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Abstract

Comparatively few theoretical studies exist on the keyboard sonatas of Domenico

Scarlatti. His music remains largely unexplored. This study investigates formai and

functional aspects of the ''first halves" in the Venice xm collection (K. 514 - K 543) and

reveals links to the aesthetics and traditions of bis contemporaries. ft suggests and examines

relationships to the development of the sonata genre. To accomplish this, the study proposes

a theoretical base for critical anaIysis and presents a specialised terminology to examine the

features of mid-eighteenth-century sonata forms. The arguments ofMichelle Fillion, J.P.

Larsen, and Wilhelm Fischer are central to the discussion. Studies by William Caplin,

Barbara Foster, Klaus Heimes, Ralph Kirkpatrick, and James Unger a1so contribute to the

development of the theoretical base. An analysis section views the selected repertoire and

some contemporary works according to the criteria the thesis establishes. An epilogue sums

up pertinent observations made in the analysis section.

Résumé

Peu d'études théoriques existent au sujet des sonates pour clavier de Domenico

Scarlatti. Sa musique demeure largement inexplorée. Cette étude examine les aspects

formels et fonctionnels des "premières moitiées" dans la collection Venise XIII (K 514 - K

543) et révèle les liens avec les traditions et l'esthétique de ses contemporains. Elle suggère

et examine les relations du développement du genre sonate. Afin d'y parvenir, cette étude

propose une base théorique à l'analyse critique et présente une terminologie spécialisée afin

d'éxaminer les différents aspects de cette fonne sonate du milieu du dix-huitième siècle. Les

arguments de Michelle Fillion, J.P. Larsen et de Wilhelm Fischer sont au centre de cette

discussion. Les études de William Caplin, Barbara Foster, Klaus Heimes, Ralph Kirkpatrick

et de James Unger contribuent également au développement de la base théorique. Une

section d'analyses montre le repertoire sélectioné et cenaines oeuvres contemporaines selon

les critères que cette thèse établie. Enfin, un épilogue résume les observations pertinentes

faites dans cette section d'analyse.
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• And though we cannot blame ourseIves for having not done something before an unexpected
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death, it stillleaves us witb the toll ofhelpless loss, believing that wbat was left undone can

now never he done; a sense ofsomething special dropped overboard, never to he recovered.

But after several months ofretlectioD, 1am beginning to understand that though 1Dever had

the chance to tell 80 that 1 had finished the work, he knew in bis heart that one day 1wouId;

and, that fmishing it would never he 50 important as pursuing it.

Bo loved music and all its wonderful complexity. My study tapPed ioto only a part of

bis endless, iDtellectuai curiosity. The work will never really he complete. Each study onJy

opens the door to more and more research Înto the richoess ofour musical heritage, and to

Bo's legacy: the timeless wonder and joy ofmusic itself:
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ChapterOne

Analysing Mid-eighteenth Century Sonata Form

Introduction

Domenico Scarlatti's keyboard sonatas have always aroused curiosity among

scholars of early to mid-eighteenth-century sonata fonn. From the accounls

of the late-eighteenth-century music historian Dr. Charles Burney through to the

celebrated 1953 study on Scarlatti by Ralph Kirkpatrick, Scarlatti biographers have tried

to explain the phenomenon of Scarlatti's keyboard compositions.1 Studies before 1960

were biased toward the nineteenth-century standard for sonata form and generally

dismissed Scarlatti's works since they do not fit the conventional plan. lndeed, Scarlatti's

sonatas togetber do constitute a phenomenon, for as diverse as these 555 works are one

from another, they form a unique corpus of music that can be readily identified as being

composed by one man. His keyboard music is distinct from J. S. Bach and Handel, for

example, even though all three composers were bom in 1685. Whyare Scarlatti!s sonatas

so different from the music ofhis contemporaries that they stand apart from other

keyboard music of the lime? Are they merely digressions from the mainstream

eighteenth-century blossoming of sonata form? Should they truly be called sonatas at aIl?

The answers to these questions lie not so much in the apparent dissimilarities that these

keyboard works bear to contemporary keyboard sonatas, but rather in the subtler

similarities. Studies since the mid-1980s by such scholars as Joel Sheveloff and Malcolm

Boyd suggest that the Scarlatti sonatas are not so different from the developing

mainstream sonata form as their surface features May imply.2 A deePer study could

reveal interesting links to the aesthetics and traditions ofbis contemporaries. This thesis

examines one such link: Scarlatti's treatment of the "first haU" of his keyboard sonatas.

1 See Ralph Kirkpatric~ Domenico Scarlatti (New York: Thomas Y. Crowell Co.~ 1968).

2 See Malcolm Boy<L Domenico Scarlatti-klaster ofJ~usic(New York: Schinner Books~ 1987); Malcolm
Boyd~ "Scarlani Sonatas in Sorne Recently Discovered Spanish Sources~" Chigiana 40 (1990): 57-68;
Malcolm Boyd~ ··Nova Scarlaniana~" The Musical Times, 126 (1985): 589-92; Joel Sheveloff, ··Domenico
Scarlani:' in The New Grove [talian Baroque Maslers~ ed. Stanl~y Sadie (London: W.W. Nonon and
Company~ 1984),327-63; Joel Sheveloff, ··Domenico Scarlani: Tercentenary Frustrations~" The Musica/
Quarter/y. nos. 71 and 72 (1986): 399-436 and 90-118, respectively; Joel Sheveloff, ··Uncertainties in
Domenico Scarlatti~s Musical Language~" Chigiana. 40 (1990): 143-72.



Sadly, though the level of fascination with Scarlatti's keyboard music is high,

previous approaches to analysing these works are somewhat wanting. This accounts for

sorne of the misunderstanding of their place in the overaIl sonata repertoire. Through

examining the first haIves of the thirty sonatas contained in the Venice XIII collection~

this paper seeks to demonstrate that the keyboard sonatas of Domenico Scarlatti are not

merely minor offshoots on the way to the mature ClassicaI sonata forro. In fact~ they

reveal sorne striking similarities to the sooatas of such rnainstream composers as Haydn.

This study shows that Scarlatti~s sonatas build on the heritage of the Baroque binary

form, and that they share sorne aspects in common with the sonatas ofhis

contemporaries. At the same time, the selected repertoire for this study shows that

Scarlatti sometimes takes a unique approach to formai design that demonstrates his

genius.

•
Chllpte, One 2

•

•

Ralph Kirkpatrick employs the terms first and second halves to describe the

sections before and after the double bar.J These terms are more appropriate for the

features of the binary sonata than for the temary form where the labels ofexposition and

development/recapitulation are more applicable. The term halfdoes oot mean to reflect

the physical dimensions of the movement, which frequently display an uneven balance of

lengths from one half in comparison to the next. It expresses the sense of tonal balance

inherent in the binary structure. Commonly, the second halfof a binary structure is

longer than the first, as it receives the extra burden of firmly re-establishing the home

tonality after a brief excursion through other tonal areas. Scarlatti's keyboard sonatas,

however, usually have second halves that are equal in length to, or shorter than~ the first

half. This thesis concentrates on the first halves, since it is there that any similarity to the

mature Classical sonata form is likely to be evidenced. As Frederick Hammond states:

The reestablishment of the opening tonie is as important an event in a Scarlatti
sonata as it is in a Classieal work, but it OCCurS in the context ofclosing gestures,
not ofopening ones. The reader need merely imagine a Mozart piano concerto in
which the recapitulation in the first movement is accomplished only by the return
of the closing material to feel the difference between Scarlattian and Classical
concepts of musical structure."

l Kirkpatric~ Domenico Scarlatti. 252. See also Boyd. Domenico Scarlatti-Master ofl\lusic, 168. Boyd
discusses how unusual Scarlatti's sonalas are for his lime. Rey M Longyear in "'Binary Variants ofEarly­
Classical Fonn," Journal ofl\lusic Theory, 13 (1969): 182, suggests that the physicallength ofeach half
should not be a prime determinant of the form. Howard Brofsky in his ··The Instrumental Music ofPadre
Martini." (Ph.D. diss., New York University, 1963), 192. notes that only four of Manini's twenly-five
sonata movements have larger second halves.

.. Frederick Hammond, "'Domenico Scarlatti," in Eighteenth-Century Keyboard lJusic, ed. Robert L.
Marshall (New York: Schirmer Books, 1994), 180.



One might therefore expect to fmd more similarities to the mature Classical style existing

in the departure rather than in the retum.•
Chaptl!' Olll! 3

•

•

This thesis contains six chapters. The fust chapter presents a framework,

introduces some pertinent background information, and provides a summary ofexisting

approaches to analysing mid-eighteenth-century sonata forms. This summary includes a

synopsis ofstudies and observations that support the thesis's position. The second

chapter establishes a theoretical base for critical analysis and introduces a specialised

terminology to examine the salient features of the arguments put forth in the first chapter.

Chapters Three, Four and Five submit an analysis of the thirty Venice XIII sonatas using

the theoretical criteria established in Chapter Two. This study demonstrates that the first

halves of the sonatas break down into three formal regions: 1) the opening. 2) the central

section, and 3) the comp/emenlary tonal and closing sections. The analytical approach

adopted here is to examine each archetype respectively before moving on to the next.

Chapter Four shows the importance ofexpansion sections in determining tripartite

designs. Chapter Six sums up the major points made in the analysis section and reviews

them with respect to the arguments presented at the beginning of the thesis.

Background

Domenico Scarlatti's keyboard sonatas fall right on the cusp of the Baroque

and Classical eras. This transitional period, when combined with the

composer' s unique personal history and style, yields sorne of the most controversial

music in the sonata genre. These works are contained in the Venice manuscripts; a

fifteen volume set in the Biblioteca Nazionale l\;[arciana, Vernce, Mss. 9770 to 9784.

Most likely, they once belonged to Queen Maria Barbara ofSpain.s The copyists date

thirteen volumes, numbered 1through xm, from 1752 to 1757, the year ofScarlatti's

death. There are Many conflicting positions on the dating ofScarlatti's sonatas as none

are known to exist in their original manuscript form. The thirty works contained in the

Venice XIII manuscripts of 1757 (K514 to K543) probably do not ail date from that year.

In 1953, Ralph IGrkpatrick presented a numbering system for the sonatas based on

bis detailed research, which improved upon the existing Longo numbering system. His

study presents a proposed chronology for the sonatas. In the four succeeding decades

severa! scholars including Joel Sheveloff, Malcolm Boyd and Giorgio Pestelli have

S As Ralph Kirkpatrick has noted in Domenico Scar/alli, 399.



questioned Kirkpatrick~s chronology.' Unfortunately, there is presently no way of

knowing when these sonatas actually were composed; however, as stylistic boundaries

May have Httle to do with a given lime frame, the chronology of the Venice :xm
collection relative ta the Baroque and Classical eras is a weak premise on which to build

any stylistic hypothesis. This is evidenced in Pestelli' s work (1967), whose attempt to

create such a style-based chronology failed.' The choice of the 1757 Venice XIn
collection for the present study simply serves to demarcate a specimen of what may

include severa! of the composer's later works. The attraction to selecting a composer's

latest works is that they are composed at a time in the composer's lire when he has the

most experience. On the other hand, a non-chronological study yields a valuable cross­

section. Since Venice XIII bears the latest copy date, it is at least as good a set ta choose

as any undated sonatas or sets, or as any set whose copy date is earlier than 1757.

•
ChaplerOne 4

•

•

Scarlatti's sonatas May provide insight into the development of early Classical

keyboard sonata forms, indicating possible connections with the much more diverse

nature of the Baroque sonata style. Comparatively few studies explore these connections

in Scarlatti's sonatas and Many others ignore them. The most notable ofthose who

address this topic are James Dale Unger~ Barbara Foster, Joel Sheveloff, and Malcolm

Boyd, yet even their findings remain inconsistent from one to the other.8 Notable among

those who ignore this aspect in favour of another viewpoint are Charles Rosen and Roger

Kamien. Rosen sees Scarlatti's sonatas as being Httle more than Baroque binary dance

forms. His understanding of sonata form depends heavily on the weight of the double

retum.

Scarlatti's structures can stilliargely be subsumed under the category ofbinary
form. In the second half of most ofhis sonatas, the point of return ta the tonie is
not clearly articulated. ln sorne, the opening bars do return at the tonie, but the
moment generally passes without any attempt ta can attention ta it. [For
Example] ... the opening ofK 212 in A major ... [returns] ... buried in a 0­
minorlD major passage. ... This is magnifieent, ofcourse, but it is not sonata

, Kirkpatrick, Domenico ScaTlatti; Joel Sheveloff, "Tercentenary Frustrations;" Malcolm Boyd, Domenico
Scarlatti-AtlasteT ofA-lusic; and Giorgio Pestelli, Le Sonate Di Domenico Scarlatti ([n.p.]: G. Giappichelli,
1967). See al50 Hammond, '4Domenico Scarlatti," 163-66, who comments briefly on the studies ofthese
scholars. He also refers to Roberto Pagano's 1988 study that mentions an inscription on the binding for
sonatas K 544 to 555, which states they are Scarlani's last sonatas composed in 1756 to 1757.

, See also Hammond's discussion, 44Domenico Scarlatti," 163-66. For further support ofthis viewpoint see
Peter A. Brown, 44Approaching Musical Classicism-Understanding Styles and Style Change in Eighteenth­
Century Instrumental Music," College Music Symposium, 20 (1980): 7-48.

