cadl'nc!? ma' 

feature somethlng other than elther- the "galante" cadence or the 

cadentlal trll!. In the next examp1l', thl' tlnal cadence 1: not 

partlcularly rlotel,olorthy vJhen con<':lderl'd as an Isolated unit: hOl",e'ler, the 

nature of the precedlng materlal makl's thls cadence an Interl'stlng l'lient. 

The final cadence ln Beethc,lJen's '~,/mphonY No. 1 ln C. OP. 21, III '.EI<. 

4.13b>. futures a common cadentlal profill'. In thls case, a 65Z1-llne 

~mm. 56-58). The Inhrest ln thls cadence Iles ln the und Immedlatel,' 

precedlng It: a new l)er~IOn of the closlng Indlal Idea (mm. 54-56: E:<. 

4.13a shows ItS original profile). 

has been replaced by a progression that Just misses belng a comp1 l'tl' 

cadentlal progression due to the Invl'rted goal tonlc chord. 8" 

JUxtaposlng thls "almost cadentlal" closing Initial Idl'a wlth a standard 

cadentlal one, Beethoven demonstrates the pOI..,er of the standard cadentla.l 

tormula to express an unequlvocal sense of closure. 

For the last example of a standard cadence that closes the form of 

the moveml'nt. Il..,111 show a case of "tl,ollnnlng". Examples 4.14a and 4.14b 

repr'oduce Example 2.45 abolJe, l,oJhe-re l.'Je ~al.AJ tha t , ln Ha/dn'~ Slmphorll No. 

92 ln G, Il. dlHerent reglsters dlstinguish beho/l'en a closln9 InitiaI 

• 
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Idea and the main theme's cadence. whlch borrows the 42Z-11ne ta approach 

the goal tonlc. The final cadence, whose last felN mea5ures are 5hc.l~rt ln 

Examp le 4. 24c, futures a prof 1 le comb 1 n i ng el ements from both of these 

cl0 510 9 Ide."s. The final cadence brlngs bac\( the melod)' ln the closln9 

1 nit 1 aIl du, bu t places 1 t abo!)e the 1 ast two chords 1 n an e'<panded 

cadentlal progre5slc.rl. LIKe the main themeJs cadeotlal Idea, hO~<Je"er, 

the final cadence dlscards the original "hg and lifts the melody t.o 

the hlgher reglster, When l dlscuss the post-cadentlal materlal 

followlng thls "bNln N cadence, INe INlll flnal1y be able to determlne 

1.<Jhether regl5ter ~claYs a role ln expresslng ,..elatlve degree5 of closure 

throughou t the worl<. 

b. Problematlc Final Cadences 

Some pleces future final cadences that do not e.<press the 

partlCular functlon of closure for the form as a whole. The problem may 

arise due to a variety of rusons, as the followlng examples INIII show. 

ln a theme and var 1 at ions form or a rondo, the 11 stener can nel/er be 

sure whether a particular return of the main theme (that IS, as a 

variation or a refrain) Will be the final one. ThiS situation occurs ln 

the next example; the final cadence expresses thematlc closure, but ln no 

wayannounces its unique functlon as the cadence closlng the forme 

Example 4.15 shows the final cadence of HaYdn's Piano Sonata ln C, H. 

XVI: 48, il, a rondo INhose ma 1 n theme appears in Examp le 2. ~O • Sin ce a Il 

refrains ln thls ptec. close wlth thls cadence (one that IS necessarlly 

fol10wed by an ep i sode), there 1 s no reason to hear the cadence 1 n Examp 1 e 

4.15 as any mo,..e final than Ih previous counterparts. 

ln the next pteee, the location of the final cad.nee features 

materlal 50 unu5ual as regards exprLtsslng cadential clo5ure that, 

charly, the t.:ompos.r has no Inttntion of stating this formaI function ln 

a conventlonal manntr. Let us r.turn to Example 1.50 to r.call the main 

theme of BeethovenJs Piano Sonata in C. Op. 53, j, a main theme that 

futures three closlng Initial ideas. Although the flrst, ascendlng 

figure does not exprtss a particularly strong sense of closure <as l 

exp 1 al ned above), dis a prev 1 ew of the unusua 1 prof Il es that per- form 

cad.ntlal functlons in this piece. Example 4.16 shows the last three 
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measures o-f the cadence closlng the subordlnate theme area ln the 

recapltula'tlon. ihus, although the final cadence SignaIs ds functlc,n 

.""dh a long cadentlal trlll, the profile of thls cadence .s Irregular for 

two reasons. Flrst clf aIl, the "cadentlal trill" elaborates Hale step 
A ~ ~ 
7, not the usua1 ~ in the cadenttal cliche; thus. the elaborated pl tch 

must ascend to the goal tonlc. Secondl>', the bass 1 Ine has dropped out 

so that no standard cadentlal bass Itne appears ln thls cad4Hütal tdea. 

Only il clear change ln texture signalling the onset of the clc,slr'g 

section al lows us to hear the precedlng profile as a conclUSive cadence. 

For my lut Illustration of a problem ln a final cadence. lreturn 

ta HaYdn's String Quartet ln F. Op. 77/2, III, a rondo ,,,,,hase main theme 

(a small ternao'l le.: shcd",n ln Example 2.36. ln two sub,:equent returrrs clf 

the refra 1 n, as l exp 1 al ned above (Ex. 4.7), the A' sec t Ion "',oJander s of f" 

thus avoldlng both goal tonlcs--that o-f the closing Initial Idea. and 

that ln the hlgher reglster, the main theme's cadence. A thlrd return of 

the refrain (Ex. 4.17b. m. 117> leads to the expectatton that, perhaps, a 

conclUSive cadence may flnally be forthcomlng. ThiS expectatlon 15 

encouraged Slnce, unllke the prevlous Incomplete A' sections, whlch 

"'/Jandered off" IJ.lhen they reached measure 17 of the theme <Ex. 4.13). th 1 S 

lates~ A" section conttnues to measure 18 of the theme (Ex. 4.17b, m. 

122). As we see, however, another "wanderlng oH" at thls pOint 

Indicahs an apparent aversion to dupllcattng the original ascer,dlng 

cadence C1051n9 the A" section. In addition, the bass part ln mea5ur~ 

122, whlch states a. tonte pdch, never provldes a cadentlal bass llne. 

As the last few measures unfold, we see that the deslre to avold the 

upper goal tonie ln the melody IS extended to alloldlng the IOIHer one of 

the closlng Ini tlal Idea as weIl. Thus, aHer the flrst statement of the 

refrain, the A' section never agaln closes wlth a conclUSive cadence, and 

no coda performs thls functlon elther. Accordlngly, the plece fades away 

" WI th 3 hoverlng above a tonie pedalo 

3. Post-Cadentlal Materlal 

Schoenberg has observed that Mit would be dlfflcult ta gille any 

other reason for the addition of a coda than that the composer wants ta 
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sai som@tll '.9 mor@." <4 > Th@ @xamples ln thls pap@r show that. follol'Jlng 

the tlnal cadence. there 1': often "more to be sald." since not aIl I,:sue,: 

ralsed wlthln the course of the plece have been adequately settled b~ 

th 1 s c adenc e • 1 fi th 1 S HC t 1 Cfl of my paper, 1 will ex terld Schoenberg :: 

comment on the coda to Include codettas as I,~ell. Slnce materlal 10110l,IIIn 9 

the tlnal cadence mal range from a brlef codetta to a substantlal coda 

section endlng I ..... dh Its oVJn codettas. Accordlngb, the fol 1 01,\11 ng 

dlSCIJSSlon I/Jill cc.ver two tOpICS: (al the cadence closln9 a coda and ',b) 

codettas that tollow elther the final cadence or the coda cadence. 

a. The Cadence Closln9 a Coda 

Betore 1 dlscuss these cadences. 1 would llke to maKe a Simple 

observation on closure ln the construction of musIc. Although standard 

caderlces are normal 1.." sald to express a strong sense c.t closure, thls 

closure affects a partlcular structural !evel onb. As IHe I<'now. cadences 

ma"" close a theme, a section, or, sometlmes a plece. In a full-rnolJemerat 

forrn, hOI ..... ever, 1 t 1 s o'ften the case tha t the 1 ast few measure 01 the 

Dlece do not feature a caderlce. but rather one or more codettas. br let 

closln9 Ideas that follow a structural cadence: aIl the coda cadences ln 

my examples below are followed by such codettas. Thus, when 1 l'l'fer ',In 

thls paper) ta the abl lit y o· a coda cadence ta express closure, 1 do not 

mean the closure that actually ends the plece. but rather. that 1,~hICh 

ends more speclflcally the coda. 

ln Chapter One. m)' description of typical cadence,: Includes the 

observation that, whereas many cadences do conform to qUlte a strict 

formula, others may feature a melody that IS Just as distinctive as the 

characterlstlc melody found ln a typlcal basic Idu of a main theme. In 

Tact. as we saw If' Chapter Two, the main theme"s cadence can easlly 

feature a "twln" relatlonshlp wlth the closlng Initial Idea. ln 

contrast. 1 have found that the most conventlttnal cadence ln a 91ven 

plece IS usually the one at the end of the coda. lts profile IS oHen 

that c,f a "textbooK M cadence, one wlth no dlstingulshing features llnKlng 

4. Arnold Schoenberg. Fundamentals .Q..1 t1uslcal c.omposltlon. ed. 
Gerald Strang and Leonard Stein (London: Faber and Faber, 1970). p. 185. 
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d speclflcall;1 and unlquely wlth the partlcular plHe It closes. Such 

cadentlal profiles are the end result of a proce~s that Schoenberg terms 

"liquidation," a process that "conslsts ln gradually ellmlnatlng 

characterl~tlc ~eatures, untll only uncharacterlstlc ones remaln. whlch 

no longer demand a continuatlon."<5> 

Desplte their conventlonal proflles, howel)er. these cc.da cadHI~t': 

may still refer, ln sorne way, to precedlng materlal. For Instance. let 

us review the final cadence ln the last refrain of the rondo ln Havdn s 

Piano Sonata ln C, XVl:48, Il (Ex. 4.15, mm. 229-31). This final cadence, 

II1<e urller cadences (Ex. 2.50.1. mm. 26-30), IS a "twtn" of the cloC:lng 

Initial Idea. AlI these "hol,n" cl051ng 'deas 1ead to more musIc, elther 

to the main theme i tself ln the case of the clM,ng Inlt,al ,dea, or to 

eplsodes ln the case of the cadences. L,ke ItS "twlns," then. the final 

cadence also leads to more materlal, thls time, to a coda (Ex. 4.15, m. 

231>. The coda's cadence (Ex. 4.18b) features a 4321Z1-1 Ine, a 

simpl ified version of the clos.ng .nlt.al .dea. As an Isc.lated unit, 

howl?l}l?r, thls cadence would l'lot readlly be connected wlth the 

characterlst.c motivlC mater.al of thls plece, that 15, wdh th€' "h~,n" 

Initial and cadentlal ideas. As such, It apparentl)' expresses a strongel' 

sense of cadentlal closure slnce It seems to have abandoned the ~peclflc 

motlvlc materlal that promises more musIc. INhen 1 discuss codeHas, 

hOtNe'}er, '.Ale sha11 ~ee that this new cadence, whlle expresslng Cl stroog 

sense of closure for a particular structural level, IS no more capable of 

ending the piece than were the cadences that preced~d It. 

In the next examp1e of coda cadences, 1 present an Illustrat Ion of a 

piee. In whlch the only conventlonal conclUSive cadence appears ln the 

coda. Beethoven's Piano Sonata ln C, Op. 53, l, beglns wlth a figure 

<Ex. 4.19a) that, as 1 explained ln connectlon wlth E~ample 1.50, dots 

not expres~ a particularly strong sense of closure due to ItS texture, 

ds unstable tonality, and Ih noncadentlal harmony. The flrst hint that 

an ascendlng cadentlal melody IS slgnlflcant in thls plece oecurs when 

the first subordlnate theme states ItS cadence (Ex. 4.1 9b 1 , one ln whlch 

not only the melod~ ascends, but even the cadentlal Six-four ~esolves 

5. Schoenberg, Fundamentals, p, 58. 



up'/Jard <m. 411. Another ascendlng melodlc mot Ion wlthln a cadentlal Idea 

Dccur~ ln the final cadence ~closlng the ~econd ~ubordln~te theme, El. 
'\ 

4.16), where a trlll on 7 resollJes upl.oJard te the goal tonie. The coda 

cadence brlnQ!: bac!< the ascendlng cadentlal Idu of the flrst subordlnate 

therne ,Ex. 4.19c). After hoJO aborhd athrnpts to reach a goal tonie 'mm. 

200 and 291-92), thls aseendlng cadence does. after sorne hesltatlon ',m. 

294). flnallY achleve closure <m. 295), thus conflrrnlng that the loJeaK 

expression of closure conveyed by the ascendlng figure at the beglnnlng 

of the plece (Ex. 4.19a) was a harblnger of the only standard cadentlal 

Idea ln thls piete. 

b. Codettas 

Whereas cadences express the closure of a partlcular structural 

1 eve 1 ~ such a.s the end of a theme or a coda), the y rare 1 y occur a t the 

very end of a piete ln a full-movernent form. This location often 

features codettas, brlef closlng Ideas that follow a structural cadence. 

A codetta prolongs the ca.dentlal goal tonie, both as a harmony and as a 

melodle plteh. thus conflrrnlng and relnforeing It. Codettas may oecur ln 

a varlet Y of profiles. Sorne may feature a complete cadentlal 
" " progression, or Just the final two chords CV-I supportlng a 7-8 soprano l , 

Others may state only a closln9 melody, oHen ln eonventlonal arpegglated 

pa t terns. St III others may ha ture repe t 1 t Ions of ton 1 c harmon v , el ther 

as a ehord or l'ven as a Single plteh. 

In thls paper, 1 am prlmarlly Interested ln the melodle-rhythmlc 

tlgures found ln these codettas. A good example of the potentlal varlet y 

of such figures IS provlded by the string section near the end of the 

Haydn's Symphony No. 84, IV (Ex. 4.20b). Five el051n9 figures are 

labelled ln my example <mm. 273-74, 278-79, 284-85; 288-90, and 291-92). 

The flrst three figures feature enough materlal to comprise a dlfferent, 

distinct motive. The fourth figure Illustrates the beglnnlng of a 

liqUidation process that flnds It5 fulfillment ln the flfth figure, l,oJhat 

Schoenberg cal1s a "resldue."<6>. 

6. Schoenberg. Fundamentals, p. SB. 
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In thls mOllement, the process of Illluldatlon occurs I,,,ell betore 

measure 289, since, as Example 4.20a ~ho~~~, characterl<:tlC ~Iements of 

the main theme's basIc Idea are not eVldent ln anv of the Cl051n9 figures 

at the end of the plece. But the flrst three clo~lng figures are not 
"-

completel v unrelated ta the basIc Idea: the;'" aIl feature a de5cent fram 5 

'" to 1. Thus, IIKe t:'plcal coda cadences that are still cOMected, ln ~ùrrle 

fundamental way, wlth prevlous euents ln the plece, codettas may also 

~ubtlv refer to precedlng mater laI. 

Unllke coda cadenc~s. whlch usually feature the mest conventlonal 

cadentlal profl le ln the plece. codettas eften brlng bacl< characterlstlc 

elemenh of the baSIC Idea. A common procedure IS to state the baSIC 

Idea near the close of the plece. as If rememberlng It far the last tlml? 

before the plece flnally E'nds I,I/Jth conventlonal flgure~ such as 7-8 c.r 
'" A '" 1-1-1. For Instance. E~ample 4.21b shows the closlng section of HaYdn'; 

Symphony No. 92 ln G, Il. ThiS closlng sect Ion, llKe the one ln the 

prevlous plece, beglns wtth distinct motlvlc mahrlal (mm. 107-08) and 

ends wlth the same two closing figures. 7-'à and î-'l-Î (mm. 110-111. But 

ln thls case, the flrst closlng figure <a distinct motlvlc Idea) 15 a 

clear rehrence to the closlng Initial Idea <Ex. 4.21a). t1oreo!Jer, the 

7-é and A1-î_î Ideas, conventlonal as the y are, still add Information 

regardlng prevlous Issues ln thls plece. ln Example 4.14, 1 obser'Jed 

that dlfferent regl5ters weaken the Otwin" relatlonshlp between the tlnal 

cadence and the cl051ng Initial Idea. The codeHas ln thls plece pertorm 

two tuks. They tell us that (1) the hlgher reglster of the final 

cadence 15 the correct one to achleve closure for the plece and ':2). the 

characterlstlc material of the "twln" closIn9 Ideas must be further 

llquldated. In this case, both 7-â and î-~l-î are consldel'ed nece<:~ar/ to 

perform th 1 S fun ct ion. 

The figure î-î-î followlng more complete melodlC Idus IS clearly tlrl . . 
effective way te brlng a plece to a stop. The closlng figure, 7-8, can 

accompllsh the same tasl<. In Haydn's Piano Sonata ln G, ;(VI :39, l "Et. 

4.22), for Instance, Haydn would seem not te belleve that repetltlons of 

the closlng InitiaI "DN2" figure ln VaflOUS reglsters nur the end of the 

plece can express a convlnclng sense of closure; thls may be becau~e the 

"DN2" figure IS a "twln" of the closing Initial Idea of the plece 'Ex. 

-
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4.22a. llKe that ln Ex. 4.51. Thus the end of the p lece IS c1earl, 
,. ~ 

~Ignalled by the conventlonal 7-8 tlglHe t'mm. 104-05). A ~Imllar 

construction closes Haydn's Piano Son~ta ln C. :('.)1:48, Il <Ex. 4.23bl: 

d€'Splte a conventlonal coda caderlce 'E'<. 4.181 and repeated stat~ments Clt . " 
the closlng InitiaI Idea <E:<. 4.23a l , onl/ a 7-8 figure seems to be able 

to put a stop to thls plece. 
'" ""'" "',. III 

As the precedlng examples ~hCd/J, hoJo ~tarldal"d flgur'e~, 7-8 or 1-1-1 

are oHen used to brlng a plece to an end. The next plece ends IlJtth a. 

variation of the l''epeated tonlc figure; but the variation conslsts ot 

replaclng the last tonlc bv scale step 3. lt seems dlfflcult to Imagine 

" that a plece endlng on 3 could sound more conclUSive than If It had ended 

" on 1. but the followlng example Will suggest that thls IS the case. 

t10zart'~ Symphony No. 4 ln D. K. lY, III. beglns wlth the codetta-llKe 

repeated tonlc (Ex. 4.24al. The closlng section for thls plHe 

Introduces a new closing melodY <Ex. 4.24b, m. 101-05> followed by the 
". ". '" 

beglnnlng of a 1-1-1 figure. a figure that I/Jould normally signaI the end 

of a plece. But as I/Je Know. thls "tl/Jin" of the clo'=lng Initial Idea ha~. 

the "Billy Rose" power to elJoKe a repetltlon of the entlre movement. 

Only another scale step above the tortlC trlad can "close" thl~ DIHE, afld 
,/\ 

3 l,tJould seem to perform thls functlon. In thls plece, note that texture 

may contrlbute to the closIn9 effeet slnce the doubled octaves of the 

î -î -î 1 dea are rep 1 aced by a fu Il chord suppor t 1 ng the fi na 1 soprano 

'" note, 3. 