B See James Dale Unger, 440. Scarlatti: The Methods and Incidents ofPreparation for the Tonal Plateau, the
Crux and the Apex" (Ph.D. diss. University of Port Elizabeth, South Africa, 1976); Barbara Foster.
44Dramatic Contrast in the Keyboard Sonatas of Domenico Scarlatti to 1746" (Doctoral Thesis, University
oflllinois, 1970); and the works cited above by Ioel Shevelotfand by Malcolm Boyd,



fonn and none the worse for that. ... As for the rare sonata by Scarlatti wbere
the retum to the tonic in the second half is set in relief: we usually find that in the
ftrst half the modulation to the dominant bas been marked by no discontinuity and
that there bas been no strong cadence until the double bar; the polarization bas not
been made explicit so that the retum does not have the full significance it would
have in sonata form.'

•
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•

•

Kamien excludes Scarlatti's compositions from his study ·'because they are generally

believed to be very different in style from other works of the period," and William S.

Newman mises the issue without confronting the problem.1o More attention has been

given to the matter ofdivergent sonata forms in the studies of Haydn's keyboard sonatas.

The research of the Haydn experts (Larsen, Fillion, Brown, Wackernagel, Andrews, et

al.) and the modem theorists ofeighteenth-century style and form (Heimes, Ratner,

Longyear, Ratz, Sanders, et al.) present research that is relevant to this topic; however,

the possible connections that Scarlatti's sonatas may have with Baroque forms is not

addressed specifically by any of them.

Sorne of the approaches, theories, and discoveries that have emerged from Haydn

studies prompt many of the positions that the present examination takes. The arguments

of Michelle Fillion, J.P. Larsen, and Wilhelm Fischer are central to the present

discussion.11 Larsen and Fillion contend that the early Classical sonata exposition may be

either bipartite or tripartite. Fischer's observations of shared characteristics in late­

Baroque and early-Classical phrase construction support their conclusions. In examining

these positions the present study recognises that duo-thematicism is often viewed as a

hallmark of the high-Classical sonata forme Earlier and concurrent constructs that differ

from this nonn are not atypical so much as they are alternatives based on historical

traditions and practices.12

'Charles Rosen, Sonata Forms, 2nd ed. (London: W.W. Norton and Company, 1988), 135-136.

10 Roger Kamien, ··Style Change in the Mid-18th-Century Keyboard 50natas," The Journal ofthe American
~[usicologicalSociety 19 (1966): 38. William S. Newman, The Sonara in the Classic Era (Chapel Hill: the
University ofNorth Carolina Press, 1963), 261-62.

Il Michelle Fillion, '~The Accornpanied Keyboard Divertimenti of Haydn and his Viennese
Conternporaries" (Ph.D. diss., Comell University, 1982); Jens Peter Larsen, "Sorne Observations on the
Development and Characteristics ofVienna Classical1nstrumental Music," Sludia Musicologica 9 (1967);
Jens Peter Larsen, "Sonatenform-Probleme," in Festschrift Friedrich Blume mm 70. Geburtstag, ed. A.A.
Abert and W. Pfannkuch (1963), 221-30; Wilhelm Fischer, "Zur Entwicklungsgeschichte Des Wiener
klassischen Stils," Sludien Zur Musikwissenschafi 3 (Vienna, 1915): 24-78.
11 Larsen, "Sorne Observations," 136-37 (also see his footnote 40, p. 136); New Grove Diclionary, s.v.
"Sonata Fonn;" Fillion, "Accompanied Keyboard Divertimenti," 188-90. See also Newman, Sonara in the
Classic Era. 149-54; Charles Rosen, Sanala Forms. 69-70; Rudolph Reti, "The Role ofDuo-Thematicisrn
in the Evolution ofSonata Fonn/' The Music Review 17 (1956): 110-19.



During the 1950's and 60' s many of the authors writing about the music of

Scarlatti were still under the influence of the popular, early nineteenth-century models of

sonata forme J.P. Larsen suggests that the nin:;teenth-century textbook fonn for sonata is

restricted mainly to the structures of Beethoven. He indicates that earlier forms are

speciously measured against the standards developed for the music of a later era.1l Rita

Benton's article, ~~Forrn in the Sonatas of Domenico Scarlatti," provides an example of

Larsen's argument. Her position is constricted by her attempt to compare the sonatas of

Scarlatti with the sonata form model developed in the early nineteenth century, and not

with the forms of his contemporaries. l "

The terms Renaissance., Baroque., Rococo, Classica/., etc.., ail contain extra­

musical connotations, but they take on special meanings when applied to music. Rococo

might express a movement away from the Baroque., since this was the original intention

of the tenn in its native domain of architectt1re. Pre-C/assica/ could suggest a movement

towards the Classical style. Together, familiar stylistic terms such as Rococo, First and

Second Galant Styles, and pre-C/assical ail indicate mid-eighteenth century genres. 1do

not differentiate between the subtleties implied by these terms; rather, 1employa generic

tenn, mid-ceniury, to accommodate a conglomeration of ail styles that fall between what

is Baroque on one side, and Classical on the other. The mid-eighteenth century,

therefore, comprises a colourful variety of musical styles that spans the later repertoire of

J.S. Bach, Handel, and Domenico Scarlatti to the early works of Joseph Haydn.

Considering the diversity of this spectrum, it is c1ear that the methodology ofan analysis

of sonata form must fit the structural principles to which such pieces that are called

sonatas adhere. These principles vary over the years, and the norm :or the forms of

sonatas during each period must be established in order to talk about the development of

sonata fonn.

•

•

CIr"pte, Olle 6

•

The form of pieces that are called sonatas difTers from the Baroque repertoire to

the mid-century, and from the mid-century repertoire to the Classical. The definition of

Classical sonata fonn dearly can be based upon Classical pieces called sonatas, though

the form freely exists elsewhere (in symphonies, operas, overtures and concerti, for

example). Can the same be said for mid-century sonatas? Is there a consistent forma!

process within mid-century sonatas? Larsen's arguments imply that different

methodologies to analyse the music called sonatas through various eras and styles must

be established before a meaningful analysis can ensue. A ditTerent methodology for

Il Larsen, "Sonatenfonn-Probleme, 221-30. Also see Larsen, "Sorne Observations," 136.

1" See Rita Benton, "Form in the Souatas of Domenico Scarlani," The Music Review 13 (1952): 264-73.



analysis, or ana/yliea/ pr%eo/, needs to he defined for mid-century sonatas. The

analytical protocol for mid-century sonata fonn should identify consistent types of formai

and structural designs, and processes that are peculiar to mid-century sonatas. The

language and terminology of the analytical protocol should reflect the unique

characteristics of the music it discusses.

•
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•

•

The general consensus is that the keyboard sonata form evolved from the small

binary dance forms found in Baroque suites. Rosen claims that the sonata style invented

no new forms, but rather expanded and articulated those fonns that already existed.l5

This statement taken out ofcontext can be misinterpreted as meaning that a generic

sonata form does exist for ail sonatas. This kind of tlawed understanding had long been a

problem working against a complete comprehension of mid-century sonata fonn. It still

contributes to the difficulty ofclassifying Domenico Scarlatti's keyboard sonatas within

the greater sonata repertoire. Sorne scholars contend that these sonatas do not properly

belong to the sonata genre at all. l6 This stems from the practice Larsen notes ofjudging

earlier forros of music by the standards developed for the music of a later era. The

problem lies in not applying an appropriate analytical protocol. Rosen's claim speaks of

a sonata style (as opposed to fonn), which suggests that there is a broader concept ofwhat

a sonata is, and that the fonn is flexible within this concept. Expanding on existing forms

implies that evolution of the style is possible. A survey of the sonata repertoire from the

eighteenth and nineteenth centuries yields certain common, consistent formal

characteristics from which the concept ofan overall sonata style can he derived.

Eighteenth and nineteenth-century writings on sonata fonn also support these constants. 17

The broad concept of sonata style, therefore~ constitutes the sening up of a tonal conflict

in the departure that is resolved in the retum. The first part presents the home tonality

and juxtaposes it to the foreign tonality; the last part moves back to the home tonality.

The resolution occurs when the material that was heard in the foreign tonality in the fust

part returns in the home tonality in the second. The second part often contains some kind

ofdevelopmental material before the retum to the home tonality. If these criteria are met

then a composition fulfils the requirements to he called a sonata. Within this fonnal

concept, however, the structural process may vary considerably, owing to the formai

flexibility Rosen mentions. The mid-century composer sets up and resolves the inherent

tonal conflict differently than the Classical composer. The formai processes within the

15 See Rosen~ Sonata Forms. 27.
16 See the following as examples ofsome varying points ofview: Kamien. "Style Change~'~ 38; Hoyd.
Domenico Scarlatti, 166; Paul Henry Lang, "Scarlatti: 300 Years On," The Musical Times~ 126 (1985):
587-89; and Newman~ Sonala in the Classic Era~ 262~

17 Please see the bibliography for a Iist ofhistorical sources consulted which support this conclusion.



mid-century sonata and Classical sonata differ; yet, they are composed in a sonata style

and both comprise sonata fonns. Two different analYtical protocols for sonata form need

to he applied to position the works within the greater sonata style; that is, to identify one

as being the mid-century sonata style, and the other as being the Classical sonata style.

•
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•

•

An appropriate analytical protocol for the sonata fonns of the mid-century would

help determine how the Scarlatti keyboard sonatas confonn to the sonata style. The

present study proposes the basis for such a protocoL Once established, the standards of

the protocol May demonstrate a correlation between the music of Scarlatti and his

contemporaries. Some ofScarlatti's contemporaries (and predecessors) considered in the

present study are: Alberti, Albinoni, C.P.E. Bach, Corelli, Couperin, Della Ciaj~

Durante, Frescobaldi, Galuppi, F.I. Haydn, B. Marcello, Martini, Pergolesi, Rutini,

Seixas. Soler, Veracini, and Zipoli. Scarlatti's keyboard sonatas are not precursors to any

Classical sonata forms. Their coexistence with the early Classical style suggests, rather,

that they developed concurrently. This precludes any certainty about their playing an

incipient role in the development ofClassical sonata forms. And the extent to which they

May have influenced contemporary composers remains largelya matter of speculation. 18

It is not clear ho\v widely Scarlatti's sonatas were known at the time of their composition.

The first publication of sonatas is thirty Essercizi in 1738 and 1739.19

Baroque sonata form is usually ""binary." It lacks the Classical ""temary" sonata

form's dramatic recapitulation. Scarlatti composes most of his keyboard sonatas in the

Baroque binary fonn. Since there is no recapitulation ofopening material, the crux (or

"cross," ifliterally translated) identifies the points ofthematic and tonal congruity in each

half. Kirkpatrick defines the crux as: '''... the meeting point in each halfof thematic

material which is stated in parallel fashion at the end ofboth halves with the

establishment of the closing tonality ..."10 It is difficult to refer to themes in the

Classical sense when examining Baroque or mid-century-styled structures. Since there is

often no theme to speak ot: 1will use the term thematic in the mid-century sonata style to

refer loosely to coherent, structural melodic matenal that is not transitional or

expansional.

18 See Newman, Sonata in the C/assic Era, 118-19. Newman posits that the suite and aria are not likely
direct ancestors of the sonata fonn as both styles developed concurrently. A cause-and-etfect relationship
is, therefore, difficult to substantiate. The same is true ofScarlani and the development ofthe Classical
sonata fonn.

19 Kirkpatrick. Domenico Scarlatti, 137-38.
10 Kirkpatrick. Domenico Scarlatti, 255.



Heimes redefines the crux as follows:

Contrary to the term 'apex' which indicates the restatement ofthe incipit in the
second half, Kirkpatrick's term 'crux' indicates the starting point of post­
modulational thematic symmetry at the end ofboth -halves'. As regards
Kirkpatrick's definition of the crux as the coincidence ofclosing tonality and
thematic restatement, we suggest ... a differentiation in terminology. ... It
seems necessary ... to make the term ·crux' more versatile, and we propose to
apply il to that point in each 'half' from which the thematic matenal continues to
unfold in parallel fashion up to the respective double bar. The meeting point of
thematic material and tonallevel, while not a determinant of form, is, however, a
factor in the effectiveness of the sonata's dialectic, and we suggest the term
'perfect crux' for that point in each "half where the beginning of the thematic
restatement coincides with the establishment of the closing tonality."ll

Heimes' descriptions of the cases of"crux" and "perfect crux" are still incomplete

in my opinion. Heimes considers thematic restatement in the second halfofclosing

material from the first half without tonal reconciliation to he enough to warrant the onset

ofa crux, but this contravenes Kirkpatrick's intention for the application of such a term.

Kirkpatrick's "·crux" should indicate the intersection oftwo separate elements: thematic

material and tonality. Heimes' term "·perfect crux" could imply that an "'imperfect crux"

might also exist, which would further go against Kirkpatrick's basic definition of the

crux. Heimes' retinement of the definition of the term reflects more the formai divisions

according to thematic and aesthetic criteria established by the norms analysts use to

identify formai divisions in later, temary sonata forms.

•

•
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Sections and partitions represent two distinct levels ofanalysis within sonata

forms up to the double bar. In both the mid-century and Classical styles, there are three

possible sections in every first halfor exposition, which determine formai function: 1) the

opening section (main theme), 2) the central transition section and 3) the complementary

(subordinate) tonal or closing section. Partitions, on the other hand, represent broader

divisions depending on the relative proportions (size, tonality and dramatic activity) and

the degree ofdependency between the central transition and the adjacent material. There

is no conflict between the concepts of three sections and two partitions (bipartite); in fact,

it will be seen that it is the central section that determines whether or not a frrst half

partitions into two or three.

The Classical bipartite exposition consists ofa first partition containing a main

theme in the home tonality often followed by a modulatory transition, and a second

21 Klaus Ferdinand Heimes, "The Temary Sonata Principle Before 1742," Acta Musicologica45 (1973):
222-23, th 6.



•

•

•

10

partition consisting of the subordinate theme in the subordinate tonality and closing

section.21 There is often a clear thematic contrast hetween the two themes and the

transition is of secondary importance. The themes~ and sometimes the transition~ are

oCten in two-, four-, or eight-measure groupings.2J

The tripartite exposition contains three units: the tonic area, the bridge

(transition), and the dominant area.2" Traditionally, the dominant area May he the relative

area ifa sonata is in the minor key. The dominant area May contain two sections: the

Dominantspannung and closing section.%5 The closing section is the most dispensable. It

commonly exists to release tension after a forceful central section or to serve as a codetta.

The transition section becomes a significant fonnal unit in contrast to its relatively basic

role in the bipartite exposition. 115 function is basically transitional but its proportions

exceed those ofa simple bridge passage. Its character is often quasi-developmental and

its vitality oCten supersedes the adjacent sections, or even rivais the development in the

second half. This dynamic formal unit is the expansion section. Thirty percent of the

Venice X111 sonatas use this fonn in the tirst half.

Larsen illustrates the difference between the bipartite and tripartite expositions

thus:

T = tonic, 0 = dominant (or relative tonality),
(0) = dominant of the dominant (or relative tonality).

bipartite T _ (0) 10 - _

tripartite T 1T _ (0) 10 __26

It is interesting that Larsen's design places an emphasis on tonal regions over

thematic material, which is more in keeping with eighteenth-century discussions of sonata

21 See Caplin. Classical Form. Caplin introduees the tenns main and subordinate themes.

23 Larsen. ··Sonatenform-Probleme." 222.

2.. Larsen. "Sonatenform-Probleme:' 226-27. Larsen caUs these units Tonikabereich. Übergang (tonie to
dominant) and Dominantbereich.

%5 Dominantspannung is the tenn Larsen uses in "Sonatenfonn-Probleme." Spannung ean have the dual
meaning ofboth tension and span (as in an architectural structure). Dominantspannung means an area of
dominant tension; !lowever, a single English word cannot adequately capture this special essence of its
meaning. "Stretch" is a word that cornes close in that it can carry a sense of tension as weil as spanning
something. This study, however. will express the Dominantspannung by applying a more neutral term used
by Kirkpatrick: post-crux (Kirkpatrie~Domenico Scarlatti, 256 and 263). This tenn will he defined in
Chapter Two.

26 Larsen, "Sonatenform-Probleme," 228.



fonn (that is, Marpurg, Quantz, Riepel, Scheibe, Schulz, et al.). This is appropriate when

discussing the late Baroque and mid-century style, as it has been pointed out that themes

in the Classical sense May not even exist. Melodic material, however, does play an

important role in determining the structure ofsonatas in this style, as the retum in the

second half is as important an event in the binary form as it is in the temary.17

•
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•
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ThoUgh the tonal design ofboth the bipartite and tripartite types is similar, the

aesthetic of the bipartite ("'new Classical") exposition differs fundamentally from

tripartite ("'old Baroque") first half. In the tripartite fust half, the tonic area May he a

therne-type or even a simple brief, self-contained, motivic idea that initiates the sonata

called an incipit.28 There is no main theme, but ooly opening material. The dominant

area May contain closing theme-Iike material (Schluj3thema) or phrases. These have the

unmistakable character and function of releasing tension in the manner ofcodettas;

therefore, they do not function as a subordinate theme does in the Classical sonata form.29

The expansion section becomes the vital unit, more intent on the playing-out of tonal and

thematic minutiae than the Classical transition. The bipartite and tripartite expositions

each express their bitonal design differently. The bipartite exposition plays out

juxtaposed thematic material in each tonality; the tripartite exposition plays out motivic

or thematic materiaL in the modulation.JO Both designs coexist in the Classical period.

The tripartite fonnation, however, loses its popularity early in the era in favour of the full

bipartite sonata exposition; however, Larsen suggests that the early forms still linger weil

into the late eighteenth century in isolated examples from Haydn and Mozart.JI

Tripartite first halves and larger transitions are prone especially to incorporating

the spinning-out type phrase structure. Fischer describes this type as it occurs in the

Baroque repertoire.

27 See Arnold Schoenberg, Fundamentals ofMusical Composition, ed. Gerald Strang and Leonard Stein
(London: Faber and Faber, 1967) and Structural Frmctions ofHarmony, rev. ed., ed. Leonard Stein
(London: Williams and Norgate Ltd., 1954). Schoenberg emphasises the importance of formai function as
a key toward understanding sonata form.
18 The term incipit is defined in detail in Chapter Two.

19 See William E. Caplin. Classical Form, 16 (Codenas) and 19-21 (Subordinate Theme). Codettas are
post- cadential tonic prolongations following a closing authentic cadence, ftequently composed ofcadential
progressions that reaffirm the c10sing tonic. A subordinate theme introduces and exploits the subordinate
tonality.
JO Larsen, "Sorne Observations;' 137-38. Larsen discusses the vitality ofthe expansion section.

JI Larsen, "Sonatenfonn-Probleme," 226-28, cites Haydn's symphonies 44,82,91 and 97, and Mozart's
Prague Symphony, K 504 as having tripartite expositions containing expansion sections. These \Vorks date
from the 1770s through to the 90s.



"... 'spinning-out type': after an opening phrase with whole or half cadence there
follows a related or unrelated modulating 'spinning-out,' composed ofone or
more sets of sequences; sometimes a third 'closing phrase' or 'epilogue' ends the
entire structure."J2

•
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•

•

The spinning-out type dominates melodic design in the larger Baroque fonns (concerti

and Neapolitan arias) where it originated. Only later did it become transferred to the

smaller dance forros. This opens the door to speculation that the evolution of the

tripartite design in sonata forros May he linked to the larger Baroque forms as well as the

small dance forms.JJ In contrast to the spinning-out type, Fischer introduces the Lied­

type; a periodic structure that is motivically homogeneous and contains a relative tonal

and structural balance between an antecedent phrase and a consequent phrase.'u Fischer's

article shows how the Lied-type becomes more prevalent in later, Classical works. (The

period will be discussed in Chapter Two.)

The forro of the spinning-out type unit is freer than the Lied-type. The spinning­

out type is often modulatory, and usually contains contrasting melodic and motivic

matena!. There is a process underlying the structure. Fischer illustrates the Baroque

spinning-out process in seven examples from J.S. Bach and one from Pergolesi~ as shown

in Example 1. There is an opening head motive or idea that can repeat either directly or

with motivic manipulations. Repetition is common but not obligatory. The first two

figures (Fischer's Il and 12) in Example 1 clearly illustrate repetitions ofhead motives.

The fourth figure (14) contains a repetition that is less explicita Then follow several

measures of fragmentation and sequences~ frequently introducing varied and new

motives. The process is often modulatory in nature, but a change of tonality is not a

necessary goal. The structure ends with a cadence or caesura of sorne type.

3% Fischer, "Wiener klassischen Stils:~ 29. ('L••• 'Fortspinnungstypus': aufeiner Vordersatz mit Ganz­
oder HalbschluB folgte eine motivisch verwandte oder fremde modulierende 'Fortspinnung', aus einer oder
mehreren aneinander gereihten Sequenzen bestehend; manchmal schlie6t ein dritte Gruppe ais •SchluB-satz'
oder' Epilog' das Ganze ab"). A typescript draft translation of Fischer's article by Bo Alphonce was
consulted during the preparation of this thesis; the translations provided here, however, are my owo.

JJ Fischer, "Wiener klassischen Stils," 31-32.

J.I Fischer, '~Wiener klassischen Stïls," 25-26.
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ln mid-century music, the spinning-out process is somewhat more structured. The

head motive (or incipit) and possible repetition still exists, but the continuing

fragmentation is less likely to break into varied and smaller motives. Instead, there is a

series ofcomplete motivic units or ideas that group themselves into entire phrase

members wbich repeat and/or sequence. The incipit (and its repetition where applicable)

can he larger than in the Baroque model, sometimes forming a complete phrase member

that cadences. A cadence, however, is not a necessary component to end the incipit,

contrary to Fischer's provision in bis description ofthe Baroque form's opening phrase,



cited above. Commonly, an epilogue member brings the structure to a closing cadence.

A good example of the mid-century spinning-out type is the openîng ofScarlatti's K 518

(Example 2). Measures 1 to the downbeat of 7 are the head motive and repetition. The

fragmentation occurs in repeated two-measure units that sequence to measure 15. A four­

measure epilogue brings about the cadence in measure 19. There is a striking

resemblance between the tripartite first half and Fischer's model of the spinning-out type,

both in structure and in character. The tripartite design's incipit corresponds to Fischer's

opening phrase, and the expansion section to bis modulatory spinning-out. Fischer' s

optional c10sing phrase is an obligatory member in the tripartite first halfofa mid-century

sonata.

•
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According to Fillion, the expansion section largely avoids strong root-position

cadences or root-position tonie triads until it achieves the complementary tonality in the

final measures.J5 Larsen, however, suggests that the expansion section could comprise a

periodic function, which implies that relatively strong intennediate cadences would he

35 Fillion, '~Accompanied Keyboard Divenimenti," 189. 1employ the terms complementary tona/ity and
comp/ementary tonal section instead ofsubordinate tonality and subordinate section when discussing the
binary sonata fonn. My reasoning will he presented in Chapter Two.



necessary.16 In large expansion sections, intermediate cadences can break the spinning­

out process to delimit phrase members that emphasise important points in the tonal

progression to the complementary tonality. Fillion mentions other features that expansion

sections May include such as "irregularities ofphrase length, including vast extensions,

sequences, introduction of parallel minor, long dominant prolongations, deceptive

cadences, and fantasia-like keyboard figuration." Comparatively, Fischer notes that the

spinning-out type continues sequentially after the opening phrase (usually following the

circle-of-fifths pattern). [t often displays new motivic material, increased speed of

harmonie rhYlhm, and motivic fragmentation.J7 There is a strong resemblance of the

spinning-out design to the sentence structure; that is, a presentation phrase followed by

fragmentation and continuation, as described by Caplin.38

•
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Fillion comments that Haydn and his contemporaries sometimes carry the

expansion section ioto the complementary tonal plateau, resulting in an expansive

development in the complementary tonal region.J9 The comp/emenlary tonal plateau

refers to the region beginning where the complementary tonality is first firmly established

to the end of the half. The developmental expansion in this plateau May include

dominant pedals. cadences, or even Iittle tripartite structures that revolve around the

dominant minor, sometimes forming little ABA designs. The closing theme usually

features a simpler, repetitive design.

Unger and Foster present other approaches to identifying transitional materia! in

Scarlatti's sonatas specitically. Unger examines tonal plateaux based on degrees of

various types of"fonnally significant preparatory material" and functions.,w His theory

works well for determining fonnal divisions, but it does not serve to identify the formai

function of transitionaI processes (that is, the distinction between transition or expansion

section). Unger does not identify the tonaI plateau with any specifie formai function,

thereby yielding a flexible concept that can be applied to areas where the complementary

tonality becomes apparent (as defined by bis preparatory material). This is effective when

the coincidence ofmateriaI and tonality is the ooly concern9 but it is less than helpful

J6 Larsen~ llSonatenform-Probleme~n229.

J7 See Fischer. uWiener klassischen Stils," 43-47.

JI Caplin. C!assica! Form. 9-12.
J9 Fillion. ··Accompanied Keyboard Divertimenti,"191-92. See also Unger. ··Methods and lncidents,"
introduction to "broad tonal plateau:<" on his page 3. and William S. Newman, The Sonala in the Baroque
Era, (London: W.W. Norton [ne., 1983),68. See also Sonala in the Baroque Era, 68-69,81-91 and Sonata
in the C!assic Era, 112-14 for a discussion ofBaroque and Classical compositional processes and typical
structural results.
... See Unger, "Methods and lncidents," 43-57 and 63-66.



towards the definition of functional formai units. He determines the following categories

of preparatory material: preparation by means ofa scale or arpeggio passage; by means of

a sequential passage; by means ofan extended or prominent dominant; by means ofa

transitional theme; respectively, each may occur with or without caesura. linlike

Kirkpatrick, who applies the term "thematic" somewhat loosely to derme identifiable

areas of melodic and motivic integrity, Unger distinguishes clearly between thematic

material and preparatory material.

•
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Unger's labelling of certain techniques is not consistent, and his recognition of

functional processes does not always agree with the findings of the present study. For

example, Unger' s analyses do not assign any consistent or special preparatory function to

those phenomena defined and identified by the present study as dominant peda/s, which

will be defined in Chapter Two and examined in the analysis. Scarlatti's transitions

frequently establish the complementary tonality early and confirm it with a dominant

pedal point. When there is a perfect coincidence between the two halves, Unger

identifies the tonal plateau as occurring with the onset ofa preparatory extended or

prominent dominant. (The present study will show that this often consists ofa dominant

pedal point.) He recognises this as the end of the transition. On the other hand, Unger

does not recognise prominent dominants occurring in each half without thematic

coincidence as a specifie technique ofachieving the tonal plateau. In these cases, he sees

them as forming preparatory materia!, even though the function of such dominant pedals

is to end a modulatory process.