Another eonventional eodetta figure that can end a pteee IS a tonlc 

trlad arpegglatlon such as the figure that closes Beethol)en's Symphony 

No. 1 ln C, Op. 21, ill <Ex. 4.25, mm. 78-79). A simllar eonventlonal 

arpegglatlon figure appears at the end of hls Piano Sonata ln F mlnor. 

Op. 2/1, IV <Ex. 4.26b, mm. 195-961, but thls figure almost funetlons as 

a eharaehrlstle element ln the baSIC Idea of thls plece <Ex. 4.26a.l. a 

baSIC Idea that, Inltlally, featul"ed a IJer)" dlfferent profile. The 

original baSIC Idea consists of a 121-1 Ine stated ln Rl!nQ chards above 

an arpe9glated accompanlment that echoes the l21-1Ine below fode chords. 

In thls basic Idea. the chordal texture seems at least as Important as 

the lZl-1Ine. In the elosln9 section ':Ex. 4 • .26b), t,OlNel)er. the 111-llne 

appears only ln the arpeggiated version whlle chords provlde the 
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accampan Iment. This codeth-llKe Idea IS shted ln h~a reglster~ ln 

m€<asures 189-91. and then. ~lmllar1y. In measures 191-93. Although the 

ne,d tr.AJo-measure uni t repeats the tdea ln the Seime regtster. the 

dHcendlng arpeggtatlon ln measure lÇ'5 still ~.uggesh +hat. at the 

beglnnlng of Its thlrd beat. the IZl-llne may sound agaln. as It dld ln 

m€<asur€os 190 and 192. Not even when the arpegglatton contlnue~ rts 

descent do hie guess that the plece 15 almost OlJer. slnce the IQl,~ F can 

algo ~ln9 the lII-llne. Ho I ..... e recall trom measure 2. The ce,n<.:luslc,n 0+ 

thls ptece tS announced only by the silence fol10wlng the end ot the 

al'p€<g91atlorl, a silence emphaslzed bY a fermah above th", last r€ost. 
, " 

ln aIl the precedlng e:<amples. a conventlonal codetta figure '.a 7-8. 

a 1-
A

1-î, or a tonie arpeg9latlon) marKed the final event of the pleee. 

The next tlve examples, aIl by HaYdn, end 1 ..... 1 th the final codetta 

featurlng a "t'Jlln" of the closl09 Initial Idea. ln Haydn'co Piano Sonata 

ln A. ~NIIU, 1. the original 54321-llne (Ex. 4.27a) 15 adorned ln a nel,~ 

texture ':Ex. 4.27b.1 as It closes the plece. ln contrast, the "hoJln" 

relatlonship ln hls String Quartet ln G, Op. 33/5.1 <E){. 4.28), and hls 

Symphony No. 57 ln D, li (Ex. 4.29), ismuch more obvlous. In these 

three examples. one could reasonably state that the closlng Initial Idea.s 

have. at last. found thelr proper home. namely as final codetta~ for the 

pl ece. 1 must, however, show two coun terexamp 1 es of "tw 1 nn Ing" be tl/~een 

an InitIal unit and the final "codetta" (Exs. 4.30 and 4.311. Theye-Oich 

feature an ~openlng~ unit WhlCh, nevertheless serves as the final event 

of the pleee. ThiS ralses the questIon as to whlch IS more Important at 

the end of a. pleee: "twlnnlng" or "c\osln9." 



II Seven Pleces 

Th/? pre\IICIUS dl~Cus!:lcln ~~as concerned l,~lth those tormal location,: ln 

a full-mo\lement form that deal wdh the functlons ot elther "openlng" or 

"clclslng." This ,:tudy clf cClmpo~ltlonal techniques ln a partlcular turmal 

locatron necessrtated the fragmentation of the musIcal I,~orks cded rn the 

dl~clJsslon. In contrast, 1 IAlIII nOl.<l IClok at ,:e'Jen complete pleees. Here 

agaln, l am Interested ln the same iormal locations Ohe return ot the 

main theme, the final cadence, and post-cadentral mater laI ) I,lJlthln ejch 

plece. My concern 15 to see hm"" ln each of these locations, a 

partleular pleee that begrn~ (vrth a clo~lng Inrtlal Idea handll?~ the 

expression of ds basIc forma! functlons. 

FI r st (as 1 prom r se-d 1 fi Chap ter!: One and Two" 1 l,oj 111 study th()'~e 

pleces l,.tJhose closlng Inltra.l Idea mal be Introductory ln fur,dlon, that 

15, those- clo<:'lng InitiaI Ideas that precede the basIc Idea of the main 

theme; these DIHes Include Haydn's String Quadet ln D, Op. 50/6, l, 

Haydn's String Guadet ln G. Op. 33/5, l, Beethoven's String Quartet ln E 

minCI", Op. 59/2, r, and Ha.ydn's String Quartet ln D, Op. 76/5, IV. The 

other three pleces--Beethoven's String Quartet rn F mlnor. Op. 95, l, 

Haydn's S>,mphony No. 57 ln D. Il. and Beethoven's Bagatelle ln A-fIat, 

Op. 33, No. 7--dlsplay, rn the fClrma! locatIons IIc;:ted abOlie, a Ilarletv 

of rnterestrng composrtlonal strategres that "seem tO) arIse from the 

n~cessrtl tc\ cope wlth a cle,slng Indlal Idea. 

Before 1 begrn my drscusslon ot these pleces, l must address an 

r ssue that l have avo 1 ded 1 n Chap ters One and Two, name 1 Y, the 

distinction between a closrng Initial rdea that precedes a main theme ~an 

Introduction) and one that begrns a marn theme Ca basrc 1 dea). ln mos t 

pleces, the mahrral at the very beglnnlng usually, nunces rts formai 

.j:unctlon rn an unamblguous manner srnee rn~roduetlons nClrmally lac\( th€­

type of eharacterrstlC open/ng profile that suggestc;: the onset of CI 

~enulne main theme. If, however, a composer IS dellberately t:J/lng IllIH, 

the t'l'usrcal language. he ma;.' blur thrs distinction bettHeen IntroductIons 

and mè;ln themes. For example, tVJO tamous preces both beg/n INIHI the 

followlng elosrng rnltlal Idea: a ~)7-I progression supportlng a 7-8 

soprano. Thl~ Same "closln9" profile "opens" both the Introduction of 



Beetho\)en 5 Symphony No. 1 and the main theme of the Trio ln Mozart s 

Symphon v no. 41 {Ex. Int.2 • 

In plHes that b!?gln WltÎ' a uni t I,~hose formaI furlctlon seems te be 

rntroductory, another Issue arises: whether thls unit acts as an 

IntrodllctlC"ln to tht' form as a ..... hole, or JU~t to the main ttu'me Itselt. 

Ooe partlcular StyllStlC norm can provlde some gUldellnes ln thls 

respect. In a sonata, for l\xample, an Introduction to the expos.ltlon 

appears once only, at the beglnnlng of the plece; thus. a repetltlon of 

the expc.sdlon does rlot normal ly Include the Introduction • Beethoven dc.!?!: 

not repeat the Introduction ln the movement mentloned above). Nor l,oJould 

c.<Je expect the end of the development section to state the Introductlor. 

Just before th~ l'l'capitulation beglns. In contrast, some main themes 

Include a brlef Introductory unit that conslstentl)" precedes th!? baSIC 

Idea of that th.?rne. Thu~, the return of the main theme, elther ln the 

repetltlon of the exposition or at the beglnnlng of the l'l'capitulation, 

should normally reveal l,oJhether an Initial unit functlons as an 

Introduction to the plece as a whole, or to the main theme alen!? 

1. Haydn'sStrlngQuartet ln D, Op. 50/6, 1 (Ex. 4.32) 

a. C10slng Inl tlal Idea: In+roductlon 

l 1.',1111 begln wlth thls piete to Iliustrate these StyllStlC norms 

regardlng Introductions. The closln~ .;;·tlal Idea ln thls plece- .:E,{. 

4.32a, mm. 1-4) 15 an Introduction, precedlng the baSIC Idea of the main 

theme. The character of the Initial unit IS somewhat Introdudory due ta 

1 ts strong cadentlal profile that closes It oH, and that dlHers so 

drastlcally fram the "openlng N profile of the next und, the baSIC Idea 

of the main theme (Ex. 4.32a. mm. 5-6). We shall sel' that beglnnlng a 

plece wlth such a c1ear cadentlal pr011le becomes a slgnflcant factor ln 

the construction of the l'est ':,.f. the plece. 

The return to measure 1 followln9 measure 54 (Ex. 4.32b>, as 

Instructed br the repeat sl9ns, provldes h~o pleces of Information 

regardlng the structure of thls plece. Flrst, we understand the simple 

fact that the PXposltton 15 belng repeated. Secondly, the InclUSion of 

the cl051n9 Initiai Idea ln thls repetttion means. that the unit functlons 



not as an Introduction to the e,<posltlon but te the main theme and thus. 

we can expect to hear It agaln at the b€'glnnlng of the recapltulatlon. 

At the beglnnlng of the development (Ex. 4.32b. mm. 55-58\. hOl.o,Ie~'er. 

an altered Iler~Ic,n of the clc''Eing Initial Idea "tool;" the 1 Ic:tener three 

tlmes. The flrst measure of the development states the materlal trom 

measure l, maKlrlg uswondei' whether tr.€' e,<po;ltlon ,~Ill be repeated "'et 

agaln. But the downbeat of measure 56 replaces the original 1)6/5 chord 

WI th a IH",I/, dominant substltute, a VI 17 cof ')1. Indlcatlng that the 

development section has begun. The flrst three measures of the nell/ 

c10slog Initial Idea (mm. 55-57) c:uggest that thlC: c:ectlon I,.nll c:tart oft 

ln the Key of B-mlnor (VI). In measure 58, howeuer, the profile of th,? 

closing InitiaI Id€'a undergoes a second ëdteratlon--éi dH€'ptlV:? 

progression at the "cadentlal" goal reaches VI ot III or, more slmply. Il) 

ln the home Key. Thus, by alterlng the closlng Initial Idea. Haydn 

provldeo; a fasclnatlng way to (1) begln ln the home Key, '2; allude to 

IJI, and (3) arrive on I~), aIl wlthln a Single cadentlal progression. 

Since thls closlng Initial Idea has prolJen so tonallv malleable. the 

attentive Iistener can no longer assume elth€'r that the materlal ln the 

flrst measure of thls Idea Will Invarlably lead to a restatement of 

measure 2, or that the cadentlal goal ln the fourth mpasure of the unit 

Will necessarll;" repeat the local tonlc on the fourth beat of the unit s 

second measure. Thus, wher. the melody from mea!:ure 1 returns IfI a hlgher 

reglster near the end of the development section (Ex. 4.32c. m. 112), 'JIe 

are are not surprlsed that the materlal of measure 2 hac: been once agaln 

al tered: measure 113 refùshlons tt Into a melodlc sequence of measure 

112. When a second sequence follows, statlng measure 1 materlal'E nOliJ ln 

thelr ol'Iglnal reglster. the llstener IS still IJnsure 'JIhether or not thl­

recapltulatlon has begun. Some eVldence théd measure 114 IS Indeed the 

beglnnlng ot the recapttulatlon IS prolJlded by the "correct" dominant 

chard ln measure 115, since li -")6/5 chord IfI ttnc: location wlthlrl the unit 

has h~lce prevlously sIgnalled the onset of the main theme. Since the 

goal of the cadentlal progr!ssiori ln thl!: unit has beerr KnOl.oJn to It'er 

tOI,~ard an unexpected harmony. confirmation that the recapl tulatlorr nas 

truly begun IS supplled by the goal tonlc at the end of the cadentlal 

progression. In thls plece, then, the main theme IS preceded by fts o'JIn 



IntroductIon, a closln9 InitIal Idea featurlng a verv con')lnclng 

cadent,al prctflle. But H,IS Intrc.ductor;t unit functlons IIKI? ct true 

cadenc\? ln one respect: Its cadentlal proqresslon establlshes the 

nrlous tonalltles that signal the onset (If three large :ect'C.r,: ln tr,l: 

plece--the repet,tlon of the eq:osltIO!1, the de'lelopment, and the 

b. The Final Cadence 

Sirtce the closlng Initial Idea of thls plece teal.ures such a =trNJI~ 

cadentlal profile, the final cadence must signal Its own genulne 

c«derttlal functlon If formaI amblgulb 1: to tle avolded. Haydn: 

solution IS one l,<Je have seen befare--~he use of the cadentlal trlll, a 

caderttlal cliché that nelier appear: as an Initial unit. Unllki? the clther 

cadentlal cliché, the "galante" cadence, \oJhose fInal chord achlelles 
.1\ 

closure, the cadentlal tl'Ill elabc'r-ates Hale step 2, a pltch that 

proml ses closure but does not, 1 tself, close. Thus, delaYlng 1 ts 

expected r-esolutlon can place greater ",II~lgtd on the cadentlal goal tvhi?n 

It eventuall v does arrive. The fInal cadence ln thls mouement 

Illustrates thls technique ':Ex. 4.32d>. ln measure 139 of the 

recapltulatlon, a deceptlve progression prevents harmonlc closure, 

nHessltatlng an extension that must, once more, attempt to :lc.se the 

subordlnate theme area. ThiS extension beglns wlth the flrst measure of 

the cl051ng Initial Idea, leadlng the IlstC'ner to I""onder t,Jhether, a<;; Irt 

sim' laI' clrcumstances before Cm. 55>, a complete new section Mas Just 

begun. In meaSUl'e 148, I)oweller, ~nother cadentlal trlll promises, and 

thls tlme leads ta, the final cadence. Thus, desplte other convlnclng 

closing Ideas ln thls pleee (the clcl51ng Initial Idea and, ln the 

exposl tlon. the main theme's cadence, as Ex. 2.53 shows), the final 

cadence performs Its functlon unamblguously. The use of a cadentlal 

trlll flrst to delay, and then ta achlelJe, thematlc closure creates an 

e'(tended cadentlal area approprlate for the final O.diHlce of thls plece. 

c. Post-Cadentlal Materlal 

As 1 merltlc.ned oefore ln thls chapter, coda ~adence,= u,=uall/ feature 

very conventlonal formulas. The cadence that closes the coda ln thls 

plHe obserlJes thls norm, but cmly partlallt. In Schoenberg's terms, 



thls cadence manages to "sa;.' somethlng more" about the prevlous 

expression cf closure ln the final cadentlal area, but still lea~les 

somethlng very Important to be "sald" bv codeHas. 

1.le have JU~t seen that the tlnal cadence te3.tures the cadentlai 

trlll, flrst ln a cadentlal progression that resolues deceptl\Jel v , and 

then, ln a standard cadence. E.<ample 4.3::?e ~hol",s hOI'" the cadentlal arE-a 

ln the coda retalns the cadentlal trlll as 3. sate way to expre<:s 

cadentlal clo:ure ln thl~ plece. ln the coda, howevE'r, ellerds Me 

rearranged 50 that thls tlme, the cadentlal trlll IS not Inltlal1v 

dl\Jerted frc'rn fulfll1lng ItS cadentlal promise. Although another 

deceptlve progression Interrupts the normal resolutlon of the cadentlal 

de,mlnant chord ,'m. 157>, the cadentlal trlll ln the coda appears onl>' 

when the dominant 15 apparently read:' to move to a conclu51\Je cadentlal 

harm;)ny (m. 160). ThiS apparent de~lre to save a ~tandard cadentlal 

profile only for the moment when the cadentlal goal 1"'111 be reached 15 

undermlned. however, bv another euent Ir. mea:ure 160: the cadentlal 

trlll sounds bel 01., the melody nf the second \)101 In. The re~ultlna 

"Imperfect" authentlc cadence ln measure 161 necessltates codetta~ to 
"-

unscramble the hAlO upper parts, and place scale step 1 ln the h Igher 

'JOlce. Notice, then. that desplte the use of a cc,nventlonal cadentlal 

tr Ill, the prof Il e of the coda cadence fea tures a I,~eaker tiers Ion of 

closure ~because It IS "Imperfect") than does that of the clc,slnç; InitiaI 

Idea ln thls plece. 

Since the coda cadence remalned oprn rnelodlcallY. the responSlbllltl 

" to acnleve scale step 1 ln the ~oprano IS shlfted to the closlng section 

(Ex. 4.32e. mm. 161-64). CodeHas, as 1 obserlJed above, often brlng bacV 

the closlng Initial Idea. In thls plece. the codettas reter ta thls unit 

ln a subtle, but deflnlte, manner. In rearranglrlg the pttches c,f tt"lI? 

final tonlc chard to close melodlcall v as weIl as harmonlcally. the 

codetta~ take the opportunlty to refer to the dlsJunc t melodlc contour 

(6Z!) of the closlng Initial Idea (Ex. 4.32a, mm. 3-4) before endlng Illlth 
~ l' ... 

the standard 1-1-1. 
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2. Ha .. dn, String Quartet ln G. Op. 33/5,1 (Ex. 4.33 1 

a. Cl051ng Initial Idea: Introouctlon 

As 1 men t loned above, 1 n troduc t Ions el ther appear once. a t the 

beglnnlng ot the plece, or else thl>Y consl~tentlv precede the ba~lc Idea 

of the main theme. The followlng plece presents an exception ta thls 

styllc:ttc norm. The clo~ln9 Indlal Idea 15 5el:.arated from thE' next unit 

by repeat Slgns 'Ex. 4.33a, m. 2). Although thls notatlonal de'llce "'3." 
not be :tpparent to a 1lstener. It I~ clear that the repeated e;<p,:,~t+lon 

beglns on the upbeat to measure 3 I)JI th the main theme's basIc Idea. thus 

excludlng tile cl051ng Initial ,dpa. ln the de lJelc,pment. then. l,,",€, do not 

expect thls brlef Introduct, , to precede the recapltulatlon of the main 

them€'. But follc,l,1,I109 a tl)Jo-measure Silence ~Ex. 4.33b. mm. 180-81). 

whlch leaues us e'<pectlng the basIc Idea of the main theme. Haydr, 

pr!>sents u~ Inshad wtth the closlng Initial Idea fram the \lery beglnnlng 

of the plece. By relntroduclng the closlng Initial Idea at thls pOint. a 

und that. as we rQm€'mber. sharE.>s a "twln" profile ,,~tth both cadencE.>s ln 

the main theme <Ex. 2.46). Haydn SignaIs that thls "Introductor v " unit 

may posslbb appear ln an unl>xpectE.>d locatlc'n later on ln the plece. 

b. Alterlng the cadence ln restatements of the main theme 

1 have shown ln thls chapter that ln restatements of the main theme. 

1 ts cadence 1 s oHen ellml nated. Such a t~r.:hn 1 que may oHen be found 

when the main theme IS ln the form of a small ternary. In tIns theme 

t:/oe. the A' section may "wander off." merglng wlth the tranSition 

~ectlon ':e.g., Ex. 4.7b). ThiS strategy also occurs 'n the 

recapltulatlon of Haydn's Op. 33/5,1 (Ex. 4.33). Example 2.46 abo'le 

shOlJJS tts complE.>te main theml> , one whlch beglns wlth the Introductory 

closlng Initial Idea and whlch features "twln" cadences closlng both the 

A and the A' sections of the theme (mm. 10 and 32). Example 4.33c shQt.lI~ 

the end of the 8 section and the beglnnlng of the A' section ln the 

exposltton. ln the recapttulatlon. the A' section states c,nly two 

meaSLres of the original main theme before It "wanders off" (E'{. 4.33d. 

mm. 206-07). 