How Unger views the role ofdominant pedals is exemplified in bis analyses of

Scarlatti's K 529 and 538 (Example 3). In K 538, Unger sees the perfect crux as

coinciding with the dominant pedal point in measure 37 (and (00). He determines that

measures 35 and 98, each through to the crux, contain preparatory materia! consisting of

similar scalar descents:tl Measure 37, however, is where the dominant pedal begins.

This pedal point confirms the achievement of the new tonality rather than prepares it. 1

find that the perfect crux cornes in measures 35 and 98 because that is where the

transitional sequences end and achieve the new tonality. ln K 529, however, Unger finds

a perfeet crux in measure 23. He aeknowledges that the dominant pedal in measures 18

to 22 establishes the new tonality but he does oot caU it the pre-crux, whieh by bis own

defmition identifies the non-eoincidental thematic area in the complementary tooality

oceurring before the crux."2 This dominant pedal does indeed establish the new tonality

.., Unger, "Methods and Incidents," 84-85.

..2 See Unger, "Methods and Incidents," 129-30. The tenns perfec, crux and pre-crux, and their
significance to the transition will be clarified in Chapter Two.



CII.pte, One 17

'. with a cadence, which means that it does fonn a pre-crux; therefore, the crux is not

perfect. Unger sees these dominant pedals as serving a preparatory function, rather than

being the goal ofa process that establishes the complementary tonality; thus, his approach

does not work within the context of the present study.

Though Uoger contends that certain melodic devices prepare the tonal plateau

(arpeggiatioo, scale patterns, etc.), their omnipresence suggests that they are the building­

blocks of Scarlatti's music, and it is 00 surprise that he uses them to enhance the crux. It

is true, however, that the areas of tonal preparation often yield the most dramatic displays

of these patterns.
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Barbara Foster attempts to relate the degree ofScarlatti's ··Classicism" in each of

bis sonatas directly to the intensity ofdramatic contrast within the first halt: The point of

definition, therefore, must fall within the transition. Foster employs Gerstenberg's three

sonata types as the basis for her study.-Il These three types correspond closely to the

trends that characterise the shift from Baroque to Classical principles. They are as

follows:

-Il Foster, "Dramatic Contras~" 5·6. Walter Gerstenberg, Die Klavierkompositionen Domenico Scarlattis,
(Regensburg: Heinrich Schiele, (933),49-73,passim.



• Type I-the fonn ofthe pre-Classical suite movement: a) the Conn is built of
one theme or motive and is, therefore, monothematic; b) the sonata has an
unbroken rhythmic flow; c) Lhere is a general contrapuntal treatment and the
use ofsequences; d) there is no recapitulation; e) there are no contrasting
elements.

• Type II: a) is a Conn built as a chain of more or less contrasting motives; b) the
second part begins with a development-like approach to old material; c) there
is a partial recapitulation ofB motives; d) optionaUy, the motives May or May
not be connected through an overlap between the cadence of the previous
group and the beginning of the following group; and e) the several motive
groups do not differ in rank or importance (type II, therefore, differs primarily
through being built from a variety of motives).

• Type III--closest to Classic sonata with two defined themes: a) condensation
and clarification of fonn through a reduced number of motive groups; b) clear­
eut contrast of expression between the main motive group and the second
group; c) there is the introduction of a principle of distinction in rank amongst
the various groups so certain motive groups are subordinate in importance to
the principle motive groups.

Foster ascertains that fifty-two ofScarlatti's sonatas belong to type l, twenty-six to type

III, and the rest, four hundred and twenty-six in her study, belong to type Il. Type Il

corresponds to the mid-century model for sonata form that the present study investigates.

Foster finds clearly that Scarlatti prefers this mode ofcomposition in eighty-five percent

of his sonatas.

•

•
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Both Unger's and Foster~s extremely detailed studies approach similar issues from

different angles: Foster views Scarlatti's first halves as being divided thematically by

degrees of dramatically contrasting material; Unger identifies degrees ofdramatic

divisions of tonal planes by specifie preparatory material. In either case, both express the

importance of the transition. Neither study clearly recognises the transition as a definite

fonnal unit (except, perhaps, when the sonata verges on Classical fonn), but rather as a

large, nebulous region that ultimately achieves the crux. This concept agrees with

Larsen's understanding of transitions and expansion sections, which yields the distinction

between bipartition and tripartition. Unger's theory ofpreparation and Foster's viewof

dynamic contrast are both embraced by the present study's broader concept ofexpansion

section.

Clearly, the conventions used for analysing the Classical sonata form do Dot work

for earlier sonata styles. The approaches developed and adopted in the studies discussed

above lead largely to determining a different analytical protocol for mid-century sonata

form. The present study draws on these approaches to define an analYtical protocol for



mid-century sonata forms that cao he applied efi'ectively for aU works called sonatas

composed in the prevalent styles during this period. Chapter Two discusses the formai

functions of the comPOnents that make up the mid-century sonata form.•

•

•
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ChapterTwo

A Mid-eighteenth-eentury Analytical Protocol for Sonata Form

Y1 rus chapter examines existing terminology for analysing sonatas, and

Vproposes newand modified terms to fill the needs ofan analytical protocol

for the mid-century sonata fonn. It also discusses formal process as opposed to formal

function; a distinction that must he made to accommodate the more diverse nature of the

binary sonata's substructure. Many ofthe terms have been introduced in Chapter One.

Their definitions appear below. 1 modify the definitions of sorne existing tenns to suit the

goal ofthis thesis; however, 1try to keep their meanings as close to their source's

intention as possible. 1adopt William Caplin's Classical Form: A Theory ofFormai

Functions for the Instrumental Music ofHaydn. Mozart and Beethoven as the standard

for Classical terminology..u 1 include a briefsYDopsis ofhis most common terms below.

In my opinion, this is the most rigorous tool for determining Classical musical structures

developed to date. The terminology borrowed to discuss the binary sonata fonn cornes

from the works of Kirkpatrick, Heimes, Larsen, and Fischer."s

Formai Process and Formai Funcl;on

1 l ')illiam Caplin's Classical Form clearly defines the formal components that

"'constitute Classical instrumental forms, especially Classical sonata form.

He first illustrates the concept of formal function in connection with the three, important

Classical instrumental theme-types: the sentence, the period and the small ternary. Each

theme-type contains a conventional group of functions that operates within the theme's

structural boundaries. He aIso examines additional formal functions that frame thematic

boundaries. In bis study, Caplin carefully rermes such common terms as "theme,"

"phrase," and "cadence" to express integraI formal members that function as archetypes

in determining Classical musical structures.

oU Caplin. C/assica/ Form.
"5 Kirkpatric~Domenico Scarlatti; Heimes, •• Temary Sonata Principle;n Larsen, '~Some Observat~i)ns;'~

Larsen, "Sonatenform-Probleme;" Fischer, "Wiener klassischen Stils."



Formai funetion in the mid-century style, however, is more nebulous than it is in

the Classical style. A Classical theme-type often does not exist in a mid-century

composition. Nevertheless, mid-century music is composed from various functional

members, whieh can he identified as playing specifie roles in a mid-century formal

structure. Caplin's theory of formal function develops largely from the recognition of

musical processes that can he organised into hierarchical formai units. The various

groupings and relative placement of these formai units determine their function. From

the level of the motive up, then, formal function is part ofa structural process. 1see

Caplin's theory as identifying three basic levels in the structural process: 1) the basic

motivic and phrase memher level, 2) the intermediate level ofphrase structures and

theme-tyPes, and 3) the formai structure at the sectionallevel (that is, exposition,

development, recapitulation, etc.). The sectionallevel determines the overall form of a

sonata as either binary or temary. These three levels of structural process fonn what 1

refer to as the sonata' s slibstructllre.

•
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ln a Classical sonata form, the composer develops a process that groups together

formai units that function to express the sonata style through all three levels of structure.

ln mid-century music, the basic level formal processes that are present in Classical music

still knit together to express a formal structure at the sectionallevel, but the intermediate

level structures consistent with the Classical archetypes are rarely apparent. Since the

intermediate level structures in mid-century sonatas differ from Classical forms, there is a

different dynamic in the resultant sections. The dynamie processes in a binary sonata's

first hait: therefore, do not yield the same formal functions contained in a temary sonata' s

exposition. The sonata form substructure differs between the mid-century and Classical

styles. The present study identifies intermediate level structural processes leading to

common phrase designs in Scarlatti's sonatas, and in mid-century music in general.

These processes will be used to determine how Scarlatti approaches sonata form in the

tirst halves of ms sonatas.

Caplin shows how the archetypal model for each ofhis three main therne-types

May be manipulated to a high degree, and their basic components May even he rnixed and

matched to create hybrid forms:" He defines theme-types that c10sely resemble the

model forms in harmonie-tonal stability, cadential confmnation, unity ofmelodic-motivic

materials, unambiguous expression of formai functions, and symmetrical phrase lengths

as having tightknit organisation. The farther from the model the IDore [oose the

organisation is. The Classical composer can use therne-tyPes to compose sonatas in the

'" See Caplin. Classical Form. 59-70. CapHn·s Chapter 5 covers hybrid and compound meme-types.



temary sonata form. Because there is a double retum, a sense of theme is an integral

component of the fonn. Further, Caplin bases bis recognition ofthematic structures on

eight-measure archetypes (that is, the period and the sentence). In the Venice XIII

repertoire a four-measure norm is more the rule. Following is a synopsis ofCaplin's

main theme-types.'"

•
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The Sentence Theme-type

Functions introdllced: presentation. continuation and cadential
Terms introduced: basic idea, presentation phrase, continuation phrase,
fragmentation and liquidation

Che sentence (Example 4) is built from two phrases expressing three
functions-presentation, continuation and cadential. The archetypal

model is eight measures in length. The first phrase (ideally four measures) is
devoted to the presentation function; hence, it is called the presentation phrase.
The presentation phrase consists ofa repeated two-measure basic idea in the
context ofa tonie prolongation. A basic idea is a characteristic gesture that can be
combined with other ideas into phrases and themes, and is still large enough to he
broken down into its constituent motives (fragmentation). The continuation
phrase (ideally four measures) combines the continuation and cadential functions.
Continuation function features fragmentation and increased rhythmic and
harmonie changes that weaken the harmonic functionality, often through a
sequential progression. The cadential function brings the theme to a close and is
characterised by a confirmation of the tonality with a cadential progression, and
through the complete conversion of characteristic motives into conventional ones
(liquidation).

• "7 See Caplin. Classical Form, 3-86. Caplin introduces the sentence, the period, hybrid and compound
themes. and the smail temary.



The Per;od Theme-Type

Functions introduced: antecedent and consequent
Terms introduced: contrasting idea. antecedent phrase. consequent phrase
andphrase members

•
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7""'1 he archetypal model consists of two, four-measure phrases that have
\Jantecedent function and consequent function respectively (Example 5).

The antecedent phrase begins with a two-measure basic idea followed by a two
measure contrasting idea, and it ends with a weak cadence, usually a half cadence
or sometimes an imperfect authentic cadence. The contrasting idea differs enough
from the basic idea in melodic-motivic organisation to identify it as a separate
unît. The consequent phrase represents a repetition of the antecedent, but it is
a1tered to close on a strong cadence, usually a perfect authentic cadence or
sometimes an imperfect authentic cadence.

Uaydn. Sy.ptlonr Mo. 100 ln G. Iv

Basic and contrasting ideas are the smallest functional components of phrases

structures and therne-types. These ideas May he grouped together and manipulated in

severa! ways to express a formai function such as presentation, continuation, antecedent,

or consequent. They can also be grouped or manipulated as part ofa process, such as a

sequence or fragmentation. Because such diverse groupings of ideas are fundamental to

phrase construction, 1refer 10 them collectively as phrase members.

Small Ternary

Functions introduced: codettas. standing on the dominant. and dominant
arrivai

7""'1he formal design of the small temary is A-B-i\' (Example 6). The A­
\Jsection is most often an archetypal theme-type in the home tonality, or it

May modulate to a closely related subordinate tonality. The B-section is not
characterised by a theme-type, but it contains malerial contrasting the A-section
and emphasises the dominant of the home tonality. In the simplest cases, the B-



section is harmonised exc1usively by dominant harmony or by a prolongation of
the dominant. This is called standing on the dominant. The A'·section returns
with the opening basic idea from the A-section, and can vary in some way from
the original A-section, but it aIways cadences strongly in the home tonality.
Codettas May follow. A codetta is a post-cadentiaI, tonic prolongational phrase.
As a general mie, any number ofcodettas may follow any authentic cadence. If a
dominant prolongation follows a halfcadence, as it commonly does at the end of
the B-section, this is referred to as a dominant arrivai. Frequently, there is no
cadence involved in the dominant arrivaI at all. The onset of the dominant in
these cases does not mark the actual end of the melodic, rhythmic.. and phrase·
structural process. There is aIso no independent harmonie progression that marks
the cadential arrivai. A phrase simply ends up playing out the rest of its dynamic
over extended dominant harmony. This is commonly the case at the end of a
contrasting B-section if the entire section has been built over dominant harmony.

The small temary is not a predominant theme-type in the Scarlatti sonatas of Venice XIII.