As Il,,e havt' Just seen above, the Introduction recurs unexpechdl v , at 

the recapltulatlon of the main theme. Since bath ci\dences ln the 

• 



original main theme dupllcate thls Introduction. ft 15 no t surprlslng 

that, shortlv after the A' sectlClrt beglns ln the- rE'Capltulatlon, the- re-.;:t 

of the main theme IS ab.ndoneod, thus ëI'Joldlng another statement of th~ 

oft-repeated clo<:lng Initial Idea. In the recBPltulatlon of thls !onata, 

then, tt>~ clo:ln9 Initial Idea 1<:, at flrst, consplcuous bv tts 

unexpected preo:ence precedlng the return of the main theme and theon, 

consplcuous bv ItS absence ln the theme's IncoITttlletF.' A' !ectlon. 

c. ïhe Final Cadence 

In thls plece, the final cadence IS not partlcularl>' noto?\AJorth\ lllhen 

consldered as an Isolated unit: howeuer. the nature of the precedlng 

materlëd maKes thls cadence an Intere:tlng ('tJent. We alreadv <:aw ln 

Example 4.33d how the recapltulatlon ~eleted the cadence endl~g the main 

theme's A' section. LIKewlse. the subordlnate theme uea of HIe-

recapltulatlon IS slgnlflcantly altered. In the exposition. thls 

section. ~~hlch Include: materlal from the beglnnlng of the main theme 

(Exs. 4.33e. mm. 65-70), closed l,vith a cadentlal trlll (not sho~om). ln 

the recapltulatlon, hQl,IJetJer. we mav '...,onder IAJhether the dl5tlnctlue 

closlng Idea mlsslng from the main theme 1,01111 now return to close the 

subordln~te theme area. especlally !lnCe, for the {Irst tlme ln the 

pl l'ce, the bas 1 c 1 dea of the ma 1 n theme 1 S not preceded bv the clos 1 ng 

Irltlal Idea (Ex. 4.33f, mm. 282-285). But ln measures 288-90, the 

subordlnate theme closes Il,!th a bland, contJentlonal cadence. The effECt 

of thls nondescrlpt final cadence IS to leave us <:llght1;, uoea<:" as 

regards the fate of the strange closln9 Initial Idea that, on the one­

hand, reappears Inapproprlately ln thp recapltulatlon be-fore the main 

theme- <Ex. 4.33b), but, on the other hand, dlsappears as a cadentlal Idea 

<Ex~. 4.33d and 4.33f). 

d. Codettas 

As Just mentloned, the final cadence leaves us wonderlng l,lJhethH 'ole 

have heard the last 01 the ·characterlstlc" closlng Ifldlal Idea. H 

closln9 section nl~1J follows, teaturlng a conventlonal 54321-melodt. At 

measure 294, howe'Jer, our concentration on thls Simple melodlc llne 1'; 

dlsturt.ed b, l,oIhat, at flrst, se-ems IIKe a subordlnate contraDuntal 

figure. Of course, thls figure IS the melody of the closlnq Inl tlal 



Id~a. This Idea next returns as an Identlcal "tt,oJln" of measures 1-2 ',mm. 

301-02), and at the end of the plece, ln a more codetta-llKe tt:xture- ot 

doubled octal)es, as a "closln9 final Idea" (mm. 303-304). 

3. 8e-e-thclve-n's String Quartet ln E mlnor, Op. 59/2, l ',Ex. 4.34> 

a. Closln9 Initial ldea: IntroductIon 

In the precedlng plHe, the Introductory figure dld not consl:ter,t" 

precede the baSIC Idl'a of the main thf<me. In contrast, Beethoven s 

String Ouartl't ln E-mlnor, Op. 59/2, l, ahoJays states Its tl,llo-chord 

IntroductIon betore the baSIC Idea of the maIn theme ,'Exs. 4.34a, mm. 

1-5, and 4.34b, m. 70). But unllKl' the Introductory closlng Initial Idea 

ln the prevlous two pleces, BeetholJen's Introduction IS a.n openllig 

gl'sture, a g&sturl' answerl'd by a unit that closes the flrst flv€' measures 

of the movl'ment. ThiS closlng gesture IS, as we l'l'calI from E:<ample 

2.20, a closlng Indlal Idea, an Idea that, as explalned abo\le, 

partlclpates wlth the next unit ln statlng the "presentation phrase" of 

the main theme. At the beglnnlng of tne pleCf:', then, both the clCtslng 

Initial Idea and the two-chord Introduction e,<;>ress contréo.dlctor)" tormal 

functlons, Whereas the two-chord figure- acts as a "beglnnlng" ln 

measures 1-5, Its functlon IS soon seen to be "Introductory" ln measure 

6, when the sequentlal repetltlon of the baSIC Idea appears. Simllarl)", 

the closlng InItial Idea flrst "closes· the fllJe-measure unit, but then 

acts as a "beglnnlng" of a presentation phrase. Perhaps the next 

location to expect thls materlal, the beglnnlng of the l'l'capitulation 

Will seUle these amblgultles. 

In Example 4.34c, whlch shows the end of the development and the 

beglnnlng of the recapltu1atlon, we sel' how Beethouen changes the 

envlronment of the two-chord Introduction ln a way that emphaslzes the 

flve-rneasure closed und IJJtth whlch the plece beglns. In measure 138, 

runnlng sixteenth-note figures present an altered version of the 

two-chord "Introduction" (mm. 136·39) and, I,.,tthout stopplng, continue 

pa;t the original version of thls figure (m. 140) rlght through the 

former 1 y suspenseful, Silent measure. These sl.deenth notes stop onl v 

II,/hen a c10sln9 Idea end: thl: very mobile seven-meac:ure unit; the cl(.';'ln9 

Idea that ends the unit IS, of course, the original c10slng Initial Idea, 

• 
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Although loJhat fol1moJs 15 the :.ame seQuentlal repet,tlon. I<Jhl.:h mana91?d to 

that the hoJo-chord Introduction can Indeed reClreseont the beoQlnnlnQ '1S III 

mm. 1 - 5 '. 0 r €' \} e n ni e Il m 1 d dIE' Il .: a c: 1 n mm. 1,3 8 - 4 4 ). Ct t a t 0 r mal J nit H, a t 

end s I,~. t h the sil e n t m €' as ur€' l, mm. 5 and 1 44 l + 0 1 1 01-11 1 n 9 H, .. cIo sin Q 

1 nit 1 aIl de a • 

b. Final Cadence 

the tlnal cadence fram closln9 melodlcal1, <Ex. 4.34e). l<lhlle the 10l.·;er 

tt-,ree Instruments partlclpate ln t<.n authentlc cadence 'mm. 2Û4-u5). thE' 
,... 

flr~t ')lolln Keer~ scale step 5 aCtll)e: Just as the goal tonlc 1; 

achlel!ed ln the ~€'cclnd I!lolln, the flr~t viol ln ~tates an al ter€'d 

fragment of the (1051ng Initial Idea <Ex. 4.34e. m. 205). Thus. the 

final cadence remalns open melodlcall .... passlng thE' rE'c:pon<:lbllttl tor 

closure anto the next unit. the post-cadentlal are~, 

c. Poc:t-Cadentlal Materlal 

l have obs~rved aboue that the coda cadence IS usual Iv the most 

conllentlonal cad':?nce ln the plece. I,~hereas the coda cadence ln thls 

mc.\)ement t.y Beethoven feltures a melody that 1; not st'lllsticall. t,plcal 

(Ex. 4.34fl, thls cadence nevertheless remalns the most con')entlonal one 

1 n the pie ce. l...Je ha') e se e n the un u su al c a de nt 1 aIl de a e ri d 1 n g the fT!:" 1 ri 

theme <E',. 2.61) and the Impertect authentlc cadence that ;erl!es a'! ~ 

final cadp.nce ·:EJ<. 4.34e). Thu'!. desplte the preclpllous leap Irl th€' 

melodyof the coda cadence <Ex. 4.34f. m. 251). thls location featlJrps 

the only conclUSive cadence ln th€' plece. The larg€' leap ln thl'! cadenct? 

IS not 1,lJlthout slgntflcance as regards earller event; ln tt",e plece. 

Spannlng the Interval of a compound ftfth, the same distance tha t , ln 

measures 1-4, separate5 the hlgh B I:E:<. 4.34d. m. 1) and the goal E lm. 

4), the unu~ual profile of tllls cadence IS a subtle refHerrce tCI the 

flrst closed unit ln the plece. 

The clc,slng section ',Ex. 4.34f) ~eems, at flrst, unremarVable: i+ 

brlngs bacK characterlstlc elements of the closlng Initial Idea +olIIJI·J'!d 
r ' /' 

by the standard codetta tlgure, 1-1-1. But ln thls case. nie 1-1-1 

figure may refer to a prlor event. l obser')"l'd abolie t'Ex. i.34c) th~t th'? 



recapltulatlon l'l'gins I,I,I/th cl series ot slxteenth notes that "tll1 ln" the 

sllent mea~ure ',m. 2) followlng the two-chord Irltrojuctlon. The tlnal 

Î-Î-i figure ln Example 4.34f performs the same functlon tor measure 5 

Hter the clo'E11"\9 Initial Idea ~Ex. 4.34dl. Nc,tlce that, IIKe the flr'Et 

clC'sed unit of thls plece, the closlng section also spans fllie measures 

{mm. 252-56 1 , tt"IUS conflrmlng our Initial Impres'Elon ttlat measure S, and 

the closlng Initial Idea, l'xprl'ssed a strong Sl'nse of "E'ndlng." 

4. Ha/do':. Stl".ng Quartet ln D, Op. 76/5, IV l,Ex. Q.35) 

a. Closlng Inl tlal Idea: Introduction or BaSIC IdE'a 

Thl<; plece Illustrates an unusu,d ~ecurrence of an "Introductlc,n." 

Example 4.35a sholN<; that thls plece starts wlth the same V-I figure as 

the beg/flnlng of Beethoven s Symphont No. J and thE' Tr 10 ln t10zart's 

S~mphony No. 41 mentloned above. In the flrst SIX measures of Haydn's 

plece, the repeated V-) figure seems Introductory when compared wlth the 

matE'rlal that tollows d: a briEd, but genulnl', melodlc Idl'a accompanled 

by cl conventlonal drum-bass tlgure ~mm. 9-16>. ';'Ince no repeat =19ns 

separate measure~ 1-6 tram l'nsulng materlal. a repeated eXposition would 

restate these 'EI'< measures, thus identlf;/lng thelr functlon as 

lotroductor:.' to the main themE'. But thls mOliemE'nt presents a rare case 

of an eXposition that IS not repeated. At the beglnnlng of the 

de\Jelopment. then, the formaI functlon of the closlng Initial Idea 

remaln'E cl myster v , a mystery that mlght pos'Elbly be =ol~ed. however. by 

the recapltulatlon. slnce an Introduction ta the movement as a whole 

l.oJould not appear ln thls location. 

Example 4.35b. whlch shows the end of the development and th? 

begloolng of the recapttulatlon. also shows hlM clE'ver Haydn IS at 

plaYlng wlth the formaI functlons of hls materlal. The development ends 

~I,Itth the drum-bass figure (mm. 188-92> that. In the exposition, preceded 

and accompanled the brlef melodlc Idea ln measures 9-16. Since thls 

accompanlment at the end of the de'Jelopment :uggests the Imminent arrivaI 

of that brlef melodlc Idea, we can Infer that the flrst 51;< measures of 

Hie plece had acted as an Introduction to the movement and that the 

brlef melodlc Idea formed an unconventlonal main theme. But the actual 

materlal at the beglnnlng Dt the recapltulatlon forces us to reJect thls 

• 
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Interpretation, tor here. ~~Ydn ha; comblned together both the 

Introductorv Idea and the orlet melodlc I,jea ln a contrapuntal tedure 

that ellmlnates the drum-bass accompanlment. Thus. the recapltulatlon 

tplls us that b,:.th unit'! eQuall v represent "the main theme," HI 

approprlate 1v IJncor'l"entlonal solution to such unconventlonal m~tHlal. 

b. Th;? Final Cadence 

Example 4.35c shows the final cadenLe tlosln9 the subordlnate theme 

area ln the recapitulatlon of thls plece. Sinee thls cadence teature; 

t )' piC ale 0 n l) e n t Ion a 1 me 1 0 d 1 C mat e ria 1 (s cal a r and a r p e f,! 9 1 a t e d 1 1 ri e s'. 1.) E­

may assume that, although formaI tunctlons are not entlrelv clear ln much 

of thls plece, Haydn ct,vlously IN~nts one partlcular functlon to be 

unamblguous--that of the cadence closlng the form. In thls location. 

then, he ~oJrltes a graceful, but very standard, cadentlal Id€'a, c.ne that 

easlly performs tts functlon desplte the uncon'Jentlonal materlal that 

pr ecedes 1 t • 

c. Post-Cadentlal Materlal 

We have seen that. up to measure 242, the onl v location that cl€-arl­

expres~es tts tarmal functlon ln thls movement IS the final cadence. 

Slnce a substantlal amount ot materlal follows thls tlnal cadence. Ille ma·­

INonder l.<Jhether formaI functlons ln thls post-cadentlal area Will contlnup 

tc, be expressed ln a conventlonal manner, or II/hether the closIn9 Initial 

Idea of the plece will contrlbute to formaI amblgulty as It dld both at 

the beglnnlng of the plece and ln the recapttulatlon. l,.Je 1.<Jlll SE-€' tha t • 

desPlte thp. lacK of a standa:d main theme ln thls plece. the 

post-cad!'ntlal area IS typlcal styllstlcal1v: the coda cadence IS 

perfectly conventlonal and the codettas, as 1 have explalned earllP.r ln 

thls chapter, brlng bacK the closlng Initial Idea ln a location more 

approprlate to ItS profile. 

Although the coda cadence IS made up c,f conventlonal materla.l (Ex. 

4.35e, mm. 272-81 l, d ne'lertheless seems te refer to prevlous e\lents ln 

the plece; Its melody combines elements from hllo mott'Jlcly unrelat€'d 

un 1 ts--"ma 1 n theme Il ma ter 1 al': Ex. 4. 35d> and the fi na 1 cadence .: Ex. 

4.35cl. LIKe the final cadence, the melody ln the coda cadence tea.tures 

an ascendlng llne and a figure ':labelled ")(" ln Exs. 4.35c, m. 239, éi'id 
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4.3'5e, m. 2(8) that leads to an arOl?991ated -fIgure. Ht HIIs pC'lnt, 

hovJE")E'r, the coda c~de-ncE' re-te-rs tc. the "main the-TTlE' " bv clc,slng l-'llth a 

Simpl If led "HSlon of the 54321-11ne ln Eo.mple 4.35d, mea'Eures 10-12 

',EI!'. 4.33€', mm. 280-81). Notice', hOllje"er, the lack c.t an .. re-ter€'r,ce- to 

the enlgmatlc "codetta-lIKe" openlng of thl~ plece (E,~. '~.35a, mm. !-,!,\ 

ln bath the final cadence and the ceda cadence-. 

The c10sinq section feat'jres :< return I)f the cl();lng Initial Idea, a 

standard tecrlnlque- a'E l'Je- rlal)e se-en befere ln triiS crlapter. He-re-, 

hOI,ljever, thls event requlres the plece to end ln an unu5ual I/Ja:t • The 

clo'iolng section begln'E 1..Jlth ct nellj conventlc,nal melc,di ·E,<. 4.35e-, mm. 

281-85), an arpegglated llne accompanled by I",hat, ln an;' other plece, 

IlJould be consldered a.n unremarKatde repetttlc,n Cft 1)-1 chords. But IJJhen 

the m~lody 15 abandoned 'n measure 285, we recognlze that thls 

accompanlment IS a "twln" ot the closlng Initial Idea, l/JhlCh nC"/J tries to 

tunctlon as a eodetta. Its profile, however, suggests the potentlal 

return of the brlef me10dlc Idea that c,rlglnall.' follOl.oJed It at the 

beqlrlnlng of the pleee (Ex. 4.35a l . Haydn s solution ta end thls pleee 
" " /' 

IS ta turn to ar'other simple codetta tlgure, the- 1-1-1, but I,ljtth the-

follm\llng change: ln the last tl.o.JO chords, the hlghest pdch IS seale 
'" step 3. It I/Jould c:e!?m that, ln Haydn's opinion, a melodlc tonlc cannot 

close a plece that beglns I/Jlth such a codetta-llKe Initial Idea. 

5. Beethoven, String i)uartet ln F mlnor, Op. 95, 1 (Ex. 4.36) 

a. The Return of th!? t1a 1 n Theme 

UnllKe the four plece!: Just dlscus'Eed, each of I,~hlch feature-d a 

brlef Introductory unit betore the onset of the main theme proper, the 

closln9 Initial Idea ln thls DIHe (and ln the tollc~/Jlng two) 1unctlons 

as the baSIC Idea of the main theme. Example 4.36a shows a main theme 

~mm. 1-18) that beglns I,~tth a lharacterlstle two-measure baSIC Ide-a, a 

c10slng Initial Idea that IS easy ta recal1; I~hat fol10l':5 15 materlal 

that, due to Its melodle and rhythmlc aetlvlty, IS mueh mc,re dlfflcult tc, 

memor 1 ze, even by an a t ten t 1 ve 1 1 ~ tener. Af ter the cadence (IJhose 

parallel motion has bepn dlscussed above ln Ex. 2.56), a repetltlon ot 

the distinct closlng Initial Idea leads to the tranSition section (rnm. 

18H. ) . 
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Al ~hough Beethoven has wrltten a. main theme much ot \.lJhleh 15 

"dlftIC..::t" to recall, he !:upplles \t ~lJlth ct characterlstlc ba~lc Idea 

th,d end'~ ~~lth a strong sense of closure, a strateg. that Will affect th~ 

teglnn 1 ng ot the rHapltulatlon. Here, the return ot the main theme 

c':\ns,sts or,ly of a statement of the closlng Initial Idea <Ex. 4.36b, mm. 

82-83) tollc,'~c>d Immedlatel" by transition materlal ',mm. 84ft.). One ma· 

l'lien wonder ~lJt,e~her the main theme has returned at aIl, sinee measures 

82-83 could also 1)0 consldered analogous to measure 18, th.,. actual Nlset 

of the transition. ln any event, the original elghteen-measure main 

theme IS suHlclently ~ecapltulated by a unit that functJons bc,th as the 

main theme's basIc Idea and as the beglnnlng Dt the transition. 

b. The FI na 1 Cadenc~ 

ln thls location, an l'vent related to t~e beQlnnlng of the closlng 

Initial Idea l'esults ln an ~uthentlc cadence that seems to be a " per f f ,:t 

authentlc· one desplte the pr'esence of an "Imperfect" element. T~,e 

melody ln thls final cadence IS shted ln octaves by the hlJO 'ilolins ',Ex. 

4.36c, mm. 120-22). At the cadentlal goal (m. 123), the flrst !IIOlln 
/' 

remalns on scale step 5, sc. that thE' cadence IS "Imperfect authentle." 

Out the :econd 'Jlolln, ln swooplng down to begln a "Billy Rose" IJerC:lon 

of the cioslng Initial Idea's flrst figure, states a common cadentlal 

closlng melody--a 65Zl-11ne (mm. 122-23), a llne that shlfts our 
,... A 

attention trom scale degree 5 ta l, as If the cadence IS really perfec t 

'" authentlc benea.th an ~ornamental" 5. (And, ln fact, whlle the bas: l,1jalt", 

patlentlyon the tonlc, and the two Inner parts mO'Je lO approprlate 

pltches, the flrst \llolln does descend, over the next fel,lj mt'élsures, to 

the goal tonlc ln m. 127.) In thls "almost perfect" authentlr cadence, 
"-

scale 5teoj) 1 ln an Inner I}OICe IS glven promlnl'nce by the second \llollrl'~ 

motion to the closlng Initial Idea. 

c.. Post-Caden t 1 aIMa ter 1 al 

As dlscussed abo~e, the fInal cadence features a confl ICt between 
"-

the second 1)101 ln, vJhose melodlc goal IS scale step 1, and the flrst 
,... 

\llolln, th.:.t perslsts l'''!th 5. A simllar conf11ct occurs at the l'nd of 

the coda ln thls worK (Ex. 4.36d). In measure 136, the seclJnd vlolln 

contro1s the hlqhest part, progre~Slng ln a con'}entlonal manner tCillldrds a 



103 

tonie that functlons as both the cadentlal goal and the beglnnlng of the 

Cl051n9 Initial Idea (m. 1381. But Just at the end cd measure 137. the 

flr5t Viol ln covers the cadentlal melody (and the beglnnlng of the 
/' 

closlrlg Initial Ideal once agaln ~"Ith 5. Thus~ thls plece 15 unusual ln 

that the eoda cadence 15 as uncon'Jentlonal as aIl prevlous cadences ln 

the plHl'. 
"'-

Unles5 thls plHe IS to close v·nth scale step 5 ln the ~c'pranc,. a 

cl051n9 section Will be necessar;1 (Ex. 4.36el. The codettas are slml1ar 

to examp1e~ we have seen abovel they feature a reference to the c10slng 
'" "" InitiaI Idea before endlng 1<Jlth a standard codeHa Idea (such as 7-8, 

A ". A 

1-1-1. or a tonte arpegglatlonl. ln thls case, the penultlmate codetta 
/' /' '" ,. 

states a variation of the "7-8 abo\Je V-I" Idea ln VJhlch 2-1 IS found ln 

the me 1 cldy (mm. 148-51). 1 fi the 1 ast cClde t ta. (mm. 150-51). hQt;Je')er 1 

/' ~ 

scale step 2 IS dlverted from spttllng on 1 untll aIl the parts mo')e to 
" sc ale s tep 5; thoy aIl then proceed, ln doub 1 ed oc taves. te. the goa 1 

tonlC. ThiS IS th~ fInal emphatlc act of a scale step that plays a 

prornlnent raIe ln thls plece: 
1'" 

scale step 5. Most obvlously, the final 

'" " 5-1 progression dupllcates the main themes/s cadence (Ex. 4.36a, mm. 

17-18). Moreover, both the final and coda cadences are" Imperfect 
A 

authentlc" due ta the flrst ulolln/s perslstence ln statlng 5 above 

otherwlse " pe l"+ect authentlc" cadences (Exs. 4.3~c and 4.36d). ln fact. 

the Import~nce of thls pltch 15 announced at the very begln~lng of the 

plece (Ex. 4.36a mm. 3-5) where, as 1 explalned ln Examp1e 2.17, the 
/" ' 

ImplICatIon of the closlng InItial Ideas/s melody (motion from 1 ta :> IS 
/' 

l''eallzed ln a very dramatlc fashlon. But at that tlme. scale step 5 was 

followed by an event apparently unl"elated to It: a sequentlal repe\Itlon 

of the closlng InItiaI Idea ln bII (Ex. 4 36a, mm. 6-71. In the last tet_1j 

measures of the plece (Ex. 4.36e, mm. 146-47), then. when the motIon frorn 
,.. ". 

1 to 3 ln the closlng Initial Idea suggests, as It dld at the very 
/'0 

beglnnlng of the plece, that S may appear agaln, thls pltch 15 reallzed 

ln an envlronment that reso1ves aIl prevlous Issues. It now follows a 
, 

dlatonlc scale step 2, and. unllKe the final and coda cadences, It 

proceeds to a goal tonie that, at last, IS able to express closure, ln 

thls case, the vel"Y end of the plece. 
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The closlng Inltral rdea ln thls plec~ cannot express a g~nulne 

sen,=e of closure slnce lt con~tantly appears ln a "beglr'lnlng" contHt. 

for example. as the baSIC Idea of the maIn theme. as the onset of the 

transItIon, and as the beglnnlng of the recapltulat Jn. The melodlc 

profile of thls unit cano hOIJJe\}er. Implv the scale step ,j, that trrst 

pr-elJents closu;-e {,n the tlnal and coda cadences) but ultrmate1\' 

partlelpates ln the most Important closure, the one that ends the plece. 

6. Haydn. Symphony No. 57 ln D, Il <Ex. 4.37) 

a. Restatements of the Main Th~me 

A form that oHers the pClsSlblllty for any number of restatements of 

a main theme IS. of course. a theme and "arlatlons. l~hen a theme beglns 

'''''1 th a closlng Initial Idea. Jt IS aesthetlcally deslrable that the 

subsequent varIatIons weaken the c,oslng elements ln therr InItIal unIt; 

otherwlse. each cadence endlng a var latlon would be followed bv another 

closln9 gesture--the c10slng Inl':lal rdea at the beglnnrng of the ne\(t 

varlatron--thus Inhlbltlng eontlnulty ln the plece as a whole. 

ThiS theme and variations movement Illustrates how these norms are 

followed through weakenlng the expressIon of closure ln repeated 

statements of the closln9 InitIal Idea. Haydn wrltes three variatIons 

(Exs. 4.37b, 4.37c, and 4.37d, mm. 37-38) that convert a "C10Slflg" 

gesture ln the closlng Initial Idea .:Ex. 4.37a. m. 1> Into an "openlng" 

one; he replaces ItS SImple 321-11ne ln th. closlng rnltlal Idea Wlt~ 

flowlng arpegglated fIgures that avolo the tonlc as a goal pltch. 

As 1 observed ln Example 2.38, the small blnary forlT. of the theme 

features an Interestlng construction: the cadence closlng Part II rs 

followtd by a codetta that IS a Utwln U of the closlng Iftltlal Idea. 

Although the beglnnlng of each varIatIon dutlfully rl'moves closl~g 

elements from the closlog InitIaI Idea, thls codetta returns at thE' end 

of each varIation and IS thus Juxtaposed wlth a new varled versIon of 

Itself <Ex. 4.37d shows the end of the second varIatIon and the beglnnlng 

of the thlrd). ln each varIation, then, the codetta pE'rforms a strange. 

contradlctory functlon. On the one hand, It conflrms the closurl' of the 

cadence preceding It, a cadence now free from coplng wrth an 

Inapproprlate expression of c10sure at the beglnnlflg of thE' 'Jarrat 10ft 
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(slnce each variation opens up the melody of the Initial Idea). On the 

other hand, the codetta IS a constant r'emlnder- of the ::Ir-Iglnal profile of 

the Initial Idea, a profile perfectl;( at home ln an endlng location. 

b. The Final CadE:'nce 

mentloned abolJe that ln a theme and variations or' rondo form ~E'(. 

4.15). the 11 stener can ne ver be sure whe ther- a pal't 1 cu 1 ar re turn of the 

main theme <that IS, as a variation or a refrain) ~~Ill bt' the final one. 

Haydn's theme and variations mouement Il lustrates a more complex version 

of thls problem. l,.Je KnOl.oJ that the theme and the flrst three \,ar latlClrIS 

aIl end wlth a clJdetta, a "tl"'ln" of the closlng Initial Idea. Exam;>le 

4.37e shows the codetta of the thlrd variation and the beglnnlng of what 

IS essentlally il return of the theme (although sorne lJar-latlon, not shol",n 

ln my excer-pt, dC'les occur ln thls return). As l explalned ln connectton 

wlth Example 2.38, the final cadence of the theme IS shorter, and ln that 

sense, weaKer than the Inter-nal cadence precedlng 1 t. Thus thls 

relatlvely l,oJeaK cadent/al profile closlng the theme (Ex. ~.3iJ.. m. li> 

also seems to close the for-m <Ex. 4.37f, m. 62). But t,lJe have <:een that 

thls weaK cadence has. up to thls pOint, alt.liays been follot,~ed by the 

dlstlnctl\Je codetta, il curlous construction that nevertheless strengthens 

the weaK cadence by conf,r-mlng ItS closure. ThiS codetta IS lacKlng 

after the final cadence, an omiSSion that conslderably l,oJeaKens thls 

cadence's expression of closure since the llstener not),ll,oJonders "'hat has 

become of the codetta. 

c. Post-Cadentlal Haterlal 

Since the final cadence featur-es a relatlve1y weak senSe of closur-e. 

the post-cadentlal l'vents ln ml'asures 63-67 (Ex. 4.37f) seem IIKe an 

attempt ta strengthen thls final cadence by r-elnforclng It ~1I1th a clelslng 

section, a cadl'ntlal progression ln whlch an Initial tonie 15 emphaslzed 

by a V6/5 chord, one whleh pOints to Its resolutlon to LAnd. lodeed. 

although the cadentlal profile of the end of thls unit essentlall:, 

dupllcates the weaKer one at the beglnnlng of the plece (cL Exs.. 4.37a. 

mm. 10-11, and 4.37f, mm. 66-67>, the enlarged cadentlal area does glve 

thls last cadence more l,oJelght. But we sel', ln the tlnal measure ot thls 

pleee, that Haydn still has "more to sav." In VleW of the past 
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the effect of measure 68 15 to leave the 11 stener unsure ~~hether, 

perhaps, another variation ',<.1111 follow. Only the begl!'nlng of the next 

movement truly conf,rm: r!?tr05pectl'Jely that the basIc Idea of thls theme 

has flnally pertorm~d the closlng functlon promlsed by 1 ts profl le. 

7. Beethc,v!?n 5 Bagatelle ln A-tlat, Op. 33, No. 7 ,:Ex. 4.38) 

Because the form of thls plece IS unconventlonal, 1 have prepared a 

chart, labelling the unit: 1;.Jlth unconventlonal labels. t1y chart :hol~: 

that the plece can be dl"lded Into four parts <Parts A to D>. Part ~ 

presents two major s€'ctle,ns: Sect 1 or, 1, comprlslng Phrases 1.1 <mm. 1-8> 

and 1.2 (mm. 9-20), and Section 2 (mm. 21-36). Since Section 2 IS 

Irrelevant to my diSCUSSion ln thl5 paper, l "'Jill not descrlbe Its 

Internalorganl7atlon. Returnlng to Section 1, then, 1 have alread:, 

de:cr Ibed thls mai.erlal ln connectlon wtth Example 2.64. To reta.ll that 

diSCUSSion, Phrase 1.1 (Ex. 4.38a, mm. 1-8) features a drum-bass 

aeccompanlment pattern belOl;.J a repeated cl051ng Initial Idea 'Nho:e formaI 

functlon IS unclear. In Phrase 1.2 (Ex. 4.38a, mm. 9-20), a 

IhocKet-lIKe" variation of Phrase 1.1 beglns ln th€' slJbdomlnant, but 

closes ln the home Ke:', ThiS phrase IS followed by Section 2. The end 

of Section 2 IS f011Ql)jed by Part B, INhlCh brlngs a repetltlon of Section: 

and 2. 

As my chart shows, restatements ln Part B of Section 1, 'Nhose 

phrases orlglna11y ended l.<,Itth repeat Sl9ns, nOl.<,l feature wrttten-out 

repetltlons that state altered versions of both the drum-bass 

accompanlment and the melodlc Idea (Ex. 4.38b). A nelghbour figure 

ornaments both the accornpanlment ':mm. 45-48) and the cl051n9 Initial Idea 

(mm. 49-52): Phrase 1.2 materlal IS slmllarlY ornamented (Ex. 4.38c), In 

Part C, the thlrd statement of Section 1. the closln9 Initial Idea 

returns wtth the same nelghbour-flgure ornament (Ex. 4.38d, mm. 105-108) 

that ';.Je sa'", ln Part B (4.38b, 49-52), but the accompanlment that precedes 

It appears ln a new version ·:Ex, 4.38d, mm. 101-04), Flnally, at the end 

of Part C (Ex. 4.38e, m. 132), when we are l'xpectlng to hl'ar Section 2 

for the thlrd tlme, still another version of the drum-bass IS poundl'd OlJt 

------ ------------------------------------------------------------
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INI th full chords (followed by materla1 that 1 1-'JIII dlscuss ~",hen 1 tocus 

on final cadences). 

a. Restatement of the Main Theme 

As the precedlng discussion sho')js, the restatements of Sectl.:tn • 

brlng ornamented l)erSIOns of both the closing Initial Idea and Its 

drum-bas: accompanlment. But although each return brlngs a bU:ler or 

louder 'JerSlon of the drum-bass pattern, these \Jarlatlons netther 

ellmlnate nor strengthen the expression of closure ln the closlng Inttl;"! 

Idea. And more Importantl:--, these IJarlations add no Intormatlon +0 he!p 

us Iderdtfy the formaI functlon of that closIn9 Initial Idea. It remaln: 

a closlng figure that cannot express a convlnclng sense of closure 

desplte Its oecupYlng a eadentlal location. 

b. The Final Cadence 

The end of Part C <Ex. 4.38e, m. 132), accordlng to pre'llcluS e\Jents 

ln thls plece, would be followed by another statement of Section 2. As 

we see uy my ehart, however, thls materlal never returns. In Its place 

cornes a new version of the drurn-bass figure, suggestlng that Phrase 1.1 

IS about to be stated for the fourth tlme. But INe are fooled agëlln, 

since I",hat follows IS the "ho.:l<et-IIKe" materlal from Phrase 1.2. 

Although thls phrase continues essentlal1y as tt dld at the beglrtrllng clf 

the plece, ItS expression of elosure IS nOt'" weaker for harmonie reasons. 

UnliKe Ih flrst appearanee (Ex. 4.38a, mm. 9-20), l)jhlch suggested a 

IV-V-I progression, tts new harmonlc vocabulary IS llmlted to an 

al ternatlon of I-V-I chords. Such a progression underlYlng thls entlre 

phrase prevents Its endlng unIt <Ex. 4.38e, m. 150) from expresslng a 

cadentlal Idea any more convlnclng than the eurlous closIn9 Idea at the 

beglnnlng of the plece. 

c. Post-Cadentlal Materlal 

Now that we are at the very end of the plece, we have to undershnd 

that the cl051ng Initial Idea 15 not a cadentJal Idea: It serves as the 

·charaeterlstlc· baSIC Idea of the plece, since Ih expression of closure 

for any other structural leve1 IS, at best, pOOl'. After havlng been 

stated four tlme.:. In Increaslng1y e1abclrated verSions, It IS \Jarled for 

the last tlme (Ex. 4.38e. mm. 151-55), nOI,oj featurlng a me10dy that seems 

• 

J 
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to clrcle almlessly abaue domInant harmony untll a tonIe tlnal Iv arrIves 

ln measure 155. But the harmony at thls pOint, a V-I progression, I~ ne­

more cadentlal than etther that of the "fInal cadence" ',mm. 149-50 1 or 

el)en that of the orIgInal cl051ng Inltla.l Idea, both of \~hlch arl' 

supported by thls same V-I progressIon. Thus, only a conventlonal 

codetta formula seem~ able to e}(pres~ a clpar Sl'nse of clClsure ln thl: 
~ ,.. 

plece. NotIce, however, that the 7-8 cliche can be consldered a 

~Implrfled reference ta the clclslng Indlal Idea, ln thls case, lte;:; 

lZ(65)1-1Ine <Ex. 4.38fl. 
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CONCLUSION 

In thls pape!'. we ha\}e Sl?en sorne "famIlles" of melodlc-rhd:hmlc 

figures that aopear qUlte regularl/ ln the Instrum€'ntal 1,<J()rK~ c,f Haidn, 

Mozart. and Beethoven. These figures consist ot closlng melodles that 

normal 1:.- appear ln cadences or codettas. As 1 have shol,om, however, ::uch 

tlgures may also occur as "openlng" Ideas, and l h.l'le Introduced the 

term "clc'':lng Indlal Idea~" to Ider,tlfy these c:o.ses. 

For those plHes that begln wlth a closlng Initial Idea, the formaI 

tunctlons of "beglnnlng" and "€'ndlng" can still be cleu l / conlJered b>' 

holo means. Flrst, the approprlate use of harmony can easilv :o.vold 

tormal amblgulty bv uSlng a tonlc prolengatlonal progression tor an 

"ooenlng" unit and a cadentlal progression for a structural cadence. 

The second strategy, l,oJhlch IS effective even If the closlng Initial Idea 

" teatures a cadentlal progression, In\Jol\}es the use ot a cadentlal cliche 

that never appears ln an "openlng" unit, namely. the "galante" cadence 

or the cadentlal trll!. 

In contra':t te these pleces whose formaI functlons are clear. 1 

halle shawn sl'\Jl'ral cases where cadentlal Ideas are tar from standard; 

thus. the rol~ of context--the location of a partlcular unit wlthln the 

pl l'ce as a l}jhol e--must he 1 p the 1 1 stener to ascer ta 1 n the corree t forma 1 

funetlon of "beglnnlng" and "endlng" uni t5. But euen ln pleces I~he!'e 

tormal functlons may seem somelNhat amblguous, a closing Initial Idea 

still perforrtls sorne of the dutles requlred of a "beglnnlng" IJnlt. S'Jch 

dutles Include establlshlng the tonallti of the plece. presentlng the 

characterlstlC materlal by whlch the pl~ce 15 recognlzed. and Inltlatlng 

the openlng processes that wll~ later requlre closure. Although the 

last dut." 15 sQmewhat neglected by a cl051n9 Initial Ide~, the tlrst tt",o 

are carrled out as they would be by an/ typlcal openlng unit. 

Whether or not forma1 functlons ln a pl~ce ~re clearl1 expre55ed. 

beglnnlng wlth a el051ng Initial Idea c!'eates a fasclnatlng effect sln..:e 
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the attentl\Je llstener I,~on~ers. throug~lout the entlre course 0+ the 

plece. I,~hether thls clo~lng pro+II~· 1,~111 \?\Jer. €'ventuall .• toe ÇlI'JHI th€' 

oppor tun 1 ty to express 1 t~ proper fune t 1 on IV 1 th 1 n the PI eee. Hnd 

Ind€'ed. ,:ueh a llstener IS oiten r€,l;Jarded b, the compo~€'r ~ use 0+ the 

"b~lnnlng" technique. that IS. the return ot the c10':lng l.!ll..U~l ,dt?3. In 

5ueh "endlng" unlts as elther a cadence or a codetta. 