The overall form, however.. is closely related to the small dance forms of the Baroque

suite, which are traditionally considered to be possible precursors to the binary sonata

form.-

•
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.as See Charles Rosen, Sonata Forms, 16-27. Rosen discusses the Baroque heritage ofsonata forros.
Fischer's article, "Wiener klassischen Stils," argues strongly that Classical fonns evolved ftom Baroque
practices.
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Functions introdllcedfor the ternary sonata: main theme, transition,
subordinate theme. and closing section
Terms introducedfor the ternary sonata: subordinate tona/ity
Functions introducedfor the binary sonata: opening, central section, and
complementary tonal section
Terms introducedfor the binary sonata: complemenlary tona/ity

•
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CaPlin dermes the temary sonata fonn exposition as having three thematic

areas: main theme, transi/ion, and subordinate lheme. This design respects

the common nineteenth-century view of sonata fonn. The main theme is

usually a tighlknit theme-type that may end with codettas. hs function is to express the

home tonality through cadential closure. The subordinate theme typically features loose

organisation, which is not to say that it does not consist ofa theme type. The formai

components of the subordinate theme may be manipulated in some ways to remove it

further from the archetypal theme-type models than the main theme. The subordinate

therne' s function is to confinn the subordinate tona/ity through cadential closure. A

closing section consisting ofcodenas may follow. A transitionjoining the main and

subordinate themes is not essential, but is most common. When it is not present, the

main theme can end on its dominant to facilitate the move to the dominant subordinate

tonality, or it can even modulate to the subordinate tonality and cadence there. The

transition is the most loosely organised functional component in the exposition. [t is a

theme-like unit that stands between the main theme and the subordinate theme and effects

the modulation, as well as any change ofcharacter that may exist between the two

thernes. Its goal is normally to achieve the dominant of the subordinate tonality.

The binary sonata has no exposition because it lacks the double retum ofopening

material in the second half. Ils form differs dynamically from the temary fonn in the way

it achieves a sense of balance. In the temary sonata, an identifiable main theme is

essential because it becomes the object of the retransition after the double bar. The

unresolved tonal conflict between the main and subordinate thernes is resolved through

recapitulating the material from both in the home tonality."9 This resolution balances the

49 See Charles Rosen, The Classica/ Style-Haydn, N[o=art, Beethoven, exp. ed. (London: Faber and Faber
Ltd., 1997), 72. On the contrary, Rosen observes that in high·Classical temary sonata movements the
opening material need not return in the recapitulation at aIl. "·[t is the classical sense for large areas of
stability ... that establishes what might seem to be the one fbced rule of sonata recapitulation: material
exposed in the dominant must be represented in the tonie fairly completely. even ifrewritten and reordered,
and only material exposed in the tonie May be omitted." This implies that opening material does not need
to be tonally reconciled in the second haIfat ail. Though there are a few examples ofthis in the Classieal
repertoire (Haydn's Piano Trio, Hob. XV: 17 of 1790, for example), it is far from the nonn. He adds later
on page 74, ··In one earlier form ofthe sonata, of course, current around 1750, the recapitulation nonnally
began with the second subjeet."



departure with the retum after an intervening development section. In the binary sona~

however, only the latter material that was not in the home tonality in fll"St halfreturns in

the home tonality in the second half. Opening material in the home tonality is not

recapitulated in the second half because it does not need to be tonally reconciled. The

incipit (discussed below), or just a fragment of the opening, can retum immediately after

the double bar, but it usually remains in the complementary tonality and it does not

express a reconciliatory recapitulation.50 The binary sonata's second halt: therefore,

features a tonal reconciliation rather than a recapitulation. This reconciliation follows

quasi-developmental material that cao be heard more often as a large retransition, or as a

contrasting Middle section, than as a development section. Its role is to start at a point

after the double bar away from the home tonality and to gradually work its way back after

introducing a new idea. It tends not to develop material extensively in foreign keys as a

development section does. This is not to say that such sections do not include

developmental techniques. The scope ofsuch developmental material, however, is

reserved usually to no more than a few measures ofnew material before retransitional

material begins. The contrasting area in the second half is normally about as long as the

opening and central section in the first half. The tonal reconciliation and return ofonly

closing material in each half, and the roughly equallengths of both halves contribute to

how the two-part form achieves its sense of balance. This also means that a main theme

is not a necessary component of the forme

•

•
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Similarly, the binary sonata does not have a subordinate theme since there is no

main theme; therefore, the term subordinate tonality does not serve very weil either.51

Instead, the frrst half achieves the tonal complement of the home key, the compfemenlary

lonality. The materia! in this section largely confirms the new tonality not as a theme­

type, but as repetitive codenas. Sînce this is the materia! that is to be reconciled in the

second half, the phrase members that form the closing section are emphatically stable

with characteristic gestures that will be easily recognised in the return. The term

complementary better reflects the general, overall sense of balance that the binary sonata

50 See Michelle Fillion, "Accompanied Keyboard Divenimenti:~ and Heimes, "Temary Sonata Principle,"
222-48. Both these essays discuss the various degrees ofnon-recapitulative opening material retuming in
the second halfofthe binary sonata fonn. The distance trom the double bar and the level oftonal
reconciliation ofopening material are vital factors in detennining whether a sonata fonn is binary or
temary. None orthe sonatas in the current repenoire are temary~ though severaI do exhibit a degree of non­
reconciled opening material immediately following the double bar.
51 See Heimes, ··Temary Sonata Principle," 233. Heimes notes that the idea ofa second theme (subordinate
theme) as an area ofcontrasting thematic material is a Classical notion, and is more properly applied to
music before that era.
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form achieves through a tonal reconciliation ofonly the closing material in each halt:

rather than dramatic contras4 which the ternary sonata achieves.

The functional components ofeach ofCaplin's theme types exist in the binary

sonata style, but they are usually isolated phrase members that are often juxtaPOsed to one

another in ways that are not indicative of the Classical style. The first halfof a binary

sonata follows a different process than the temary sona13' s exposition. There is an

opening in the home tonality, a transitional or expansional central section, and

complementary tonal and closing sections.5% Each section contains any number of basic

motivic and phrase member level components that combine to express the section's

function, but such functions are implicit through the sonata's processes rather than being

explicit by functional design. The opening, for example, contains any number ofbasic

motivic and phrase member level components that function to present the home tonality.

These phrase members sometimes form intermediate level phrase structures that can he

identified through consistent formai processes, but there is no consistent structural

standard, such as a main theme, that can be derived from the identifiable placement of

formai functions. lnstead, the opening, itself, serves to function at the sectional level as

the result ofa process that develops deeper in the substructure. The central section may

consist of a simple transition that stands between the opening and the complementary

tonal section, just as a Classical transition stands between the main and subordinate

themes, or it can include an expansion section. The complementary tonal section merges

with, or immediately follows the central section and contains the crux, post-crux, and

closing section. The closing section consists of codettas and is sometimes comparatively

long.

Bipartition and Tripartition

Fllrther discussion: opening
Functions inrroduced: transitional pivot and complementary pivot
Terms introduced: incipit, apex, extended transitional pivot, transitional pivot
point, complementary pivot point, and complementary pivot confirmation

One fascmating aspect of the binary sonata's fll'St halfis that it May he

partitioned mto two or three depending on the extent of the dynamic role of

the central section. If the central section contains a simple transition, then the tirst half is

bipartite. If it contains an expansion section, then it is tripartite. The central section

51 Please refer to Chapter One, pages 10 and 11 ofthis thesis to review Larsen's observations regarding the
design ofthe exposition. See Larsen, "Sorne Observations," 115-39.



contains three basic processes whose goal is to achieve the complementary tonality and

material. These are: 1) modulation, 2) development, and 3) change ofmaterial, texture or

character. These processes in an expansion section include the expanding, extending, and

sequencing ofseveral and various phrase members. Expansion sections are often quasi·

developmental in character. A simple transition, on the other hand, can contain the three

processes in a single phrase only. A simple sequence to the complementary tonality is

often enough to make the transition explicit. Curt, concluding, cadential activity in the

forro ofcodettas usually follows an expansion section. Transitions, however, usually

prepare for a longer complementary tonal area.

•
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Three functional components detennine the degree of bipartition or tripartition in

any sonata fonn: these are the opening, the transitiona/ pivot, and the comp/ementary

pivot. The musical examples for the fol1owing descriptions are from the Venice XliI

repertoire. These terms are designed to analyse this music specifically; however, they

also apply well to Many contemporary works.

The opening has been introduced above. 115 function consists of a basic idea,
phrase member, or phrase that presents the initial motives of the opening in the
home tonality. A theme-type (such as a sentence or a period) would constitute the
opening; however, the term intends more to describe other types ofopening
phrases or phrase members (such as those in Example 7; K 519, mm. 1-9 or K
528, mm. 1-6). A repetition of a phrase or phrase member can extend the opening
(K 538, mm. 1-9), and openings might not cadence (K 518, mm. 1-7). The
opening functions purely to express the home tonality and ends with the last
phrase member that fulfils that function. The first phrase member 1can the
incipit. It is an initial basic idea. This is the characteristic element that would he
distinguishable if the opening were to return in the second half. It is derived from
Heimes' usage of the same term to define the apex. He describes the apex as a
thematic, and not necessarily tonal return of the incipit in the second half.53 This
is ofno consequence to the present study, as such a return without tonal
coincidence would not constitute a temary sonata form as described above
(specifically, the obligatory recapitulation of the opening materia! in the home
tonality). AU the sonatas in Veniee XIII are binary forms.

53 Heimes. "Temary Sonata Principle/' "22. fit 6.
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1 K 528, mm. 1-6 1

K 518, mm. 1-7. This opening simply
introduces the home tonality. There is
no progression and no cadence. ..

K 538, mm. 1-9. The opening
phrase repeats an octave lower.

•

The transitional pivot (Example 8) is the phrase member or phrase that
comprises or effects the movement away from the home tonality (K 529, mm. 11­
17). 1regard any concatenations to this member in the form ofcomplete
sequences or direct melodic repetitions as a process that continues and extends the
transitional pivot function. 1refer to such occurrences as extended transitiona/
pivots (K 538, mm. 25-33). The model or initial phrase member might not effect
the modulation, but if it begins the process that hecomes complete in the
following repetition or sequence, then 1consider it to he the incipient member of
the whole transitional process (K 519, mm. 9...17 and K 523, mm. 5... (4). 1calI the
place in the transitional pivot where the direction of the tonal progression is heard
to break away from the home tonality the transitiona/ pivot point. This location
can he a specifie pivot chord (in the sense well-known from traditional harmonic
theory), a motivic idea charged with the tonal destabilising task, or a complete
phrase member.
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The complementary pivot (Example 9) is the phrase member or phrase that
comprises or effects the definitive tum to the complementary tonality in its
ultimate mode (K 523, mm. 14-20 and K 529, mm. 11-17). It frequendy occurs as
a short fragment that is part of, or follows from a longer sequential section. (K
519, mm. 35-36 and K 538, mm. 33-35). Sometimes the complementary pivot
makes up or flows ioto a cadential-like gesture, such as in K 538. Such gestures
form a complementary pivot confirmation (see the discussion on p. 53 below). [
refer to the specifie pivot chord or idea within the complementary pivot phrase, or
phrase member where the direction of the tonal progression turns to the
complementary tonality as the comp/ementary pivot point.

•
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The transitional and complementary pivot points can exist in a single, pivotaI

phrase member (K 529, m. (6), or in separate pivotaI phrase members (K 538, mm. 25-26

and m. 33). If the transitional and complementary pivots occur in the same pivotal phrase

member (K 529), contiguous phrase members (K 523), or if they appear within an

extended transitional pivot (K 538), then a simple transition exists. If: however,

intervening material separates them (K 519), then an expansion section exists. Further,

the tripartite fust half may indicate a mid-century spinning-out-type. This process

reduces the opening to a Mere incipit, or head motive (Example 10). Fischer caUs this

member the opening phrase (Vordersatz) in bis description of spinning-out-types (K 532,

mm. 1-4).s.a

•
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Phrase Construction

Further discussion: presentation. continua/ion and caden/ial
Processes introduced: continuational. presentational, prolongational­
cadential, and sequential-cadential
Terms introduced: sentential design. continuational phrase. consequent-like
phrase, sen/entia/-consequent phrase, sequential-continuational phrase,
spinning-out phrase. and contrapuntal cadence

~ he phrase construction in tirst halves varies. Many constructs come close

U formally to sorne archetypal structures of the high-Classicai em, but rarely

confonn motivicaIly. Still, there is no reason to label them differently.55 For example,

though the opening nine measures of K 525 have the motivic character of Baroque and

s.a Fischer. '~Wiener klassischen Stils." 29. See the present thesis. Chapter One. pages 11-14, for a
discussion ofthe spinning-out type.
S! See Fischer, "Wiener klassischen Stils." 24-78. His article centres on Baroque spinning-outatype
processes slowly merging with Lied-types in the move towards Classic:al style.



mid-century figures, this unit nonetheless forms a periodie theme-type (Example Il).

This opening demonstrates Ioose organisation and ambiguity by the standards developed

for analysing Classieal music, but this is very much a trait that hangs over in mid-century

music from the previous era.56 The imitative and somewhat invention-like charaeter of

these first nine measures a1so yields phrases that come close to a sentence. The opening

two-measure basic idea is repeated in a charaeteristically Baroque imitation at the octave,

and there is a1most no contrasting idea to support a half-cadential progression to measure

5. They aiso cIearIy present and prolong tonic hannony. Other mid-century structures

remain more Baroque in design, such as the comma, which will be discussed below.

•
C""pt~' T",o 33

vii1

IV

c.....al

11

l'1'1Ip'.atati.. an"
cODtiDaatia

F+:

AIltecedent

v
IHel

Il ~ --., -a.liei....

~!t~ lA ~ • __ --
• ~ ~ ~.I -- .-.- _.~:: .-.... ..

A .~ .. -- - .-.-. -.-
- -- ~ -el ...