The slgnlflc::"i",ce of a clc,slng Initial Idea that reapP""3.rs ln '" 

closlng unit cOIn be 'Jlel~ed ln ~t'\Jeral I,oJave:. Heec,rdlrlg te, '';cho€'nt't'rg, "H 

plece of musIc resemble,: ln sorne respect; a photogr3.ph album. dl~pla~lng 

IJnder chang 1 ng CI r cume: tances th€' lite ot t ts t,as 1 c 1 dea--I ts bac: 1 c 

motive." ~1> Thus. the tlrst "page of the album" dlsp1ats a c10sing Idel 

placed ln an "opentng" location. The "la5t page" shCtI~S hQl,v thls Idea 

flnally fultt1ls Its destin" bl appearlng ln a closlng location 1~lthln 

the plece. 

Another €'xplanatlon of the "twlnnlng" technique In\Jo1ve5 the 

notion of the mUSical pun. As Rosen observes. 

The classlcal 5ttle 15 a style of relnterpretatlon. One 0+ 
ItS glorles IS Jts ablllt:1 to glue an entlre':1 nel,~ 

slgnlflcance to a phrase by p1aclng Il ln another cont€'<t. 
ThiS can be done wlthout rewriting. wlthou t reharmonlzlng. and 
1,~lthout transposition: the ':Implest. IJJ!+tlest. and most 
supertlclal torm of thls 15 an openlng phrase whlch beeomes a 
clc,slng phrase as ln Ha.dn's Quart€'t C'P. 33 no. 5.,2: 

Still another Interpretation ot sorne c10slng Initial Ideas IS tha~ 

they mOlY, ln a serlse, repr€'sent the aetual elosure of the plece. In 

thls connectlon, Kramer dlstlnQulshes between two Klnds of tlme: 

"absolute" (moment-t()-momentl tlme and "gestural" tlme.:3> HO example 

of "gestural" tlme l':; our as<;;oclatlon 0" the formaI functlon of "endlng" 

wlth a standard cadentlal profile <;;Inc€' thls profll~ normal1~ appears ln 

a cadentlal unit, that IS, ln an "endlng" location. BIJt ln cases t/Jhere 

thls protlle OCCUplES a "beglrlnlng" IJnlt, a unit that. In absollJt€' ~Ime. 

1. Schoenberg, Fundamentale:. p. 58. 

2. Rosen, Classlcal Style, p. 78. 
Chapter Four. pp. 95-97. 

3. Kramer. Ilme of MUSIC, pp. 150-51. 
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marKs the start of a theme, "JE- IJnderstand that temporal e',oents ln such a 

pll?ce l"lave beer. presented out of order--the I,gestural \ l!'l"ld precE-de<.::, ln 

absolute tlme, the beglnnlng and mlddle of the plece. 

CHtalnl i • no Indllliduai explanatlon can adeQuatelv do Justice +0 

the manv-slded aspects of formai functlon presented bv [:Iletes I;Jlth such 

:c.n anclrTlalc"Js t,eglnnlng. Our best hope tor E-nJo>'lng these ~llece: 15 tel 

recognlze that Haydn. Mozart, and Beethoven were able to create a rlch 

and I,~ell-under:tood mU:lcal language. l,Jithln tM \Jocabulary Clt thl: 

:anguaQe. sorne melodlc figures are equalll at home ln beglnnlng or 

endlng unit:. Thus, 1}Jltr, great sKI li, Imaglnatlcln, and I~Jd. the:e 

composers could explore and experlment wlth the gestural meanlngs ot 

:uch figure:. 



I4PPENDI:<: LIST OF t1USICAL E:<AMPLES 

Examples for the Introduction 

1 nt. 1 
Int.2 

Mozart. Piano Sonata ln F. K. 332,1. mm. 1-12 
Mozart. Symphony No. 41 ln C. K. 551, III, TriO, mm. ~O-67 

Examples for Chapt~r One 

1 • 1 
1.2 
1.3 
1 .4 
1.5 
1.6 
1.7 
1.8 
1 .9 
1.10 
1.11 

1. 12 
1.13 
1. 14 
1.15 
1.16 
1.17 
1. 18 
1.19 

1.20 
1. 21 
1.22 
1. 23 
1.24 
1. 25 
1.26 
1. 27 
1.28 
1. 29 
1.30 
1. 31 
1. 32 

HaYdn, Symphony No. 84 ln E-flat, Il, mm. 1-2 
t1ozart. Divertimento ln F, K. 522, Il, mm. 7-8 
Mozart, Symphony No. 41 ln C, K. 551. III, t11nuet, mm. 13-16 
HaYdn. String TriO ln D, H. HV:15, III, mm. 23-24 
Haydn, Symphony No. 98 ln B-flat, Il, mm. 9-10 
HaYdn. Plana Sonata ln 13, H. X:~)l :40. Il, mm. 7-8 
HaYdn, Piano Sonata ln G, H. :<~JI :40, Il, mm. 15-20 
Beethoven, Plana Concerto No. 3 ln C t1lnor, Op. 37, l, mm. 15-16 
H a Y d n, Pla noS 0 n a t a 1 ne, XV 1 : 1, 1 1 l, Nin u et, mm. 1 9 - 2 0 
t10zart. Plana Sonata ln F. K. 332, l, mm. 10-12 
H.lydn, String Quartet ln D, Op.50/6. l, <al mm. 15-16 

I,b) mm. 11-16 
HaYdn, Plana Sonata ln G, H. :(VI :39, 1. mm. 60-62 
HaYdn, Keyboard TriO ln A. H. XV:9, 1 l, mm. 7-8 
Mozart, Plana Sonata ln C, K. 330, Il, (a) mm. 6-8 ':bl mm. 19-20 
HaYdn, Symphony no. 37 ln D,II, mm. 5-6 
Beethoven, String Quartet ln A, Op. 18/5, 1. mm. 13-15 
HaYdn, String Quartet ln F, Op. 50/5. l, mm. 5-8 
Mozart, Plana Sonata ln D, K. 576, Il, ~a) mm. '38-5° (bl mm. 61-62 

(al Haydn, String Quc:.rtet No. 49 ln D, Op. 50/6, l, mm. 1-4 
(bl Mozart, Plana Sonata ln C. K. 330, Il, mm. 6-8 
Haydn, Symphony No. 98 ln B-flat, Il, mm. 1-2 
HaYdn, Symphony No. 84 ln E-flat, IV, mm. 1-2 
HaYdn, Symphony No. 92 ln G, 1 l, mm. 1-2 
Mozart, Symphony ln D, K. 120, III, mm. 1-4 
Beethoven, Two Sonatlnas, K.H. Anh. 5. mm. 1-2 
HaYcCn, Symphony No. 100 ln G, Il, mm. 1-2 
HaYdn. Plana Sonata ln G, H. Xl)! :40, II, mm. 1-2 
HaYdn. Plana Sonata ln D, H. XVI :24, Il, m. 1 
Moz ar t, VI 0 II n Son a ta 1 n F, K. 377, 1 1 l, mm. 1-2 
HaYdn, String Quartet ln C, Op. 54/2, Il, mm. 1-2 
HaYdn, Symphon y No. 57 ln D,II, m. 1 
HaYdn, String Quar-tet ln F. Op. 77/2, III, mm. 1-2 
Beethoven, Plana Sonata ln D, Op. 10/3, III. mm. 1-4 
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1. 33 
1. 34 
1. 35 
1. 36 

1. 3: 
1. 38 
1. 39 

1.40 
1. 41 
1. 42 
1. 43 
1. 44 
1.45 
1. 46 
1. 47 
1. 48 
1.49 
1. 50 

Ha:/dn, Baryton TriO ln A. H. :<1:86. III. mm. 1-2 
HaYdn. String Quartet ln D. Op. 17/6. Il. mm. 1-2 
Haydn, Baryton Trio ln C, H. ;(1 :82, III. mm. 1-3 
(al Haydn. Piano ':;onata ln C. H. XVI :48. Il. mm. 1-2 
lb) Mozart. Plana Sonata ln C. K. 279, 1. mm. 11-12 
t1 [1 Z art. Pla noS 0 n a t a 1 n F, K. 533, 1. mm. 1 - 4 
Beethol)en. Bagatelle ln A-fIat. Op. 33. No. 7. mm. 1-8 
<a) Ha/dn. strlnQ liuartet ln G. Op. 33/5.1. mm. 1-2 
(Cl Haydn. String Quartpt ln F. Op. 50/5. " mm. 5-8 
Be-€'tho\JE!'fl. S/mphorlyNo. 1 ln C. Op. 21. III, mm. 1-4 
Beethoven, Piano Sonata ln A-flat. OP. 26. Il. mm. 1-4 
Haydn. String Quartet ln D. Op. 76/5. 11). mm. 1-3 
Beethoven. Piano Sonata ln F Mlnor. Op. 2/1. III. mm. 1-3 
Haydn. Piano Sonata ln A. H. ;(IJI:26. l, mm. 1-2 
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Beetho\Jen. Piano ConcHto t~o. 3 ln C Mlnor, Op. 37, l, mm. 1-4 
Mozart, Plana 30nata ln C, K. 545, l, mm. 1-2 
Haydn, Baryton TriO ln A. H. xl :35. Il. mm. 1-2 
Beethoven. string Quartet ln E t1lnor. Op. 59/2.1. nlm. 1-4 
Beethoven, string Quartet ln F mlnor, Op. 95. l, mm. 1-2 
Beethollen. Plana Sonata 10 C, Op. 53, l, mm. 1-4 

Examples for Chapter Two 

2.1 
2.2 
2.3 
2.4 
2.5 
2.6 
2.7 
2.8 
2.9 
2.10 
2. Il 
2.12 
2.13 
2.14 
2.15 
2.16 
2.17 
2.18 
2.19 
2.20 
2.21 
2.22 
2.23 

2.24 
2.25 
2.26 

Beethoven. Plana Concerto No. 3 ln C Mlnor. Op. 37, l, mm. 1-4 
Ha,....dn. Plana Sonata ln D, H. X:VI:24, 1. m. 1 
Mozart, Plana Concerto No. 27 ln B-f1at, K. 595, Il, mm. 1-2 
Beethoven. Piano Sonata ln D, Op. 10/3, III, mm. '-4 
Beethoven. Two Sc.natlnas, K.H. Anh 5, mm. 1-2 
Mozart. Vlolln Sonata ln C, K. 404. l, mm. 1-2 
Mozart, 1.)lolln Sonata ln F. K. 377, 'II, mm. 1-2 
Mozart, Symphony ln D, K. 120, III. mm. 1-4 
Beethoven, Piano Sonata ln A-tlat. Op. 26, Il, mm. 1-2 
HaYdn, String Quartet ln G, Op. 33/5. l, mm. 1-2 
Haydn, String Quartet ln 0, Op. 76/5, I\J, mm. 1-2 
Haydn, String Quartet ln D, Op. 50/6, 1. mm. 1-4 
HaYdn, Symphony No. 98 ln B-flat, 1 l, mm. 1-2 
Haydn, Symphony No. 98 1 n B-f 1 a t,II, mm. 1-4 
Haydn, Symphony No. 92 ln G, Il, mm. 1-2 
Haydn, Plana Sonata ln G. H. :(\.)1:40, Il, mm. 1-4 
Beethoven, String Iluartet ln F t1lnor, Op. 95, l, mm. 1-5 
Haydn, Plana Sonata ln 0, H. XUl :24, l, mm. 1-4 
Beethoven, Piano Concerto No. 3 ln C t1lnor, Op. 37, 1. mm. 1-8 
Beetho\!en. String Quartet ln E MinaI", Op. 59/2, l, mm. 1-8 
Beethoven. Bagatelle ln A-fIat, Op. 33, No. 7. mm. 4-8 
Haydn, Symphony No. 100 ln G, Il, mm. 1-4 
(a) Haydn, String Quartet ln D, Op. 76/5, IV, mm. 1-6 
(bl Haydn, Symphony No. 84 ln E-flat, IV. mm. 288-92 
Haydn. Baryton TriO ln A, H. :(1 :35, Il. mm. 1-3 
Mozart, Piano Sonata ln F. K. 533, l, mm. 1-4 
(a) Mozart. Piano Sonata ln C. K. 27 Q , l, mm. 1-5 
( b ) H a y d n, Pla noS 0 n a t a 1 n G, H. X:u 1 : 39, l, mm. 60 - 6 ~ 

• 



2.27 
2.28 
2.29 
2.30 
2.31 
2.32 
2.33 
2.34 
2.35 
2.36 
2.37 
2.38 
2.39 
2.40 
2.41 
2.42 
2.43 
2.44 
2.45 
2.46 
2.47 
2.48 

2.49 
2.50 
2.51 
2.52 
2.53 
2.54 
2.55 
2.56 
2.57 
2.58 
2.59 
2.60 
2.61 
2.62 
2.63 
2.64 

Mozart, Symphony No. 4 'n D. k. 19 , 1: 1. mm. 1-4 
t1ozart, Divertimento ln F, K. 522, l, mm. 1-7 
Haydn, String Quartet ln F, Op. 74/2, III. mm. 1-7 
Haydn, P,ana Sonata ln C, H. x.',)j:l, III, mm. 1-3 
Haydn. String Quartet ln D, OP. 50/6, l, mm. 1-0 
Haydr" String Quartet ln G, Op. 33/5, " mm. 1-5 
Ha'l d n, 8 a r y ton Triol ne, H. >( 1 : 82, 1 1 1. mm. 1 - 6 
t1ûzart, 1)lolln Sonata ln F, K. 377. III, mm. 1-4 
Haydn, S'/mphon v No. 17 ln F. Il, mm. 1-4 
Haydn. ·;trlng Quartet ln F, Op. 77/2, III, mm. 1-22 
Haydn. Piano Sonata ln G, H. XVl:40, Il. mm. 1-24 
Haydn, Symphon/ No. 57 ln D, Il, mm. 1-12 
Mozart, String Quartet ln D, Op. 17/6, Il, mm. 1-12 
t1 0 z art, S ym p h 0 n Yin D, K. 1 20, 1 1 l , mm. 1 - 1 6 
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t1ozart, Plana Sonata ln C. 1\.330, Il. ~a) mm. 1-2 (bl mm. 19-20 
Haydn, S>'mphc.ny No. 84 ln E-flat. IV, mm. 1-8 
t1ozart. Piano Concerto No. 27 ln B-flat, K. 595, II, mm. 1-8 
t1ozart. Plana Sonata ln D, K.576, Il, ':a> mm. 13-16 o'bl mm. 1-2 
Haydn, Symphon y No. 92 ln G, Il, (al mm. 1-2 ~bl mm. 27-28 
Haydn. String Quar-tet ln G, Op.33/5, l, mm. 1-32 
Haydn, Baryton TriO ln A, H. XI:86, III. mm. 1-10 
Haydn. Symphon/ No. 100 ln G. Il, (al mm. 1-2 ':bl mm. 6-8 

(c 1 mm. 34-36 
t10z ar t. ~) 101 1 n Son a t a 1 n F. K. 377. 1 1 1. mm. 1-8 
Haydn, Piano Sonata ln C, H. XUl :48. Il, mm. 1-33 
Haydn. Symphony No. 84 ln E-flat, IV, (a) mm. 1-2 (b> mm. 13-1.:­
t1ozart. Plana Sonata ln C. K. 279 , 1. ':a> mm. 1-3 (b> mm. 9-12 
Haydn, String Quartet ln D, Op. 50/6,1. <a) mm. 1-4 (b) mm. 11-10 
Beethoven. Piano Sonata ln A-fIat, Op. 26. Il, mm. 1-8 
Haydn, Ban'ton TrIO ln C, H. :(1: 82, III, mm. 1-10 
Beethoven, StrIng Quartet ln F Mlnor, Op. 95,1. mm. 15-18 
Beethoven, Symphony No. 1 ln C, Op. 21, III, mm. 1-8 
Beethollen, P,ana Sonata No. 21 ln C, Op. 53,1. mm. 10-13 
Haydn, Baryton TriO ln A, :(1 :35, Il, mm. 1-6 
Mozart, PIano Sonata ln F, K. 533, l, mm. 1-36 
Beethollen, String Quartet ln E t1lnor, Op. 59/2. l, mm. 17-23 
Mozart, Plana Sonata ln C, K. 545. 1. mm. 1-13 
Haydn. String Quartet ln D, Op. 76/5, IV, mm. 1-17 
Beethoven, Bagatelle ln A-fIat. Op. 33. No. 7, mm. 1-8 

Examples for Chapter Three 

3.1 Haydn. P,ana Sonata ln C. 1;. :NI: 1, III, t11nuet, mm. 1-20 
3.2 Haydn, String Quartet ln F, Op. 74/2, III, Trio, mm. 42-67 
3.3 HaYdn, Baryton TriO ln C, H. :<1:82, l, t11nuet, mm. 1-28 
3.4 Mozart, Cassation ln D, KV. 100 (62a), III, Mlnuet, mm. 1-24 
3.5 Beethoven, P,ana 50nata ln Ab, Op.26,II, Schl'rzo, mm. 1-16 and 

42"67 
3.6 Haydn, String Quartet ln D, Op. 17/6, Il, t1lnuet. mm. 1-22 
3.7 Haydn, Baryton TriO ln R, H. XI :86. III, Mlnuet, mm. 1-15 and 

26-28 



3.8 
3.9 
3.10 

Beethol,en. Plana Sonata ln D, Op.10/3. III. t1lnuet, mm. 1-54 
H'iltdn. Baryton Tr IC' ln A. H. :q :35, Il. rrrm. 1-23 O\nd 36-47 
HaYdn. String Trio ln D. H. H\):15. III 

Exampl~s for Chapter Four 
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4.1 Ha~'dn. Svmphon;1 No. 98 ln 8-flat. Il, ,'al mm. 1-2 lb) mm. 8-10 
r' C) mm. 49-50 (, d J mm. 56-58 

4.2 t1c,zar t , Piano Sonata. In C, K. 545, l, (a> mm. 1-2 ',b> mm. 41-43 
4 • 3 H a v d n, Pla n Cr S Cr n a t a 1 n G. H. :<IJ 1 : 40, 1 1. l, il) mm. 1 - 2 ',b) mm. 5 3 - 5 4 
4.4 t1ozart, Symphon v No. 4 ln D, K. 19, III, (al mIT .. 1-8 ',b> 51-'56 
4 • 5 H a y d n, Pla noS 0 n a t a 1 n C - s h ar pmi n or. H. x'~JI: 36. 1 l, .: a > mm. 1 - .2 

<b> mm. 35-36 1 c 1 t1oz"'-rt. Planc, Sonat? ln G. K. 283. l, mm. 8-10 
4.6 t1ozart, Piano Sonata ln C, K. 279, l, (a) mm. 1-12 (b> mm. 58-63 
4.7 Havdn, String Quartet ln F, Op. 77/2. III, ',a) mm. 13-22 

(b) mm. 54-59 .; c) mm. 88-93 
4.8 HaYdn, Symphont No. 84 ln E-tlat. 1\.', (al mm. 1-16 <b> mm. 219-37 
4.9 Mozart, P,ana Sonata ln C. K. 545, l, (al mm. 1-2 ~b) mm. 66-73 
4.10 Beethoven. Plana Sonata ln F mlnor, Op. 2/1. l'J. ',al mm. 1-3 

(b> mm. 165-69 
4.11 HaYdn, Piano Sonata ln C-sharp minaI'. H. :<VI:36. 1/, (al mm. 1-2 

(bl mf'll. 82-84 
4.12 Moz al' t . VI 011 n Sontita ln F, K. 377, III. (al mm. 41-48 

(b 1 mm. 149-57 ',C 1 mm. 168-83 
4.13 Beethol,en. Symphony No. 1 ln C. Op. 21 • Il l , (a) mm. 