~.. ---- ........ -..-- •.
., .' ~ .- 6 ,

1

Periodic

•

• 56 Please refer to Caplin's discussion in Classical Form. 59-63, conceming hybrid theme-types as Classical
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Most phrases in this repertoire consist of two phrase members, the latter ofwhich

can contain a cadential function.s7 With the exception of the presentation phrase, this is

also true of Caplin' s Classical archetypes (that is, continuation, antecedent, and

consequent). Continuation-like phrases occur throughout the tonally stable sections of

Venice XIII. They typically establish or confirm a tonality with a PAC. Unlike the

continuation phrase in the Classical model that Caplin presents, the continuation phrases

in mid-century sonatas frequently occur isolated from any therne-type. If an opening

contains nothing more than a continuation phrase, then its incipit states the home tonality

and the cadential function confirms Ît. The same is true if a continuation phrase starts the

complementary tonal section. Sïnce a continuation phrase is implicitlyan integral part of

a theme-type or larger construct, 1will use the terms continuational and conlinualional

phrase to refer respectively to the process and function of isolated continuation phrases.

(K 518, Example 12 below~ uses a repeated, post-crucial (post-crux) continuational

phrase in mm. 48-60.) Similarly, presentation...like phrases often appear outside the

context of a therne-type. In these cases, they are prolongational, but not necessarily of the

current tonality (that is, they prolong the home or complementary tonality). In faet~ they

may appear as part of a modulation where they prolong sorne harmonie step in a

sequential passage. 1refer to these out-of-thematic-context phrase members as being

presenlaliona/.

•
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• S7 Peter Barcab~ "Domenico Scarlatti oder die Geburtsstunde der Klassischen Sonate," Ostereichische
J\1usik Zeitschrift 15 (1990), 382-90. Barcaba addresses the phrase structure in Scarlattits sonatas and

recognises its two·member design.



Furthermore, a special phrase design occurs when either a prolongational process

or a sequential process combines with a cadential function in the space of four measures.

(The four-measure design is most common in the chosen repertoire, and it is what 1have

selected as the paradigm; however, expansions or contractions cao occur in any of the

structure's phrase members. [t is the processes that are the important aspects of these

designs.) The prolongationa/-cadentia/ combination forms a consequent-like phrase

containing a condensed sentential design. The sequentia/-cadential combination forms a

continuational phrase. In both cases, the tirst phrase member contains repeated motives.

The cadential member is always present, though the cadence is sometimes evaded. In the

condensed sentential design, the tirst two measures contain the repeated motive to form a

condensed presentational unit, which is followed by the two-measure cadential idea, or

one measure of fragmentation and a fmal measure containing the cadential function. This

type ofsen/enliai-consequent phrase is common in the post-crucial and c10sing sections

of the Venice XIII repertoire. There is a repeated sentential-consequent phrase in K 515,

mm. 38-46, as shown in Example 13. K 516's presentational member in mm. 68-72

includes a threefold repeat ofthe basic idea, the last occurrence being truncated. This

takes place over a prolongation of the complementary dominant. Fragmentation occurs in

mm. 72-73, and the cadential memher follows to the downbeat of m. 76. In K 516 the

notated 3/8 time does not reflect the true meter, which sounds more like a 6/8 compound

duple meter; thus, the phrase members are notated in four-measure units, but they sound

clearly Iike two-measure ideas.58 This Meler maintains the compressed four·measure

paradigm.
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58 See Caplin. Classica/ Form. 35. Caplin discusses real versus notated measures.
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The sequential-continuational phrase design sequences a motive in the tirst

phrase member and closes with a cadential gesture (sequential-cadential combination).

The example of the continuational phrase in K 518 discussed in the preceding paragraph

comprises the sequential-continuational design, but this occupies eight measures. K 530,

mm. 4145 in the example below shows the four-measure form. The sequential­

continuational phrase design relates closely to Fischer's spinning-out type, discussed in

Chapter One.59 It contains two phrase members, but the process unfolds in three parts:

head motive (incipit), sequence, and cadential member. The sequence progresses to the

dominant in the third measure. This design is inherently more Baroque than Classical,

59 See Chapter One, page Dt ofthis thesis for a review ofFischerts spinning-out types.



and it is a common opening design in this repertoire (incipit-sequential-cadential). The

incipit can even stand apart from the rest of the opening phrase making the three-part, or

spinning-out phrase design more apparent (Example 15, K 515.. mm. 1-11).•
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Sometimes a prolongational phrase member can he disguised as a sequence. This

happens when a harmonie prolongation takes place through a melodic sequence. The

effect is still ofa compressed sentential design, and the phrase is consequent-like. This

case occurs in the opening four measures of K 527 (Example 17 on page 42). The

melodic sequence coincides with a tonic prolongation. This forms a miniature statement

and response figure.60 The phrase member is, therefore, presentational. To the contrary,

in K 518 in Example 12 above, the sequence enhances a progressive strengthening of the

dominant preparations as it moves to the dominant. This phrase member is truly

sequential, and the phrase is continuational. The same is true in the example of K 530

above, which is a four-measure sequential-cadential structure. K 522, mm. 39-43, is a

complete condensed four-measure sentence. Measures 39 to 40 prolong tonic harmony

through a sequence. This forms the presentation member. The sequence, however,

remains the fundamental feature of this phrase. Even though the sequence is interrupted

in measure 41, the effect is still of the sante process continuing until the cadential

component in measure 42.

Caplin's study introduces a tonie prolongational hybrid phrase that consists ofa

basic idea and a contrasting idea. He calls this structure a compound basic idea.61 Caplin

describes this prolongational memher as resembling an antecedent phrase, only the

underlying harmony is a tonic prolongation and it does not cadence. The four-measure

unit represents a hybrid of antecedent and presentation functions. The opening of K 532

(Example 10 on page 32) forms a compound basic idea. When the compound basic idea

combines with a continuation phrase, the resultant form is a hybrid sentence. Unlike the

two-measure presentation member in a four-measure prolongational-cadential design, the

compound basic idea cannot retain its identity when condensed. The two-measure form

ofthis construct yields a single basic idea.

A remarkable feature ofScarlatti's phrase construction is its structural integrity on

a hierarchical scale. Using the motive as a generating ceIl, Scarlatti allows the form to

emerge from the substructure. Repeated one-measure motives can form a two..measure

basic idea. This basic idea, if repeated, can expand to become a complete presentation

60 See Caplin, Classica/ Form. 39. Caplin refers to a statement-response arrangement resulting from the
basic idea farst occurring in its tonic fonn, and then repeating in its dominant fonn.

6t Caplin, Classical Form, 61.



phrase. [f this appears in the opening, the result is a magnifieently structured, tightknit

presentation of the home tonality. K 542's opening four measures exemplify this craft

(Example 14). Though most phrases are rarely this extreme in the use ofthis device,

Scarlatti's motivie integrity is essential in ereating his small fonnal units, such as the

condensed four-measure sentence design, discussed above. The motive is the origin ofa

larger, organic structure that does not develop from conventional, high Classical functions

(that is, Caplin's archetypes), but from a Baroque process of smaller units weaving

together a formai design. Substructural uoits can influence the higher level design. The

result is a highly integrated and organic form of composition.
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Many constructs contain prolongational phrases that do not cadence, sueh as

presentations. Openings May consist ofprolongationai units that never come to a

cadential closure (see K 518 in Example 7). Other structures include cadence tyPes that

are more commonly associated with the Renaissance styles ofwriting, and contrapuntal

textures. Scarlatti uses these egpecially when he opens his piece with a single-line

melody. ln these cases the harmonie analysis is often open to speculation, but the

progression and the intended cadential dosure is clear. The cadential closure is usually

defined by an implied vü06-chord moving to [ and coinciding with closing linear

movement. [t aften includes a characteristic suspension. 1calI this a contrapuntal



cadence. It is less emphatic than an authentic cadence when the two exist in the same

section ofmusic. K 526 in Example 16 on page 41 is a good example of the contrapuntal

cadence (CC) in measures 5 and 9. Measures 9 to Il (not shown in the example) fonn a

codetta that ends with a stronger PAC.

•
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Terminologyfor Openings

Further discussion: openingjune/ion and incipit
Terms introduced: incipit fanfare, imitative or repetition opening, streUo,
simple openings, composite openings. camp/ex openings, and comma

The openings ofScarlatti"s Venice xm first halves contain one or more of the phrase

members introduced above. Chapter Three contains analyses of the openings according

to phrase-types. Opening phrases commonly include unique devices and processes that

can appear nowhere else in the haIf" or in the piece. Such devices and processes can

determine opening types aIong with the phrase design. These devices and processes faIl

typically into two broad categories: 1) the incipit fanfare and 2) the imitative or repetition

opening. Sometimes the opening contains more material than a single phrase and its

codettas. This forms a composite opening. Ali openings end on either the tonic or the

dominant" and can be extended by repetitions or codenas. Following is a description of

terms 1use to describe openings and their components (Examples 15 through 17).

Incipit: The term incipit has been discussed above as being borrowed from Heimes. 1
use it to indicate the opening basic idea, or initial presentation that introduces the
home tonality. This can include a tonic prolongation or it can present the
dominant of the home tonality. In sorne instances, when there is no main theme in
a binary sonata, the incipit can be the only opening gesture (K 534, mm. 1...2).
Unless it is repeated in the opening, the incipit rarely retums in the first half.

Incipit Fanfare: The incipitfanfare is an incipit that presents the home tonaIity
primarily through a fanfare-like flourish consisting of a scale or an arpeggiation,
or an octave displaeement of members of the tonie triad. Once the fanfare ends,
the rest of the opening follows with an authentic eadentiaI progression or tonic
prolongation.62 Fanfares, therefore" usually initiate a larger opening process
(K 515, mm. 1-11), but not necessarily (K 534, mm. 1...2). The prolongation at the
beginning ofan opening sentential-consequent phrase, for example" can he an
incipit fanfare (K 541, mm. 1-2). The fanfare is sometimes in stretto (K 539, mm.

62 Capliny Classica/ Fanny 199. Caplin mentions "'fanfare gesturesu that begin a pieee over a tonie pedaly

but does not elaborate as it is not a typical feature ofthe high-Classical style. He notes that HaydnYs
Symphony 97 opens with sueh a deviee.



1-3
1
). Though the tenn fanfare itselfcan denote a loud~ brassy flourish, this is not

necessarily the intention of its meaning here. For example~ the fanfare that opens
K 534 is slow and melodious, but it otherwise remains lavish in its display ofthe
home tonality (K 534).•
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Imitative or Repetition Opening: The imitative or repetition opening represents the

two-fold playing out ofan incipit (or incipit fanfare). Sometimes the opening
melody is a single line that continues during the imitation or repetition~offering a
countennelody or simple harmonic support (see Example 16 below, K 520,
measures 1 to 10 and K 526, measures 1 to 9). The repetition can enter at the
octave (or unison) or at another tonallevel. It need not he exact. The model can
he either a phrase member or a phrase. Imitative openings commonly imitate the
model an octave lower (an eleventh when it represents a reSPOnse to the model).
The model can sound alone, with no accompaniment. When the imitation OCCUl'S,

there may he an accompaniment or not. The accompaniment develops either
contrapuntally or homophonicly from in the original voice. These openings cao
resemble a Baroque invention; however, they are short-lived and no half in the
sonatas ofVenice xm actually becomes a complete invention (see K 516~

measures 1 to 21). This is another example ofhow Baroque free-flowing forms



become curtailed by a growing preference for Classical structures in mid-century
music.•
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Strello: Sorne imitative openings occur obliquely, so that the imitation arrives in
stretto with the model. Though the stretto overlaps the opening ideas, the effect
can be presentational when it prolongs or presents the home tonality. K 540
features a strelto type of imitative opening (Example 17).
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Simple. Composite, and Complex Openings: Scarlatti's openings can consist of
nothing more than a single phrase member, or very often~ a single phrase
consisting of two or three members, ofwhich ooly the latter is cadential, when a
cadence exists at ail. Codettas and pedal points can follow. These types of
openings 1distinguish as simple openings. Larger openings consisting of
consecutive, non-cadential~ tonic prolongational phrases form composite
openings. Composite openings can end with a cadence, but complete phrases,
such as presentations, exist before the ultimate cadential phrase or phrase member
with no intermediate cadences. An intermediate cadence can occur in a composite
opening only if it is followed by a non-structural repeat. If any other intermediate
cadences occur within the opening, the structure is comp/ex (Example 17, K 527,
mm. 1-12).63 A theme-type, such as a period (antecedent-consequent), would
constitute a complex opening; however, a sentence would not, as it contains no
intermediate cadence. Instead, a sentence would form a composite opening under
this analytical protocol. Scarlatti's composite and complex openings, however,
rarely combine phrases and phrase members in ways that form c1ear, high­
Classical theme-types.

•
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K 527 (Example 17) contains a peculiar design that consists of a weaker imperfect

authentic cadence followed by a stronger half cadence. This type oforganisation has

been referred to as an antiperiod. 1 use the term comma to refer to this type ofstructural

organisation.'" K 527 begins with a prolongational consequent-Iike phrase ending on a

very weak imperfect authentic cadence. This is a condensed sentential unit. Its final

cadence lacks intensity mainly because of the combination of two events: the cadential

tonie (measure 4, beat 3) moves to an inner voice as it arrives on a metrically weak pulse.