.: b 1 mm. 51-58 
4.14 HaYdn, Symphony No. n 1 n G. 1 l , l, a) mm. 1-2 (b) mm. 

~ c ) mm. 97-99 
4.15 HaYdn, Piano 50nata ln C, H. XVI :48, Il. mm. 227-33 
4.16 Beethoven. Piano Sonata ln C, Op. 53.1. mm. 233-36 

1-2 

27-28 

4.17 HaYdn, String Quartet ln F, Op. 77/2. III, (a) mm. 15-22 
<b) mm. 117-29 

4.18 Havdn, Piano Sonata ln C, H • .xVI :48. Il, (a) mm. 1-2 
<b) mm. 248-51 

4.19 Beethoven. Piano Sonata ln C. Op. 53. 1. (a) mm. 1-3 ',b) mm. 39-42 
(Cl mm. 288-1j)5 

4.20 
4.21 
4.22 

4.23 

4.24 

4.25 
4.26 

HaYdn, Symphony No. 84 
HaYdn, Symphony No. n 
HaYdn, Plana Sonata ln 

(b) mm. 96-105 
HaYdn, Piano Sonata ln 

(b) mm. 255-63 
Mozart, Symphon v No. 4 

l, b) mm. 100-06 
Beethoven, 5ymphon y No. 
Beethoven, Piano Sonata 

(b) mm. 189-96 

ln E-flat, IV 1 (a) mm. 1-2 (b) mm. .271-92 
ln G, 1 l , (a) mm. 1-2 (b) mm. 107-11 
G, H. :t,IJI : 39, l, ',a> mm. 1-2 

C. H. XVI :48. Il. (a) mm. 1-2 

ln D, K. 19, 1 1 1 1 (a) mm. 1-3 

ln C, Op. 21 , Il l , mm. 76-79 
ln F ml nor. Op. 2/1 , 1 li • (a 1 mm. 1-3 

4.27 Havdn, Piano Sonata ln A, H. :(~)I:26, 1. (al m. 1 (b) mm. 79-82 
4.28 HaYdn. String Quartet ln G, Op. 33/5, l, (a) mm. 1-2 

(, b 1 mm. 297-305 
4.29 Havdn. Symphony No. 57 ln D. Il. (a) m. l ':b) mm. 65-68 
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4.30 Haydn, Symphony No. 35 ln 8-flat, Ill, ~al mm. 1-2 (b
' 

mm. 139-41 
4.31 Haydn, String Qu~rtet ln G, Op. 17/5, l, ',al mm. 1-2 

Cb) mm. 128--35 
4.32 Haydn, Str 1 ng Quartet ln D, Op. 50/6, l, ( a 1 mm. 1-6 

(b 1 mm. 54-60 0: Cl mm. 112-17 \ d) mm. 138-49 (e 1 mm. 155-64 
4.33 Haydn, Str 1 ng Quartet ln G, Op. 33/5, l, " a) mm. 1-7 

(b 1 mm. 177-86 (c 1 mm. 20-28 (d 1 mm. 201-12 (e) mm. 62-70 
0: fI mm. 281-305 

4.34 Beethoven, String Quartet ln E mlnor, Op. 59/2, l, (a) mm. 1-8 
"b) mm. 68-70 (Cl mm. 138-44 ~dl mm. 1-5 (e) mm. 202-05 
(f 1 mm. 251-56 

4.35 Hatdn, StrIng Quartet ln D, Op. 76/5, IV, (al mm. 1-17 
(b) mm. 188-97 (Cl 238-46 (dl mm. 10-12 (el mm. 271-91 

4.36 Beethol)en. String Quartet ln F mlnor, Op. 05, l, ',al mm. 1-21 
(b> mm. 80-88 (Cl mm. 119-27 Cd) mm. 136-38 (e) mm. 145-51 

4.37 Haydn, Symphon v No. 57 ln D, Il, ':a l mm. 1-2 (b) mm. 13-14 
"Cl mm. 25-26 (dl mm. 35-38 (el mm. 51-53 <fl mm. 60-68 

4.38 Beethoven, Bagatelle ln A-flat, Op. 33, No. 7, (al mm. 1-26 
(b) mm. 45-52 "C) mm. 68-76 <dl mm. 101-08 (e) mm. 130-57 
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CLOSWG GESTURES IN OPEHItIG l[,Et4S: 

':'TRf4TEGIES FOR BEGH,U",nt,jG HNI) Et,jOING 

Hl CLhSSICAL II'l':.TRUt-lENTf-lL ~1U';IC 

\)ctlume II: 



MUSICAL E~PLES 

INTROOUCT 1 ~ 

Example InLI Mozart, Piano Sonata in F, K. 332, l, IMI. 1-12 

egro. 
~~- .~ '1 & c ~, 

~() il' l'" L. '--::i ,.t.hJTA'1 ~OiJ~ 1---
Pi ih~ ~ 

. (Ut.cJ 

~~!4~ '-=~ 
t-. ~-ilJ 
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Example Int.2 Mozart, Symphony No. 41 in C, K. 551, ii i, Trio, mm. 60-67 
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... 

Ex amp lt 1.1 Haydn, 
Symphony No. 84 in E-~lat, 
i i , mm. 1-2 

ADda,\e 

VIollnol Ura J~'_lutrlM 
" A 
5 5 

Examplt 1.3 Hozar t, 
Symphony No. 41 in C, 
K. 551, i i i. Hinuet, mm. 13-16 

Ex amp le 1.5 Haydn, 
Symphony No. 98 in B-fl at, 
i i, mm. 9-10 

CHAPTER ~E 

Ex amp 1 fi. 2 Hour t , 
Divtrtim.nto in F, 
K. 522, i i , mm. 7-9 

Example 1.4 Haydn, 
String Trio in 0, 
H. HV: 15, i i " rM\. 23-24 

Examph 1.6 Haydn, 
Piano Sonatl in G, 

- - ~ 

H. XVI: 40, i i. no. 7-8 

c.~:D. , 'b E A 



Example 1.7 HaYdn, 
Piano Sonata ln G, 
H. XV 1 : 40, 1 l, nvn. 1 5 - 20 

Example 1.8 Beethoven, 
Piano Concerto No. 3 10 C-minor, 
Op. 37, l, mm. 15-16 

Example 1.10 Mozart, 
PIano Son a ta 1 n F, 
f(. 332, l, mm. 10 -12 

" ,. ...Il A 

'~!ft 
'I~ ~, j; 

1"fÎ' c, 
"" 

Example 1.9 Haydn, 
Piano Sooata ln C, 
XVI:l, Iii, Hinuet,!Ml. 19-20 

Ct. ~ 

Example 1.11 Haydn 
St r , n 9 Ou a rte t 1 0 D, 
Op. 50/6, i 

(b) l'MI. 11-16 

1 

~-----------------------------------

3 

-- -



Examp 11 1.12 Haydn. 
Piano Sonata ln 6. 
H. XV J : 39, 1 1 mm. 60 -62 

Exampl. 1.13 HaYdn, 
Ktyboard TriO ln A, 
H. XV:9, Il, mm. 7-8 

Example 1.14 Mozart, Piano Sonata in C, K. 330, il, 
(a) mm. 6-8 (b) nvn. 19-20 

4 

Examplt 1.15 Haydn, 
Symphony No. 57 in D, 
ii, rMI. 5-6 

Examplt 1.16 B •• thov.n , 
String Quart.t in A, 
Op. 19/5, i 1 !ml. 13-15 

If 

VIII ,1:r.-=;::-::=~_~ :~-:. __ .::_~-:_- _-.:: _ - ~:::-==-_-==-~~~ ;:-!_-:l=--~1-

VI 2/ ~. ~""' JJbJ J in~~-J-;J!j J iI-~"J~;I ~'f1?)-!=' . 
Vq III rr-'::::i: -:-- 7-~=--~-~--:-? -k =0:": r=i~~--~; --êo-r"" )~r 

e 'i- ~-1~_-=-:-=-==-~;.--P--~==--~=-=:-T-::=;~ P=_~=~-=~-:::J -:ô'~~:~~-_+,:_ - IJ\ ,~~~@~ 
~::1_ ~ 1, 'l. 

trI'«· \ 



Example 1.17 Haydn, String Quarttt in F, Op. 50/5, i, mm. 5-8 

EXirr.ph 1.18 Mozart, Piano Sonah ln D, K. 576, Il, 
(a) mm. 58-59 (b> nvn. 61-62 

Exarr.p le 1. 19 ( a) Haydn 1 

St r 1 n 9 au a r te tin D, 
Op. 50/6, l, IMI. 1-4 

tA,A A,.""", 
3 ;z. l~~)' 1 \ 

ï 

ve. 

1H", 

(b) Moz~rt, 
Piano Sonata ln C, 
K. 330, i" mm. 6-8 

s 
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.. 

Ex amp 1 el. 20 Haydn, 
Symphony No. 98 1 n rJ-f 1 0. t, 
1 l, nrn. 1-2 

c.. \ 1 i . , 
'''1&«10 

CD .. ", ..... 

, 

Examp 1 el. 22 Haydn, 
Symphony No. 92 in G, Il, mm. 1-2 

cLL ,.~(j. , . \ - -. 
Ad8~O 1111 .. 1.. 

V\.I Ir.:: p~.~ ~~ . -
\/1.1 

1" P~oIJ~ ........ 

~~ 
\Je... 

p 

p 
._. .-

Exampl.1.24 B •• thov.n, 
Two Sonatin~s, 
K. H. Anh. S, mm. 1-2 

1>1<12 
Moduato 

Examp le 1. 21 Haydn, 
Symphony No. 84 in E-flat, 
IV, mm. 1-2 

" i 
i fllG , ---, 

Vlnœ 
fi 

VI.I -~ , 

, 

Exarnple 1.23 Mozart, 

6 

Symphony ln D, K. 120, III, mm. 1-4 

<:. 1.\ 

v,~~~~~~~ 
~, ~~~~~~ .G / 

"'t>t ~ :r 

Exampl. 1.25 Haydn, 
SymphonyNo. 100 ln G, Il, mm. 1-2 

1 
Allor'oct. 

CD 
'Il \ !~~ffi~ 

VI 2 



Ex~plf 1.26 Haydn, 
Piano Sonata ln G, 
H.XV 1 : 40, 1 1, l'MI. 1-2 

r. • .. 
1 311 

Example 1.28 Mozart, 
Viol ln Sonata ln F, 
1<. 377, ; 1 l, IMI. 1-2 

c. i i. 
t ----------, 

TClnpo dl IIt"nu"lIo 

= -- :-:-:!':-E-';~=f 

Example 1.31 Haydn, 
String Quartet ln F, 
Op. 77/2, III, nvn. 1-2 

r-~~--' 
~, Jo 

3 Z-\ 

Examplt 1.27 Haydn, 
Piano Sonata ln D, 
H. XVl:24, Il, m. 1 

J - . 

7 

Example 1.29 Haydn, 
String Guartet ln C, 
Op. 54/2, i i, nm. 1-2 

Example 1.30 Haydn, 
Symphony No. 57 ln D, 
1 i, m. 1 

~; 't'AC; , ----,--, ,.. ,.,. , 
\ ~1 1 

Ad.IIrIO 

~I~~fff~m 

Vc. 
t () 

c. i. j 
r:- .. :' 
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[Or'lln ~ordlnl 
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Exampl. 1.32 Beethoven, 
Pian 0 Son a ta 1 n D, 
Op. 10/3, i 1 l, nvn. 1 ~4 

c... \. ~. 

~ . 
5-3 1. 1 

Mtnu~tto 

e:tr:= 



Examplf 1.33 Haydn, 
Baryton Trio ln A, 
H • XI: 86, 1 1 l, IMI. 1-2 

r k 1 i, 

EXlIT\ple 1.34 HaYdn, 
String Quutet ln D, 
Op. 1 7/6. 1 l, mm. 1 - 2 

, ç l' t 

5 ~ ~ i ~ 
Menuello 

(b> Mozu t 1 

Example 1.35 HaYdn 
Baryton TriO ln C, 

8 

H. XI: 82, 1 1 l, mm. 1- 3 
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Exarnplf 1.36 (a) Haydn, 
Piano Sonata ln C, 
H. XVI :49, Il, IMI. 1-2 

Piano Sonata ln C, 
K. 279, l, 1Ml. 11-12 

C., 1 r- - -- ------, 
Rondo 

ft: 
• C+ . t ~ .. 1.0 

Example 1.37 Mozart, P,ana Sonata in F, K. 533, l, mm. 1-4 

,. fi. '" A 

AUt'gro ~ If 1 1 

\ ~~;- --.-::-,'Pi ! 
Ifn..--:--:- - ----=::::::=:=-T=:.-~- -=---=- --~- - =-:---:.---=-- --- t---==::-----

Example 1.38 Beethoven, Bagatelle ln A-fIat, Op. 33, No. 7, mm. 1-8 



Ex ~p ,. 1.39 (a) H~ydn 1 

Str log Quarht ln G, 
Op. 33/5, 1 , !MI. 1-2 

C \ \ 
~ l''' ~ 1 
5 (., 1 ' 

Vfvacë isstL\ 

\je ~!J.lpËê ~-
Gt 1, 1:: 

EXdrnpl~ 1 .40 B~ethov~n, 

Symphony No. 1 ln C, 
Op. 21 1 1 1 1 1 rMI. 1 - 4 

C. \ \. 
1 ... ,. .. ....' 
5 ~ '1 i 

(b) Haydn, 
String Quu·ttt in F, 
Op. 50/5, i, ~. 5-8 

.-, (-~--~~"T;--'\ \ 

Example 1 .41 Beethov~n, 
PIano Sonata in A-f1at, 
Op. 26, i i , 1TtII. 1-4 

c i.\ .. ., e:p'" 
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A JI'Iru Molto e ,·Ivac. (J .• U\8) 
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E~ampli 1.42 Haydn, 
Stl'IIH} Quarttt ln D, 
Op. 76/5, IV, mm. 1-3 

, '" ,. 
C i \. 

1 8 

~ -.. ~ ::J' !~!J:C 
~b. 'l: .,; 

Exampl. 1.43 B~tthov.n, 
Piano Sonata ln F mlnor, 
Op. 2/1, IV 1 !m\. 1-3 



Ex~plt 1.44 Haydn, 
Piano Sonata ln A, 
H. XVI :26, l, mm. 1-2 

Ex~ple 1.46 Mozart, 
Piano Sonat~ ln C, 
K. 545, l, mm. 1-2 

c. ,., 
1 1 

"II~ 11;'0 

t:C:J " .. . 
Example 1.48 Beethoven, 
String Quartet ln E mlnor, 
Op. 59/2, l, !M'I. 1-4 
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Example 1.45 Beethoven, 
Piano Concerto No. 3 ln C I1\Inor, 
Op. 37, l, nvn. 1-4 

c.i.,. T'''G r--------,' , 
Allegro eon brio. 

10 

~p .• ..l ~~r~;,~~ 
Example 1.47 Haydn, 
Baryton TriO ln A, H. Xl:35, Il, mm. 1-2 

B 

c. .. \ . 
1 1 

\lIr~ru ri, 1110110 
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Exarnple 1.49 Beethoven, 
String Quartet 10 F mlnor, 
Op. 95, l, mm. t - 2 



CHAPTER TWO 

Example 2.1 Beethoven, 
P,ano Concerto No. 3 ,n C m,nor, 
Op. 37, " mm. 1-4 

Example 2.2 HaYdn, 
P,ano Sonata ,n D, 
H. XVI: 24, " m. 1 

C. \ \ TAG r- ---- \ - - - - --, 
Allegro con brio. 

c.- ' 

Example 2.3 Mozart, 
Piano Concerto, 
No. 27 ,n B-41at, 
1<' 595, 1 " mm. 1-2 

L.r!:"'''. 1> ') ,..L!' '" 4 

fo' Ir:= 
, - ~,\ r ::~. .1. -----

Example 2.6 Mozart, 
Viol ln Sonata ln C, 
K. 404, " mm. 1-2 

.. 
T C. 1. 1. ,. ..... 13 

Ada.glo ' - - 1 

~ Si> L~ ):=~: 
Example 2.4 Beethoven, 
Piano Sonata ln D, 
Op. 10/3, Il l, mm. 1-4 

Example 2.7 Mozart, 
V 1 01 1 n Son a t a 1 n F, 
K. 377, iii, mm. 1-2 

~1I. 

1 1 1 1 

Exam~le 2.5 Beethoven 
T\-'lo Sonatlnas, 
K.H. Anh S, mm. 1-2 

El( amp 1 e 2. B t10z ar t , 
Symphony ln 0, 
K. 120, '1 l, mm. 1-4 

c. i.~. 
Pr .. to -j.' .IL ~ L 

~ 

c.. .. .. ("i,) 'I 

Example 2.9 Beethoven, 
Piano Sonata ln A-fIat, 
Op. 26, ", mm. 1-2 
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Example 2.10 Haydn, 
St r 1 n 9 Ou a r te tin G, 
Op. 33/5, ,mm. 1-2 

ç 1 l, 
1 1 

VIvace 3.95:11 
li. 

i~ .. Ji ~ 

W· -; 

~: 

j,p 

" pp 
:t 

Example 2.12 Haydn, 
String Quartet ln 0 
üp. 50/6, l,mm. 1-4 

Vl. 

~c..~~§~~~. 
I~ 

:I. 

E><ample 2.14 Haydn, 
Stmphony No. 98 ln B-flat, 
1 l, mm. 1-4 

Exampl e 2.11 Haydn, 
String Quartet ln D, 
Op. 76/5, 1 v, mm. 1-2 

c i \ 
r---ï 

FII",.I'! rrt"sto 

Example 2.13 Haydn, 
Simphony No. 98 ln B-flat 
Il, mm. 1-2 

C l,' 

. -}"'.:.. 

'l~~:~~. _ .. .r--t"l ~ , 
~1V~ Je ]l'.:JS-

JO '-
F~ 'l,J. ,.~ 1.:t 

Example 2.15 Haydn, 
Symphony No. 92 ln G, 
1 1 , mm. 1-2 

VI 1 

Example 2.16 Ha/dn, Piano Sor.ah ln G, H. XVI :40, Il, mm. 1-4 
C i .----, 

" ~ 1--3 
~ 

---~> S···_·_--, 

_. ----------------

12 



13 

Example 2.17 Beethoven, String Quar'tet ln F mlnor, Op. 9~, l, mm. 1-5 . . 

Examplt> 2.18 Haydn, Plana Sonata ln D, H. XVI:24, l, mm. 1-4 

Ex amp le 2.19 Beethoven. Piano Concerto No. 3 ln C mlnor', Op. 37, l, 
c. , , mm. 1-8 

,---------- -1 .-------- '/. 
Allegro con brIo. 

Examp1e 2.20 Beethoven, String Quartet ln E mlnor, Op. 59/2, l, mm. 1-8 

vI \ 

III 1 
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.. 

IIIIT"'O. 
r----ï 
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Example 2.21 Beethoven, 
Bagatelle InA-fIat, 
Op. 33. No. 7, mm. 4-8 

. . 
~--~~~'~I~. __ ----, r----~y~.--------~ 

3 ........ ~ -
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Example 2.22 Haydn, 
Symphony No. 100 ln G, 
1 l, nvn. 1-4 

E~~mple 2.23 (a) Haydn, 
String Quartet ln D, 
Op. 76/5, 1 v, mm. 1-6 

C.I 1. 

VI \ 

Example 2.24 Haydn, 
Baryton Trio ln A, 
H. ;( 1 : 35 , 1 l, mm. 1-3 

V1oUno 1 

V1ollno 0 

VIola 

VloJo nc8Un 

14 

.(üt!lreUo ~ 1 • ,....--....-- --- ------, 

p 

p 

-p- - -= - -__ -:--::: ~~~-g _J-~~ 
:l. \ ,%,,) ~ 

<b) HaYdn, 
Symphony No. 84 ln E-flat, 
1 v, mm. 288-292 

c",'bt: TT 1'\ 

Example 2.25 
( a) 

t1ozart, Piano Sonata ln F, K. 533, 1,001. 1-4 
(b) 



EXimple 2.26 (a) Mozart, Piano Sonata ln C, K. 279, I, mm. 1-5 

,.i.i. '1. 

v\. 1 

Example 2.27 Mozart, 
Syrnphon y No. 4 in 0, ~ t 
K. 19, 1 1 l, nrn. 1-4 

E)( a.mp 1. 2. 28 Hour t , c. • 1 1. 

Diutrt Imfnto ln F, --\'" 5" 

K. 522 , l, mr... 1-7 '1\ \ ~~fv~fi~~~~_3_§_ ~"~~~~~~~ 

'1. 

/ 



... 
16 

Examplf 2.29 Haydn, String QUiu'ht ln F, Op. 013.74/2, III, n'In. 1-7 

, ,.,. 
fl Trio. z 

VI., 
~. 

'" -; 
-

}J 

-

~ --
1" 

Ex amp le 2.30 Haydn, 
Piano Sonata ln C, 
H. XVI: 1, III, 1TII1\. 1-3 

Ex.mplt 2.32 Haydn, 
String Guartet ln G, 
Op. 33/5, I, mm. 1-5 

~ 

-

r--------~/~.-----------~\ ~ 
~-::-.... -----. -~~~! -
IJ 

~~. .---.~ --'-

=-- -= t:=.: 
- ~ .. ~ .. --!---. 

===- -- ==-- t=:== - - - c-, 

- • • .- -~ ... 

c. , . ~ 1 

~t 
C~r : B 1:. 

r--------, 

c , ; . .I.",,~O Ctr - {3 ~ 
1 \ r--

Vivace ~SS~1 

vc 



.. 

Exampl. 2.33 HaYdn, 
Baryton Trio ln C, 
H.XJ:82,lil,rnm.l·-6 

Exampl. 2.3~ Haydn, 
Symphony No. 17 in F, 
1 l , n'1ft. 1-4 

VI 1 

Il,.. 

F -; 

Examplt 2.34 Mozart, 
Viol 1 n Son a ta 1 n F, 
K. 377, 1 1 l, mm. 1-4 

c.. '.\. Ci r, 

17 



J8 

• 
Examplt 2.36 HaYdn, String Quartet ln F, Op. 77/2, III, nn. 1-22 

,:,o",,-r'NVAT,OIV 
"/-

'1 
r 

~ ... 
IJ\I 

-...;...- -........- ...., 
~..-

~ . 
:3 ). 

\J", 

p 

. " "-"1-- ---7-~ 
r;-------, 
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EXillpl.2.37 HaYdn, F-iano Sonata in G, H. XVI:40, il, /TVn. 1-24 

H 

.II ŒQ 
~co",~€~V€N'T" 

" ft .. 

" 



20 

ElC~ph 2.38 HaYdn, SymphonyNo. 57 ln D, 1 i , IMI. 1-12 

.sMI\~L. l'ART r 
,,11''''1~'1 

,. t 

-:- - - -- - ~- --- -~ J2i= ~ ~ 
- (~~ 1: - ":'i~~:i 

'-/'I\C] 

Example 2.39 Haydn, String Quarttt ln D, Op. 17/6, Il, M. 1-12 

Menuet.t.o c. 1 ; 

..... ~ ' .. ,;;--,. (~ -= JL ... J ... -----.- ~-
'41 \ 

1~.L f - - - - -
VI 2. 

1-1 

[Il ~ / r. 
~-

f 
~- c...: 

" 
-: 

/1:. ::r -
? 

" J'l ,. 
.. - '2. 

[W
A

• ~ JI ---., --.. 
1 __ . ,. JI ~ .. • .--" ~ .~ 

-+ ~ - =-~ 
JI 

T-~-- ~- +--+ ~-:-=t::=: 

" ~ 
._- ~ _'- l:::Jt:: :-.=-;t-= 



,.,. 

Example 2.40 Mozart, Symphony ln D, K. 120, III, mm. 1-16 

r 
__ ..;.,,~,..!..i!.!., i.!,.. __ 

Pr-' &0 T' --, 

10-, • '" ~ ~ "~"lJ' -~. VI 1 

VI l 

"Co e8 

l ,~. fi 

1 li. In==!== -
~iT ;r .. 
I~f -
~ / 

c.ol'i)t~\,ICI""T 
r-'---

"'\ f fi. 1" 

~~~ 
l:atI . ., j 

t-" 

-

-

I~ ~ t 
rt-

-
[~l~ --

1,..00' 
--~ 

-

~ t. ~ 

~ 't. ~ 

IJa
r .,.. A 

- ~ 

1...."'" 

s. A ~ ",-

- .,.. "~A 

• 
-... 

-- ---
" . " .> 'i S ~ I~; . 

13 _ .,.. t! ~. _-, 1 

.. . .- 11& _ 
.L 

----
- -- ........ ~ 

Example 2.41 
(a) mm. 1-2 

t1ozart, Piano Sonata ln C, K. 330, Il, 

(b) nm. 19-20 

,., 
Î 
i~ 

--

• 



l 

Example 2.42 HaYdn, Symphony No. 84 ln E-flat, IV, nvTI. 1-8 

Example 2.43 t1ozart, Piano Concerto No. 27 ln B-flat, K. 595, Il, 

mm. 1-8 

Lallt".". 

Example 2.44 Mozart, Piano Sonata ln D, K. 576, Il, (a) mm. 13-16 

c..ON!Ô é ~VItpJ'T 

22 

r---- C. 1... _ (.-4. ~ 1'A G ' (~~ ) ~ 1 

'et=J:Sa4::!;~~ 
'-. - ---- -A~ 

____ i~~ 

(b> mm. 1-2 ~~ .. ~~ .. 

, =-==---, 

~':l:::::j~--====-==--:::-1:-_-~ 



Eump h 2. "5 Haydn, 
Symphony No. 92 ln G, li 

&..1 ...... 
oIA .. ::!!' 

< a) VII 
... 

( b> 

1: p -...;; .'0:" "''';;;' ... -....... !M. 1-2 rMI. 27-28 

1,112 .... p~ .. ~' .-.J 

lia - ~~ 
IJC. 

p 
B :=-_. -fi --

CI" tAlA , ,l.nJ. 

Ve. 

B 

Example 2.46 Haydn, 
String Quartet ln G , ." . Vivace :1'3<;:1.1 

- ~-~ 
Op. 33/5, I, 

mm. 1-32 

!".L 
~<L 
., 

..... 

1(\\ 
VA .. JJ~ r.J " cO 

vil 
fi] p~ -ri ,or. ./'-

.,):;. 

i'JI ,,,,. f
nï1 

\Je.. 
"- PJI 

'~ I~I'" 

- 1 1o, , ~ . 
- -il -:~ ~. - ,...~ 

.IY-.-.-, .L 

-. .I~ • .. -.. CT 

~~ 

/~ 1 

0' 10 ~-, ~j [@ 

.. 

23 

'\. ~ l o 
...-.::,.. 
~. -- ~ :=:::=-:::::: -- - --

~ ~ -
- -~~~ 

-- VI 

jI. ~ l. --- • F-E-;;Û 
,~ . =-V:(ft 'fi! ._7..._ 

.....-- --f-.-nlli ........ u .... T~ 

ho --
.~ 1 WJ; 

....;...;;;; 

• 

• 

~~~/~~~~~~~~~~ 
:II, II~ ~, ~ 

(r .Ac.) 



Example 2.47 Haydn, Baryton Trto tn A, H. Xl:86, ttt, mm. 1-10 

Example 2.48 
(a) mm. 1,,2 

, 
Alltire~ 

~ r- p "' \ 
IJ\ '1 

'1-
--. 

'Je. 

-

, 

Haydn, Symphony No.IOO tn G, 
(b) mm. 6-8 

JI.Jo .--.. , ".-...-
\1".- ~ 

t" 1 ......-... -~ 
J4 ~ 

-

r 

(cJ mm. 34 -36 

Example 2.49 Mozart, Vlolto Sonata tn F, K. 377, ttt, mm. 1-8 

C. Q N " çv t; 1" r 

24 
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Exarnple 2.50 Haydn, Piano Sonata .n C, H. XVI:49, '1, mm. 1-33 

E)(arnple 2.5J Haydn, Symphony No. 84, in E-fht, iv, 
(a) mm. 1-2 (b) mm. 13-16 

. , 
c..,. \ • 

Vi~.ee 
,3 CD 

~\ 1 -~z ,,-

.,. ;' - 15_ 1 

!: ri .. 1 -
fi ..... 

I}~ 
I(~ -- -" - - ,~ 

I/e. 
e 8 - --

" * 

~ .. ~ 'l 1;1 ~ ~ 
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.. 
EXilflplt 2.52 Moud. Piano Sonat~ ln C. K. 279, li, 

(b) mm. 9-12 

( a) mm. 1 -4 VI 1 

(b) mm. 11-16 



Exampl@ 2.54 Beethoven, Sonata ln A-flat, Op. 26, Il, mm. 1-8 

1 " 0"1:>[1. 

Example 2.55 Haydn, Baryton TrIo ln C, H. xl:82, ,", mm. 1-10 

"-~" 
, c. . 1. \, et/! t.. \ ;. • D .. II\ 

~E:'\UET ' r-;- \ r \ ~ 

Illn i~'fc(~atcliu~ 
Vo. mt~fit=rJ~iFr;t~ _.c-u10fr:!J;tfj-]u~nfj!] 
~ ?]-rr:EliilrjBfi~x~t):i~J-:f~f-f{~~~{f!] 

3 Jo..! ~ ~ 
Ifl ~"\ '1.. 

\!M._\ . 

27 

Example 2.56 Beethoven, StrIng Quartet ln F mlnor, Op. 95, l, mm. 15-18 



28 

Exampl e 2.57 Beethoven, Symphony No. 1 ln C, Op. 21, III, IMI. 1-8 

c" 1 1 
, 1 

AlI~~ru !Iloltu f "Ivace (.I..tf)e) 

~Q. 
/ 

!Je.. 
t e / 

Gt \1~'\ ~ 
(TI 

Example 2.58 Bei?thove-n, Piano Sona.ta No. 21 ln C, Op. 53, l, mm. 10-13 

Exampl e 2.59 Haydn, Ba.ryton Trio ln A, XI:35, Il, mm. 1-6 



Examplt 2.60 MOZl.I"t, Piano Sonata ln F, K. 5J3, l, IMI. 1-36 

® 
l 

Il 

Il 

,--
-

c ,. ,. T l'IG '/. t----=-----,-' ,----:....:....---

• ~ ~ 
-

(1) . 
-;:::;:;;... 

'" 

-­~---- -

~ .:;' 

~ ... J! • ~ 

~ 

-
" 

...:.:::..: •• J! 

29 
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Exa.mple 2.61 Beethoven, String Quartet ln E mlnor, Op. 59/2, l, nvn. 1-23 

\"t'~r". 

10 

,---

G\::~(t 1 î ~·1 ~ 1. 

Example 2.62 Mozart, Piano Sonata ln C, K. 545, l, nvn. 1-13 
c. ., . i . 



31 

EXiI1Ipl.2.63 Haydn, String Quarht ln D, Op. 76/5, IV, nn.l-J7 

f f.1~,,,, 1"IIE"4f~ 
r-------

VI 1 
;;t'" e e ~~ If ~ !ft.!ft. ,~ 7 ~î ra r.r- ~ r 

A . 
~ ::.r. 

r;-r-- /. " -. 
.__J. -...- t:.-:. 

) -
~ _L_ ............ 

./ 
\le.. 

c " 1,.. ~ - L ,. j 

10 ----, 

~-,~ .:. ,. --- ,~-- I~ ,of c- I. e ~ & 
~. 

I,! .. '. -'-

'" "- .:. 

.- --. -- J 

, - _ .. -- r~ 

Example 2.64 Beethoven, Bagatelle ln A-fIat, Op. 33, No. 7, mm. J-8 

Ptt.o \ ----, 
~ .~~~~ A ~ -

C? :Il 
_c, ,l, ,bfpl 

, ____ 1. ___ , 

...... 

1" " l'P 1 

-*.-~ -~-

" 



CHAPTER THREE 

Example 3.1 HaYdn, Piano Sonata ln C, H. XVI:I, III, Mlnu~t, !MI. 1-20 
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Examp 1 e 3.2 Haydn, String Quartet in F, Op. 74/2, III, Trio, mm. 42-67 

~ Trio.~"l. ~5 f/>-::--"'" ---- .r •• t::!! 

~ ~ JI --~ ......, 
VI 1 

VIL ... ; ...;;; ~~ 
~. r--=;:= 
~-

f-<LJ J'1 ",~ }J ---==-- ===-
-

! • .; " - --
Ve.. 

Lf~.il ~~. ::-... 0 <;, 531 B .,___. .~ 

.... 
i~ 1 P 

_.il 

~~_. ----'" f 
,. -~ 

---- l, Il 

yJ~TI /: ~~7 - p 

'Ill ~ .. :." ~ e-_ ••. __ o. ~~<;'1_~ .0 ........ - ... _ 

~. 1",' 

el .. W • • 3 ~ 

":1 

"\ " .. 
.' ~O,. /1. ,.(JO ' 

'.1 t'1 ~~ fi'. ---- ,~ .s- r '" .7 

-r-;r--
t'1 

- - - - -- _. ',11 .5 "" /: ~. -TIf'. tT 

~~~" . ....-/ .. ... '" ~ /: 

~J ----- v .1: --- ?J. d. 1-
. ~ .. 
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Examp 1 e 3.3 Haydn, Baryton TrIo ln C, H. XI:82, l, MlnlJet, mm. 1-28 



.... 

.-

Examplt 3.4 Mozart, Cassation ln D, I<V. 100 (62a), III, 

Mlnuet, mm. 1-24 

... 'i - .. - -..., 
~::' 

01 Ip --...... Ip P 
-...... 

A .. 1 

1'" 

'" l, "--4-~ ~ " l, ~"' -; "' '* ff- riT:; .. ,.- -.-

- , 
.. !' 

~ - -
~. 

P 

, 1 

~ 
.~;y 

CI-= c_ 

,. 
1 lA' ~.\ " '1. 1 

11. 
Jt -;-. \jT:- • Ji . '" e ~ ~~.e _-. ! '" r--;: - 1 ;:'\ • - -

~. 1 
tp I~ -~ I.L-_ 

01 1 - '- 1 1 Ip - -"' 1 
1 1 1 1; 

. 
- -..-- -

t 

• • l' • • - .- t_ •• •• 
"\ r " Ip 

35 



.. 
Example 3.5 Beethoven, Piano Sonata ln A-fIat, Op.26, Il, 

Scherzo, mm. 1-16 and 42-67 

36 

s ~.'. ',../' 



.. 

, 37 

Examplt 3.6 Haydn, String Quarht ln D, Op. 17/6, Il, MinuIt, mm. 1-22 

Co , • 

v~I~~~~~~~~~~~~~~ 
.Je.. 

rA~' JI ,'.---­, 
"" J\ ~ ~ 

, Il ~ 3 

I~~ 7 

., 
f 

;"A Il 

...,~ p 

, 

" Ji 
-

)J .... 
" 11 

.~~ 1-

.-

f 

./ 

'. s 

-

• 1 

f 

f 

.. 
Al 

-'-..3 1:-

-

~-.. .. 
:-----

~~~ ~ t ~l' J!_ 

,. .:---

---- -~: -~ ~-
,/ 

- ~ 

-

~~2'l.! 

.......... 

, 

.. 



Example 3.7 Haydn, Baryton TriO ln A, H. Xl :86, III, 

t11nuet, mm. 1-15 and 26-28 

38 



Examp1e 3.8 

, 
1 

10/3, III, t ln 0, Op. Piano Sona a Bn thoutn, 1-54 
Mlnu.t, mm. 

39 
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E)(ample 3.9 HaYdn, Baryton Trio ln A, H. Xl:35, Il, IMI. 1-23 and 36-47 

,.......-r-, • - -- -! t t " , ~ - 1 - ~ --\ ~. 
: j , 1 l ~!! .. ,~ r.f"". ! tIf " "' ... -";,, J ~ ". ; " i .... _ fi ~ \..D t.J. It.......:..,; ~ A .. _ ~ 

1 _______________ ... :_~:: 1 

')t:rF')l,.e,!; 

!~ 
t. 

r 
ln 

-:.. \ 1 

If ," • '1 : r~-" ; .-!..:..! 

1 : 
1.:1 " -- ~--' 

/fI 
fi 

1 

1 



Ex amp 1 e 3.10 
Haydn, 
String Trio 
No. 1 Sin D, 
H. 1-N:15, III 

41 



CHAPTER FOUR 

Example 4.1 
(a) mm. 1-2 

Haydn, Symphooy No. 98 ,n B-i 1 a t, ", 
':b) mm. 8-10 

vOAL,. 

1 or PI G 
ŒJ ~ ,vI 1 

~ ~-i: ·=~~~4~_!~_U:t!!_AlJ.s )=J'f n-, ~' 1 1 
-, - . I-=_l---~t- 0 -- Jo. - --- r ----- - Ji) Ji' 1 

F:.-~--O-_~-:-;:--r-~r-~---l:---c_ --J---::- J 1 t 1 

_ _ ;,_~:- -.: '~'-=~ J ~1 f-=-- 0- _j-:-:~ - -.[ -= -~~ - 1 f _ 1 l i 

(c) mm. 49-50 
~~c:.911" 'r U 1.. ~-r ,<:> '" 

(d) mm. 56-58 

~ i i. 

Example 4.2 Mozart, Piano Sonata ln C, K. 545, 1 

, 1.1 • 
\ 

(a) mm. 1-2 

ê5::~J== .. J1. - - __ - -. -.-

(b) mm. 41-43 



1 ... 