The following eight measures expand ioto a full sentence structure, though the

presentational prolongation is not a standard Classical design with typical solid root­

position harmonies being prolonged. What is interesting is that the four-measure

presentation in measures 5 to 8 is strongly related to the two-measure prolongation in

measures 1 and 2, where the basic idea first occurs as a single two-measure unit. This

relationship evokes a periodic design within the comma'S overall structure. Further, it

fil See Caplin, Classica/ Form~ 59-70. Caplin discusses hybrid and compound theme-types resulting tram
mixing different types ofphrases and phrase members.
60t Webster~ James. Haydn·s "Farewell'· Symphony and the ldea ofC/assica/ Style. ed. lan Bent
(Cambridge: Cambridge University Press~ (991)~ 44. Webster describes the antiperiod as having a
consequent that cadences off the tonic? leaving it more open than the antecedent. [feel that the tenn
antiperiod contravenes the 5trUcture?s inherent periodic design. See Douglass M Green, Form in Tonal
Music, 2nd ed. (New York: Hait, Reinhan and Winston, [ne., (979).55-56 for a description ofthe period's
singleness oftonal structure. [have chosen "comma' because it refers ta a grammatical punctuation that can
separate a clause or a complete idea trom the rest ofa sentence. [t signais there is more to come. The
etymology ofthe ward suggests that it stems trom the Greek komma which means a clause in a sentence:
""that which is eut off' (koptein, to cut oft). [n being "cut off' something is complete in that il is isolate~

yet incomplete in that il belongs ta something more. Further, we borrow the overburdened tenns period and
sentence tram grammar with little reservalion; the tenn comma fits into the pattern with very little excess
baggage.



can be argued that the halfcadence in measure 12 is a stronger end than the weak

imperfect authentic cadence at the end of measure 4. The eight-measure sentence

following the consequent-like opening four measures is an expansion on the former

phrase, despite the difference in cadential closure. The comma, therefore, is not

antiperiodic, even if the phrase organisation reflects a contrary consequent - antecedent

disposition. It maintains the dual-member balance like the period's antecedent­

consequent design, even if the final cadence remains structurally open. The dYnamic

tonal weight of both the period and the comma rests in the latter member.

•
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The three categories for openings introduced above are not mutually exclusive; for

example, incipit fanfares can begin an imitative opening, or a repeated opening phrase

can lead ta another non-modulating phrase and form a composite opening. What they

present is a method for identifying the processes in opening sections. This method helps

to clarify the onset of the transition or the expansion section. No one specifie type of

opening occurs with one specific type ofcentral section.

Te,minology for the Central Section and the Crux

Further discussion: cna, perfee! cnl.:'C. pre-CrlL'C. the concept ofperftction
Functions introduced: perfeet pre-crux
Terms introdllced: false erux

13 irkpatrick refers to the central section as "the really dynamic portion of the

[ ,first half.'''5

... This [ have called the Central Section . .. [t is not always definitely
separable from the Opening, nor are the functions of ilS members clearly defined.
[ use the term largely to refer to the chain of modulations that lie between the first
departure from the opening tonie and the Crux."

The central section of the binary sonata's first half always contains the transitional

process. This process can vary in size from a single pivot point to extensive expansion

sections that can take up most of the half. Whether the first halfis bipartite or tripartite

depends on the degree of emphasis placed on the transition. Transition types can be

identified according to various transitional processes and functional components. The

central section begins with the transitional pivot member and ends with the onset of the

65 Kirkpatric~ Domenico Scarlalli, 256.

66 Kirkpatric~Domenico Scarlatti, 256-57.



complementary pivot confmnation (discussed below), which signals the beginning of the

complementary tonal section. In the bipartite sonata form, this includes the transition and

the pre-crux. [n the tripartite form, it becornes the central expansion section, which can

include the crux and post-crux, as weil. Since the tonal plateau often ernerges within the

transitional process, the following discussion necessarily introduces sorne terminology for

the cornplementary tonal section, such as the crux.

•
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The crux has been discussed at length in Chapter One. The present study also

adopts Kirkpatrick's terms pre-cna and post-crux and more precisely defmes them. The

concept ofperfection becornes an important analytical consideration. Perfection occurs

when congruent structural material in each halfcoincides with the tonal reconciliation. In

general, the term perfect can precede any other term to reflect such an occurrence (perjéct

crux, for example). The following list introduces the terms used to analyse the central

section.

CnlX: (See pages 8 and 9). 1 use Kirkpatrick's definition of the crux (that is, "'... the
meeting point in each halfof thematic material which is stated in parallel fashion
at the end ofboth halves with the establishment of the closing tonality ..."67).
The crux is not a phrase member. A phrase member contains the crux.

Pre-cna: Kirkpatrick defines the pre-crux as that section immediately preceding the
crux, which serves to prepare the concluding cadential activity of the
cornplementary tonal section." The function of the pre-crux is not necessarily
cadential, according to Kirkpatrick, though it often ends with a half cadence or
sorne other cadential gesture. The position of this study is that the pre-crux is not
cadential at ail, as it more prepares for the crux rather than it ends the previous
section. The pre-crux occurs in either half where the c10sing tonality starts before
the parallel material (the crux). Il nonnally immediately follows, or coincides
with the complementary pivot. In K 522, the crux appears in rneasure 27 in the
first half and measure 70 in the second half. (Please refer to Example 18 on the
following page). In both cases, the closing tonality in each halfaIready exists in
the dissimilar preceding material: measures 24-26 in the first balfand measures
68-69 in the second halt: These are the pre-cruxes. The complementary pivot in
the fust halfoccurs with the fmal sequence ofa quasi-sequential transitional
phrase. The dominant tonality (D..major) in measures 21 ..24 becomes clear only
when the sequential movement ends. It is more complicated in the second halt:
The complementary pivot from measures 64 to 67 differs from its counterpart in
the first haU: as does the material of the pre-crux in measures 68 to 69. The
complementary pivot begins in measure 64 in the supertonic region. The home

67 Kirkpatric~ Domenico Scarlatti, 255.

68 Kirkpatric~ Domenico Scarlatti, 257 and 262.



tonality arrives by measure 68, but it is not confl11lled until the crux. This means
the complementary pivot continues through the pre·crux.•

•
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Perfect cnlX: Reimes's description of the perfect crux was introduced in Chapter One.
Unger clarifies Heimes's position by further positing '-me term perjëct crux to
denote those cases where the crux coincides with the beginning of the closing
tonal plateau in each half.,,69 Sînce only a portion ofa binary sonata's first half
returns in the second half, il is necessary to define the recapitulative process
proportionally. Technically, the existence ofa pre·crux should preclude any
opportunity for the existence ofa perfect crux. (If the crucial tonality exists
before the retum ofcrucial materia! in one halfor the other, then there cao he no
perfection.) This does not accommodate instances where the complete tonal
plateau is the object of the recapitulation. Unger sets a precedent that clearly
distinguishes the transition from the complementary tonal section. This means
that should the transition establish the complementary tonality within itself(which

69 Unger, ... Methods and Incidents," 16. Unger addresses the term perfecl crux, suggesting that it be
associated as c[ose[y as possible with the Classical notion ofrecapitulation. Please refer ta Chapter One,
page 9, ofthe present thesis for a preliminary discussion ofthis term.



is often the case) it does not necessarily indicate the onset of the complementary
tonal section. Sometimes, it ooly sets up the complementary tonality. It is
possible, therefore, to have both a pre-crux and a perfect crux in the same
movement. K 517 bas a perfeet crux in measure 30 (and 74) that follows
coincidental transitional material in both halves in their respective closing
tonalities (mm. 18-30 and 67-74, respectively). These sections are perfect pre­
cruxes. Please refer to Example 19 below.

•
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Perfect pre-crux: The perfect pre-crux ref1ects a coincidence ofparallel material with
each halfs closing tonality within the transitional member. In K 517 such an
event occurs in measures 23-24 in the first halfand measures 72-73 in the second
half. The perfect crux follows immediately in measures 25 and 74. This allows
the crux to maintain its identity with the onset ofa clear and dermite motivic
passage that confmns the complementary tonality. The parallel restatement of
material actually begins in measures 18 and 67; however, the closing tonalities are



not confirmed until measures 23 and 72. The parallel material beginning in
measures 18 and 67 will be discussed below under fa/se crux.'O•
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Faise crux: As noted in Chapter One~ Heimes recognises that the crux might also
reflect a retum ofthematic material even if the parallel matena! in the second half
has not finished modulating back to the home tonality. This assertion assigns a
somewhat more recapitulatory function to the crux than Kirkpatrick intends. The
labelfalse crux applies to such a segment to signal that parallel material has
retumed before the tonal reconciliation (at the crux) has arrived. This observation
preserves the crux as a procedural element of the binary sonata while not
becoming a formal event. (See Example 20, K 515, mm. 12 and 55, and Example
19, K 517, mm. 18 and 67, where there is a coïncidence ofmotivic lnaterials
before tonal reconciliation.) False cruxes May appear to be in the respective
complementary tonalities~ but tbey are still playing out the transition. The perfect
crux does not arrive until this process ends.

œ
c~

t::c;:c:::eœ=:;,
IJ~ [!!§

70 1make no attempt to identit}r preparatory material as Unger does in "Methods and Incidents"
(preparation by scale or arpeggio passage, by sequential passage, by extended or prominent dominant, and
transitional theme. aIl occuning with or without caesura) as such devices are peculiar to Scarlatti and are
not meant to represent a common practice consistent within the binary sonata form. lnstead, preparatory
material in any sonata occurs with the complementary pivot and pre.crux, as defined in this study.



Terminologyfor Regions ofTonie and Dominant Confirmation and Prolongation

Further discussion: dominant peda/ point (dominant pedal)
Functions introduced: tonic affirmation
Terms introduced: c/osed dominant pedal point

•
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Q egions ofextended harmonie prolongation occur commonly in the sonatas of

1 ! Veniee xm. These often include peda/ points, which are repeated notes or

long note values that occur in one or more voices and are constant through every measure

ofthe prolongation. Since a prolongation can confirm the arrival ofa tonality,

prolongational phrases are common at points where tonal confirmation is needed, such as

at the onset of the complementary tonal plateau. Dominant peda/s and arrivais are

especially prevalent. Tonic affirmations are similar phrases that confirm or prolong an

established tonality. Dominant pedals (arrivais) and tonie affirmations fonn functional

members in the sonata's substructure, and they can appear in any section of the work.

They often take on a condensed sentential design, consisting of a prolongational member

(2 measures + 2 measures) and cadential member (2 measures).

Dominant pedal point (dominant pedal): (See Example 21). This is a funetional area
ofextended or prolonged dominant harmony that is typified by a constant or
continually rePeated dominant pedal tone in one or more voices. Often, it follows
from a phrase member whose goal is dominant harmony (usually of the
complementary tonality). The dominant pedal point is a self-contained structural
member, and is not a part of the phrase member that preceded it. As a non­
cadential dominant arrivai typically ends the transition of the Classical sonata, so
one or more dominant pedal points might end the central section in the mid­
century style." They are often long and emphatic and can influence the fonnal
structure dramaticaIly. They frequently occur with a dominant arrivai. The mid­
century dominant pedal cao end a transitional process by conîmning the
complementary tonality. Dominant pedals cao also occur well within the already
established complementary tonal plateau (see post-crucial dominant peda/ below).
It becomes a functionally vital feature that assumes a pre-crucial, crucial or post­
crucial role in the first half; therefore, it can close the transition while
simultaneously opening the complementary tonal plateau. In such cases, it cao
elide the central section with the complementary tonal section. Because of this
dichotomy, such dominant pedals merge the transition with the complementary
tonal section. K 523 exhibits a dominant pedai established in an upper voice of
measure 14. This dominant perlai functions as part ofthe pre-erux to measure 17,
after which a three-measure continuation member leads to the cru.x. Another

71 Caplio? Classica/ Form, 79·81. A dominant arrivai occurs when a phrase achieves the dominant through
a definite progression? but there is no cadentiaI closure because the phrase at that point does not end
melodicaIly, structurally, or rhythmically.



dominant pedaI section (the post-crux), beginning in measure 21, highlights the
crux. The first dominant pedaI, which begins at the crux, is the crucial dominant
pedalo In measure 29, the crucial dominant pedal becomes restated post-crucially.
This sonata exhibits all three instances ofdominant pedals in the complementary
tonality.

•
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Closed dominant pedal point: (See Example 22). The mid-century dominant pedal
point often ends with a short cadentiaI progression leading to the tonic. This
cadentiaI progression may happen even when the pedal point doubles as a
dominant arrivaI; hence, the term closed dominant arrivai serves, as well.72 A
cadence is only possible when a tonal centre aIready firmly exists; thus, the closed
pedaI point is a confrrmatory device. This type of closed dominant pedal is
fundamentally different from the dominant arrivai, which remains open to
emphasise the playing-out ofa half-cadential function. Typically, a closed
dominant pedal point (or arrivaI) ends with a cadential progression in a short
cadentiaI member. Closed dominant pedals usually merge the central and
complementary tonal sections, as they define the end of the transitional process
while confinning the complementary tonality. A closed dominant arrivai occurs
in K 535, measures 12 to 18 (PAC) and repeats in 19 to 24.