Examp 1. 4.3 
(a) IMI. 1-2 

Haydn, P,ano Sonata ,n G, H. XVJ:40, Il, 

(b) mm. 53-54 

C. \ , 
- -----, 

ExafTlple 4.4 Mozart, Symphony No. 4 ,n D, K. 19, '" 
(a) 1Ml. 1-8 

(b) 51-56 

VI 1 

VI l 

'>Je. 
e () 

"",.rrllt. 
-----~ 

r-

-eT ......... -... 1- - • , 
'h 

-fil ...... . -, .. 
I.~II -

, ,-- --

-'- ~ ..... 
-~ 

1'"' - .~~ 
'~:J- '~;:J 

1· -
•• .... ...... .... --
. - -
~ ......, 

43 

~~ •• !-:-:.. :1'> 
Ira-

~ .--- --9-

- --



Exilftpl. 4.5 HaYdn, Piano Sonata ln C-sharp mlnor, H. XVl:36, Il 

(a) /MI. 1-2 (b) nvn. 35-36 

SCHERZANDO 

le=:: 
(c) Hoz ar t , 
Piano Sonata ln G, 
K. 283 t l, mm. 8-10 

44 



Ex~pl, 4.6 Mozart, PI~r.O ~onltl ln C, K. 279, i 
( l) l'MI. 1 - 12. 

.. 
c.A~f""llll4. 
rR (1 fi .. ! 

45 

Co \ \, 1 l '1. 

~i:::~:::;·-~~-:-.~--4~=-' 
Cf: l:~ ".1. ~ ~ 

(b) l'MI. 58-63 

,.:€C AP'"T\H.Ai loN 

• 



Examplt 4.7 HaYdn, String Quarht ln F, Op. 77/2, III 

(a) mm. 13-22 

\Je 

(b) mm. 54-59 

(c) mm. 88-93 

~#4--==~. 

46 

. ~-m 

""11EE:=:-~--=====::=:= ~=-:::---. -=--==-~:::==-_::==- f=.::.":--':'.::--=-- ~:-- .:. 

---=---===~ .-===-.~-=-~~-~:::.=.:_~':-::~~ .. ~:-.. -



" 

Ex~p 1. 4. e 
(i) IMI. 1-16 

Hiydn, Symphony No. 84 ln E-+1it, IV 

Vil 

vil 

PART l 
Vince 

riIl 
" 

, ....,...., -
. 

Co. l ,. 

~ 1: , ~~ lA ,. 
... ,._ .. -

" 
, 

t-O--L---. ~ ....... -'-, r-=-~ 
~ ,. 
~ 

"\~~ .~.4- c_ -

tE] 

.. .. 

-
.-

/ 

-
.... 
~ , 

(b) mm. 219-37 
('/ ., / 

/ 

r , "'---

~ 

lZ --: r-
-~ r-· 

f· 
, 

~ ~.L-

Ï'-->-~. 

47 

, --
--" 

-; ~T 

--. ~. 
-11--

-10'-'-'-

... ; 1 
f~ 

i ............. 

l~i 
Il , ...- - -... ~ .. ...--

rp 

loi rp -- ""--

~ - - ~ 

rp -
~ ,;-- ~ L.tr ti Vlo .-- r-. . .. 

~ .- -

tu"- -.'t :t 4J Itr~~ ~3~ 
,.-----:: 1 

llirl. . _.-
• l'~;:; r.. "It ... ,_ .... 

-- -
f· ,. 1'_-- -- ---=- - ...-

PF:.-C~:=-~~ -

.?==tt. p- ,. 
1 ~ 

- -~ _.-ha. ~ -. 
/. ,. 

f ~ 
I~- _.-~...-- ~ 1-_ l.__..jO ..... ~ .. ---- • ~ 

- .-,. ,. 
1 

Lf8q 

~ 

~ 

TIt", 

-

.. 

. 
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Examplt 4.9 Mourt, 
Piano Sonata ln C, 
K. 545, 1 

(a) mm. 1-2 

<b) IMI. 66-73 

® tt-

.. 

G.I i. 
1 î 

Examplt 4.10 Befthoven, Piano Sonata ln F mlnor, Op. 2/1, IV 

(a) mm. 1-3 

,~.U .. lmo 

p 

(b) mm. 165-69 

II' 
1 

C.i,;, .. 
.1 

'1. 

' .. 
1 

~ï.,.J1 ';" 

, 
l1ID 

48 
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49 

EXAmpl.4.11 Hiydn, Plino SonAtA ln C-shAr~ mlnor, H. XV] :36, 1 l, 
(i) mm. 1-2 <b) 82-84 

(c) mm. 168-83 



", 
50 

Examplt 4.13 Buthovtn, Syrnphony No. 1 ln C, Op. 21, III 

( a) mm. 1 - 2 ( b) nm. 51 - 58 

C, i ;. 
, 1 

A lIe~"" 1I\0lto • \' lvau (J, ,t4'Ie) 

" c, i . i .. 

Example 4.14 Hiydn, Symphony No. 92 ln G, 1 ( 

(a) IMI. 1-2 (b) 27-28 

VIoUao 1 

VIola 

~olooceUo 

(c) mm. 97-99 

cp 
~.JL.tl ~ --"~ n r: ... III' - -Ou 
101 

1 ,.. 

2.a 

~.a ... ~ 
VII 

'~ ... JfI 
• 

Vl.D 
rOI ~ '-=. ,. 

lP -~ 

" pp 



~ S 1 

l 
Exampl. 4.15 Haydn, Piano Sonati ln C, H. XVI:48, 1 l, mm. 227-33 

Example 4.16 
Beethoven, 
Piano Sonata ln C, 
Op. 53, l, 

mm. 233-36 

( a) mm. 15-22 

(b) mm. 117-29 111 

1 fi 

f-IH u~ 
\ l ,,' 

S 
• '" '1 111. 



Examplr 4.18 Haydn, Piano Sonata ln C, H. XVl:48, Il 

(a) mm. 1-2 (b) mm. 248-51 

Example 4.19 Beethoven, 
Piano Sonata ln C, AII,.ro ton brio ci. , . 
Op. 53, 1 

(a) IM'I. 1-3 

(b) mm. 39-42 

(c) mm. 288-95 

r 
I. 

[f-" c.} 

52 

------



Exarnplf 4.20 Haydn, 
5ymphony No. 84 ln E-flat, IV 

VI.I '. 
(a) rMl. 1-2 

r: 
fT 

<b) mm. 271-92 

.. 

C. 1.1. "l' ...... 
Jr--""':':--:":''':''':''''--'' h " 

VIT_ '.' A m 5'i)~ .-.f' 

, - "-
,-

, 
,..-.-

C L-O,s , tJ Ci 

r IGufli ~ \ ,,. ) 

~':J3-

-

c..-....O~ 1"'; Cr 
flç.\I~~ 411.. 
1 .... ? 

s- ".., 

(\..0 .. ,,,,6 
Ç"\ (i-oJtt. uS" 

1 



54 
Examplt 4.21 Haydn, Symphony No. 92 ln G, Il 

(a) mm. 1-2 

VloUDo 1 

V1oUno 0 

\'101& 

~olooceUo 

.' ~. i ; U 

f , • 

Î & 
--- T , ,1 

, , 1 (b) mm. 107-11 



Examp 1. 4.22 Haydn 1 

Piano Sonata ln G, 
H. XV 1 : 39 l ' 

(a) mm. 1-2 

(b) mm. 

Eump 1. 4.23 Haydn 1 

Piano Sonata ln C, 
H. XVI :48, Il 

(a) mm. 1-2 

(b) mm. 255-63 

S5 

All.e" eoa Wto l> N 2 

f!:;:]::I::: 

. . 



E)(~mpl. 4.24 Mozart, Symphony No. 4 ln D, K. 19, III 

(a) mm. 1-3 (b) IMI. 100-06 

,1 C. , 1-

rr"" 

E~ample 4.25 Beethoven, 
S ym ph 0 n Y No. lIn C, 
Op. 21, 1 Il, mm. 76-79 

Ex amp 1 e 4.26 Beethoven, Piano Sonata ln F mlnor, Op. 2/1, IV 

(a) mm. 1-3 

(b) mm. 189-96 

56 
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1/1, 

» 

Ex ~p 1. 4. 27 H~ydn , 
PI~no Sonclh ln A, 
H. XVI:26, 1 

Allegro moderato /' .. Al'= 

Example 4.28 
(a) mm. 1-2 

Co \. \. 

Ex amp le 4. 29 
(a) m. 1 

HaYdn, String Quarht ln G, Op. 33/5, 1 

(b) mm. 297-305 

./ ". __ ft/&. 
### #> .# ... Yl'. 

-

I.'~ ... ~ .~ I:nF: 

~~ 
-

l~ .. 41~ 

1 - 1 
• ,...,.1'/01" 

Haydn, Symphony No. 57 1 n D,II 
<b) M. 65-68 

--

-.2°\ 
-

~ 
:..:i.el:::=-: 

1'~ 
pp 

_JI 

4U=-J'=-===-- U--i;l.-~_ ~~~ 
~-E~=î __ --=-== _._=..~ -

.. 'T'WIN" 

1c.~ 

~ 
~- -

~-=- =----
1 .. .:.....,;.....-

~ 

51 

J,c;; 

.~-h-



Example 4.30 
(a) mm. 1-2 

HaYdn, Sympnony No. 3S ln B-41at, IV 
(b) IM\. 139-41 

s :r. 
Fln';ïe 

Pruto 
I~ 

Ex amp 1 e 4.31 
(a) mm. 1-2 

",.. 
, ... 0.0 

HaYdn, String Quartet ln G, Op. 1715, 1 
(b) l'MI. 128-135 

S8 

iliV.rJ -- - - --, 

F,ft, 

-~----- - ~----------------



, .. 

Eumpl. 4.32 H<1ydn, String Quuttt ln D, Op. 50/6, 1 

(a) /MI. 1-6 

(b) rMI. 54-60 

(c ) mm. 112-17 

59 
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Exampl. 4.32 contlnu.d, H~)'dn, String Qu~rht ln 0, Op. 50/6, 1 

~J.':'~ 
< d) mm. 138-49 .. ~.o 

F',,'II~L. 
c:.i'l1. t;.,..,t. t:. 

(.) mm. 155-64 
Col)1\ 
c Al>t ~c:" 

- ==-.::..-=- =_-:.=..-- --= -:::-= --=--::.:.. -=--
-- _IIJL -=_-= __ -___ - -::-

p --=: / 



EXilTIpl. 4.33 
Haydn, 
String Quarht 
Op. 33/5, 1 

(b) mm. 177-86 

( c) mm. 20 - 28 

( d) mm. 201-12 

ŒJ 
----~ 

VI \ 

t n G, H 1. 

• 

'11""~ '1 1. ,------, 
VIvace assaI 

r"A. vi ~ 

re; p;;4 • 
l'I' 

}J" 

E tJ~ 0 ~ 'b e 11& ~ 1.'(',. t ~ 
11'1 

1'11\ I/J T .. l. "" i. ':f 6J 
1 "'l 

/"'Iiii"o ~~ ~' 

1':" I.l =.. 
,,,~c V- '--' ~. --, .. " fm; -- -

--- .. 1 

110 

> 
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Examplf 4.33 contlnu.d, Haydn, StrIng QUilrht ln G, Op. 33/5, 1 

(,) mm. 62-70 

(f) mm. 281-305 

l 

A 

5------- ; " :; 
~~I. ,..~;~ ~~~ t: ~ttt. ~~~~ 

- - - --
1\. .. - ~~~~ 

---~ 
1" 

A .. -:-. =---
__ AIA __ 1111 

.##. 1 .... 1.~ 

" "'II - ,. - -
JI I.-;! I~ 
~ 

l 1" 1 

~)A" _lIa~;~.;--~ •• 'a~~ 
, .,. 1 

b{ 1 ) 1 r.;-------' 

I~ .. . -- --A • 
,,~ "--.../ 

'-*CJ-. --~ 

l'' ... ~ ~ .lA 
~ ~ 

-
~ ·-3_ -l:3 

•• ,.~ 
"p 

f-=-==j -- , ....... ::3:' 

" 1 
.. , pp ~ 
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(aJ mm. 1-8 

VII 

e- , ~b 

(b) mm. 68-70 

(c) mm. 138-44 

c. .. : HfI,lI 'f"~f"t. (!.:r 

\ 

;) 3 

" 
-- ~ - ______ 1 " S-t1I:cPlSVh( u .. C.fb V,.'"f 

L-:r,ÛSf-;::"~":'-;)"'" ~H~f\-tf- c-c-

m\ c.. , , 
.~I _ _ -----~.r: ~ #, I~" - I~ ---- i~ ....... 1111:1l'f=5: ~. lU f -f" _ 'f -! i:-~-;: ~- .-'- • i ~ 

~;~.~ U--:-- I~ - -,.-r-;;; :Ir ~ ~' 
_::J_f::±'~~,,'"'1 

--
.JJ'._ ___,.-- f! - fi· t! l .. 
~ 

~ 
_.~~ -- :- rJ'_ --..;:-

~ _.r. 1;."--
# 

t - ~ .. 
1'1' 

~ 
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EXiJ'IIpl. 4.34 contlnu.d. euthov.n, String Quarht ln E mlnor, 
Op. 59/2, 1 

(d) !MI. 1-5 

L_---_ 

. (e) mm. 202-05 
l 

JlI. ~ïr'e- ./' 

FI NtI\. CJ'\") E"NC' 

(1) mm. 251-56 

CLos.,ver St>C.Tl .. 1'1 

r-________ ~5~H~~~i~ 
• , 1 
1 1 1 

~r,s 

,. 



ôS 

Exampl.4.35 Hlydn, String Quut.t ln D, Op. 76/5, III, 

(1) mm. 1-17 C. \ \ ~ 'I.1'i '1"0 '2 
r~-=------ --------~ 

Fllla le r"f'sto 

:"'41.J~~-:. ~ ~. e ~~~.It. ,~ ~t. .... 

~7 .. , 
1\ .' 

'L! ~-H- ri 

• - "j~ --
" ~ -

~ __ ~'-- .-L ,,_ - ~~-

~~.-T=..r- ~:-:-I-:' -- -- --*-p~ ~-::~P:2:r,..:1- :.1.::::!'1.: __ .-
/ 

'0 -
.,1. ........ 11 - ~&~ . .i tlJL ~ .·r~ - ) 

t.c. 

~ .. ~- -#-- -

". 
. I--=+:.~~ - ~ .. 
tJ f 

- .~ 

~ 

f. 
-h-~~ ..- ---- ----;-- - -- -- .. f 

<bl mm. 188-97 

•• . \ ... 
~ ~ ~ ~ ~ J' 1~ 

i~. - .. ~ fi, AJ tif I~ /1. ~ 1. 

,..,-". ~ .... .,,~.. eo8 ~~.~. _,,~.. .f. • 
l' f 

J/I.. ... - .;. ..;, ...... ....L ..;, ...... ..;, ~-

f 1- ,. (1 lA lA 
--== ---

~... .... ..... .~. 

- -... 
/ 



Example 4.35 contlnued. HaYdn, String Quartet ln D, Op. 76/5, IV 

(c) mm. 238-46 

(d) mm. 10-12 

(e) 11111. 27t-91 



Ex amp 1 f 1\.36 
Bee thoven , 
Str In9 Quartft 
1 n Fmi nor , 
Op. 95, 

(a) mm. 1-21 

<b) 1Trn. 80-88 

, (,.. 1., 

07 
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Exampl. 4.36 contlnufd. B.fthoven, Stl"lng QUil"tet ln F mlno!", Op. 95,1 
(c) ""n. 119-27 

(d) mm. 136-38 
r.;.-....... -~ .. ~. 1 

...- ~ 11H~ ~~ ~~ 3'1 
~ ,~ 

• ~., ~ ft( ~d'..?I7 ~~ , ~--, 
~ -~ ". f" '1' ~~ . :.-. dl. 

-- (' "- " ~ ~ g-r.-+.-::" f' 

~ -*" .. ~ *" :/' g"-.-t*' '. - ~ 
~ . -.. ~ r ~; .. ':' ':' ., .fT 

(e) mm. 145-51 

;-------....., 



Exampl€' 4.37 Haydn, Symphon>' No. 57 1 n D,II 

<al mm. 1-12 

TuHI 

O:b> rrlfTl. 13-14 
V"f:t.\(\,.,~,J l 

ff3l 
~N"I"n 

<dl mm. 35-38 

~- -== t---:: -r- .. 
-jt 

PA R,. ::rr 
l'lit 

~t~~;' 

''i' _" .JI J'. .. 

. ~-::=~~::-c~-=----J=~J-CO-. 1 .. If • V JI.. .. 

~ = J; t •• ~ .. ~ ~ • • BI 
M: !!..~~ 

l,tH 

Jl;});; 
l'lU 

Jl"~~'; 

':C) mm. 25-26 

t-:~~-- ~ ~~-)E.-~~V~~~ ~=t- ~·~·5~-' 1-. -~-- -~ -:' tJ -~y~ --=-f·-=:-r~~~ 



r 

Examplf 4.37 contlnued. Ha;tdn, S,vlTlphony No. 57 ln D, Il 

( e) mm. 51 -53 

0: f) mm. 60 -,!,8 

@il 

• p ,- fi 
!~~~~ 

r ~ ,t'~-4-
.-i-.Qif lit-

-~ 

Ji:=:- .- ----
lGJ- ~#--::;:--r-- _.::=::.. 

.. 

·Gr rr;:.--=-~ ---

~-;.'''~,:, 1 '1 , ~ p~" -~ - '--
. - _T~-=C~ 

~o~ -= ~ plU 

-
~ ~T~' .. -
~ " p~- -~--

- - --- ":' -n: l'lu 

:*~f=' 
-

- -= -#-

1. "(" -r 1 

c..<:>~" Œ~c\ 
c.~~ f "'c.~ 

70 
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Exiltpl. 4.39 Bnth04J.n, Baglhll. In A-fht, Op. 33, No. 7 

A S[CTICN 1 SECTICN 2 
Phruf 1.1 Ptlrue 1.2 
\l'~-- .1\ i,r -- 1 U 

1 8 9 20 21 36 
1------lJ-1 IV-----V-I I-----V-I 

8 St:CTICN 1 SECTICN 2 
Phrisf 1.1 1.1 Vii'lfd Phrast 1.2 1.2 varted 
1 

,.----, ,----, 1-------, r----, 
37 44 45 52 S3 64 65 76 77 92 

C SECTICN 1 
Phrase 1.1 1.1 vUlfd Phrase 1.2 1.2 uaJ'lfd 
1 r- I ,----, r 1 
93 100 101 108 109 120 121 132 

0 St:CTICN 1 ClOSING SECTlCN 
Phrase 1.1 =} Phrase 1.2 1.2 IJUlfd 1.2varlfd 

-----~ r----I ! - --------, 
1 

133 137 140 141 150 ISO IS6 
1 --------------------V-l I------V-l I-~---------I 

(a) Part A: IMI. 1-26 

r---:c.",-,--' -"'---., r-----'~ - ... -, 
-.lLJ. Pn:no - _C~_~ ËÉt~ -. ~"'-E 

cJ l' 
l1P 

;F~ ~ .. - ~-I:::; 

• # • 
#_ . -- -'-



EUi1lpl~ ~.3e contloued. 8tethov~o, Ba9ahll~ 10 ~-flat, Op. 33, No. 7 
(b) Pirt B: Section 1 Phrase 1.1 varled, mm. 45-52 

(c) Part 8: Section l Phrase 1.2 varled, !M'I. 68-76 

(d) Part C: Section 1 Phrase 1.1 varlE>d, mm. 101-08 

(t» End o~ Part C to the end of the 

(f) mm. 4-8 

., -, , .: 

• 