72 Cf. Caplin, Classica/ FOl'm, 79-81. This contradicts the detinition ofClassical dominant arrivai, which
has a non--cadential ending.
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Tonie affirmation: Tonic affirmations are characterised by a prolonged tonic pedaI in
any voice. They behave very much like dominant pedaIs or arrivais, as no
cadence or genuine modulation leads to them. The phrase simply ends in the new
tonality on a confirmatory standing on the tonie. Tonic affirmations occurring in
the eomplementary tonality do not need to he prepared by modulations. Measure
II ofK 514, for example, establishes G (the dominant ofthe home tonality) as the
new tonie simply by emphasising it for a few measures. This new tonie is
eonfirmed by the eadential progression and PAC in measures 15-17. In measure
17, the elosing section follows as a tonic affmnation by standing on the tonic.
Though strongly tonicised, the home tonality (C) oever returns for the rest of the
half. Please refer to Example 23 on the following page.
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Terminology for the Complementary Tonal Plateau and Closing Section

Further discussion: complementary tonal plateau (tonal plateau) and
complementary tonal section. and closing section
Functions introduced: post-cncc and complementary pivot confirmation
Terms introduced: expansiona/ post-crux and post-crucial dominant pedal

7'1he complementary tonal section begins immediately following the central

'-'section. It contains the crux, post-crux, closing section and, when they exist,

the post-crucial dominant pedal points and expansional post-crux. The central section

can merge with the complementary tonal section, depending on how it approaches the



crux. The closing section consists of repeated, tooally stable phrases that follow the crux

and, when it exists, post-crucial materia!. Il always comes after an autheotic cadence and

oever drifts from the complemeotary tooality. New or varied motivic material emerges,

characterised by cadential progressions or codettas to end the half. It functions like an

epilogue at the end ofa spinning-out type, but it is more extensive in this genre as it

closes a larger fonn.

•
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Comple",entary tonal plateau (tonal plateau) and comp/ementary tonal section: The
complementary tonal plateau is the portion of the first half beginning with the
establishment of the complementary tonality and continuing to the end of the half.
It can contain both modes of the complementary tonality. It can start within the
transition and overlap the central and complementary tonal section. The
complementary tonal section (or complementary section) is the part of the tonal
plateau following the central section. It begins with the complementary pivot
confmnation (introduced below), and often coincides with the closing section,
especially in the tripartite design. Furthennore, the complementary tonal section
can contain developmental material (see post-crux below). In K 537 (Example
24), the tonal plateau, but not the complementary tonal section, begins after the
half cadence in the complementary tonality, which ends the transition in measure
24. A central expansion section follows. Phrase members explore other tonal
regions after this point, including the complementary tonie minor. The
complementary tonal section arrives in the proper mode in measure 54 at the pre­
crux, where the material from the beginning of the tonal plateau returns.
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Post-cna: The post-crux begins the complementary tonal section. It is the phrase
member immediately following the crux and preceding the c10sing section.73 The
crux can faU at the head of the post-crucial member. In K 514 the post-crux
begins immediately with the crux in measure Il and extends to measure 17 where
the closing section begins. (Please refer to Example 23 above.) In the tripéL.etite
sonata form, the post-crux is the pan of the complementary tonal section that
Larsen caUs the Dominantspannung: the area of tension in the dominant tonality
that follows (or starts in and continues tram) the Entwiclc/ungspartie

73 UThe material following the Post-Crux is frequently so closely allied with it as to be scarcely
distinguishable. The Post-Crux and Closing may both end with a cadence using the same material.
Occasionally what we must consider as the Post-Crux is organised in sandwich rorm." Kirkpatrick,
Domenico Scarlatti, 263.



(developmental expansion section) and precedes the SchlujJpartie (closing
section).7" If the post-crux continues an extensive developmental process within
itself: then this forms an expansional post-crux (see Example 25, K 521, mm. 20­
38 and 531, mm. 26-31). At times, the crux faIls in the parailei mode before the
ultimate modality of the tonal complement arrives. For example, if the
complementary tonality were to he G-major, the parallel mode would he G-minor
(or vice-versa if the complementary tonality were to he minor). In these cases, the
complementary pivot occurs where post-crucial materiaI begins to near the
ultimate modality of the halt: Such delays of the complementary pivot form an
expansion section. To illustrate, in K 521 the crux hegins by moving towards the
parallel minor in measure 20 (and 92) via its relative major. This ambiguity
between minor and relative major is still transitional; however, the section senles
firmly in the dominant minor. The post-crucial expansion section lasts until
measure 35 (and 107) where the He leads to the complementary pivot in measure
36. K 531 a1so exemplifies a crux in the parallel mode. The major mode arrives
with the closing codenas OIÙY five measures before the end of the half. This is so
late in the haIf that the true complementary tonaIity could be heard only as a tierce
de Picardie. TypicaIly, however, the post-crux consists of the phrase following
from the crux and any immediate repetitions.

•

•
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• 7" Larsen, hSonatenfonn-Probleme," 226. Larsen reserves Dominanlspannung for the tripartite first hait;
however, the post-crux does not carry such a restriction. It applies to immediate post-crucial material
regardless ofthe higher fonnal structure.
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Post-crucial dominant pedal (arrivai): This is the immediate repeat ofa crucial
dominant arrival or pedal section. The repeated portion often lies well within the
tonal plateau and functions fully as part of the complementary tonal section. [15

purpose can he seen no longer as part ofthe transition. The first dominant pedal
ends the transition while simultaneously establishing the complementary tonality.
[ts repetition, therefore, is a confirmation. The model can be a closed dominant
pedal, and the repetition is immediate with no intervening material. The
repetition foons the post-crucial dominant pedalo A post-crucial dominant pedal
can be found in K 523, measures 29 to 37 (as mentioned above in the discussion
ofdominant pedal points). Please refer to Example 21 above.

•
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Complementary pivot confirmation: The complementary pivot confirmation is the
point following the complementary pivot where the complementary tonality
becomes stable in its proper mode and no further modulations occur. The earliest
this point occurs is at the crux. Since it begins the complementary tonal section,
the post-crucial dominant pedal is often its signal. [n K 514, the complementary
pivot extends from measures 7 through 10. There is no cadence to end this
member, but a tonie affirmation begins in measure Il and cadences in measure
17. This member is the complementary pivot conflrD1ation, and it begins the
complementary tonal section. Please reCer to Example 23 above.

C/osing section: The closing section is that part of the complementary tonal section
that follows the post-crux and continues to end the half. [t never deviates from the
complementary tonality and always emphasises it with a series ofauthentic
cadential progressions. [t frequently contains or consists of codettas (K 514, mm.
17 to 31). [f nothing tbllows the post-crux, then the post-crux itself serves as the
closing section, as weil (K 534, mm. lOto (9).75 The closing section can contain
combinations of several diS\Ïnct members, such as closing codettas or dominant
pedaI points. Please refer to Example 26 below.

75UNext in order is the Closing, that thematically or hannonically definable section immediately following
the Post-erux." Kirkpatric~ Domenico Scarlatti, 256. Kirkpatrick continues to define subsequent phrases
as Final Closing and Further Closing. In the present thesis, the term c10sing section subsumes ail phrases
after the post·crwc.
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~.::K '534, nini. 10-19. The post-crux forms the closing section immediately after the crux in measure 10.
yKS14, mm. 17-31. A repeated coridensed sentetitial phrase, extendedthe second timeby codettas,
Itormsthe closingsection. The presentatiooal prolongation is made op solely ofa tonie affirmation.
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~ he preceding discourse presents the base for the analyses in Chapters Three,

UFour and Five. An analytical protocol emerges for binary sonata fonns

according to the criteria established by contemporary mid-century norms. The following

criteria for mid..century binary sonata forms are important for this study.

• Binary sonatas divide into two relatively equal, balanced halves.

• The first halfcontains an opening home tonality and a closing complementary

tonality.

• Thematic dualism may exist, but it is not essential to the form.

• Tonal and thematie symmetry exists between the ends ofeach half.

• Structural processes inherited from Baroque forms blend freely and become

moulded by Classical tendencies.

• The first half may be either bipartite or tripartite, according to ils contingent

processes.

If these criteria are met, then the analytical protocol to be used can include the processes

and functions defined above to create a meaningful analysis.

Theoretical classification can express only crudely the diversity of formal designs

and processes. The classifications introduced above offer a method for communicating

Scarlatti's true versatility, rather than attempting to cram bis treatment ofform into a rigid

set ofparadigms. Sorne combinations ofdevices and processes create situations where an

analysis remains open to interpretation. This is normal when applying a theoretical

premise to any type ofmusic. The composer does not intend to create bis art to confonn

to theoretical paradigms. It is the theory that tries to unravel the mystery of the

composer's art. Classifications are ooly analytical tooIs, and they are meant to be

flexible. Musical analysis can be as much an art as musical synthesis. In cases where

interpretation can vary, it is the endeavour to classify, rather than the actual classification,

that exposes the dynamic of the composition. This is the purpose ofanalysis.
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Chapter Three

An Analysis of the Thirty Sonatas in the Veniee XUI Manuseripts:
The Openings

Tl he following three chapters examine the thirty sonatas contained in the

'-'Veniee XliI collection according to the analytical protoeol defined in

Chapter Two. The analysis explores each archetype respectively before moving on to the

next. Chapter Three investigates the openings ofeach sonata by tyPe. Similarly, an

analysis of the central sections follows in Chapter Four. Finally, Chapter Five reviews

the complementary and closing sections to conclude the analysis. At the end of each

chapter, 1present a short survey of similar structures found in the music ofsorne of

Scarlatti's direct predecessors and contemporaries. This profile will show that Scarlatti's

compositional form was in step with the contemporary, western musical aesthetic.

Stylistically, however, he rernained quite unique, perhaps due to rus relatively isolated

positions in Spain and Portugal." Chapter Four will aIso show the importance of

expansion sections in determining tripartite designs.

TheOpening

Tlhe function of the opening is to present the home tonality. This can be done

'-'through a number of devices. A tonie prolongation and a strong cadential

gesture in the home tonality are certainly enough. A high..Classical therne-type easily fil1s

this raie. Scarlatti, however, does not usually employa high..Classical theme·type,

preferring instead to incorporate prolongational..cadential, presentational, sequential­

continuational, and various consequent-Iike or continuational phrases in the opening

sections. Thematic recognition is not a necessary goal of the binary sonata's opening.

The incipit can be either an incipit fanfare or an imitative figure. It is often striking, not

because its thematic content needs to be recognised as a dyoamic force in the piece

76 See Newman~ The Sonata in the Classic Era. Newman discusses Scarlatti~s Spanish style (126) and
examines Scarlatti's style with respect to his contemporaries (259·85). He acknowledges that Spain was in
stride artistically with the rest of Europe (260). Newman fmds similarities between Scarlatti and bis two
Iberian contemporaries, Seixas and Soler, but notes that considering they share a similar heritage, they are
stylistically markedly different and highly individualistic composers (281).



(indeed, it is often unique), but since it cao he the only gesture that announces the home

tonality in the first hait:•
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A few openings contain larger composite or comple" phrase structures that

modulate. These usually occur as longer spinning-out designs (see Example 2 on page

(4). In these cases, the opening function comprises only those members that occur before

the transitional pivot and does not include the member that contains it. Only non­

transitional phrase members classify the opening type. Phrases that form a structural part

of the transitional process, even if they do not modulate, belong to the central section.

The devices and processes that are used to announce the home tonality bear out

two main categories ofopening gestures, which were presented in Chapter Two: the

incipit fanfare, and the imitative and repetition opening. The incipit fanfare is a motivic

device and a musical object. Imitation and repetition are musical, temporal events and

formai processes. Because the categories are based on different musical means, there will

be times when a formai function overlaps the two. An incipit fanfare, for example, may

comprise the incipit ofan imitative opening phrase. These categories intend to identify

common features of the mid-century sonata form, thereby recognising key components of

structural design. Incipit fanfares often occur in prolongational-cadential phrases that are

neither imitative, nor repetitive. They occur commonly enough to warrant recognition on

their owo. On the other hand, imitation and repetition are opening processes that demand

j ust as much attention.

Chapter Two introduced the concept of simple, composite and complex phrase

structures. The following analyses are organised by these classifications. Simple

openings are examined by opening phrase type: prolongational-cadential openings,

spinning-out phrase openings and simple presentational openings. Composite and

complex openings are regarded according to their phrase combinations, respectively:

sentence-type openings and composite spinning-out type openings for the composite

design, and periodic openings and complex spinning-out type openings for complex

structures. Occurrences of recognised opening devices and processes (incipit fanfares,

imitative openings, repetition openings, and stretto openings) are so common that they are

discussed as they occur. Chapter Two has already introduced examples for severa!

opening archetypes. For this reaSOD, only sorne of the sonata openings presented below

are analysed in depth with accompanying examples to highlight some striking feature, or

to illustrate a point. Openings that are subsumed clearly under previously examined

archetyPes are reviewed briefly and without accompanying examples.
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Simple openings are the most common in the Venice xm repertoire. Thirteen

of the thirty sonatas begin with a simple opening. Ofthese thirteen sonatas,

ten begin with an incipit fanfare. Only four do not begin without some kind of repetition

or imitation of the opening motive or phrase member.

Prolongational-CadentialOpenings

Sonatas subsumed by this archetype: K 514. 519. 528. 533. K 534. 535

This opening type and the composite spinning-out-type are the most popular.. each

comprising twenty percent of the sonatas in this repertoire. Of these six sonatas, only

one, K 519, does not begin with an incipit fanfare (Example 7 on page 29). Melodically,

the first five measures could form a spinning-out phrase consisting ofa head motive and

sequence, but the underlying tonic prolongation does not support the spinning-out

process. K 534 has an opening that modulates (see Example 28 on page 65). K 528,533,

and 535 are typically consequent-like, forming condensed, four-measure sentential­

consequent patterns with the incipit fanfares comprising the two-measure presentational

member. This design punctuates the incipit with a characteristic cadential progression, or

a series ofcurt cadential progressions. The opening of K 528 is illustrated in Example 7

on page 29. This opening exemplifies an incipit fanfare (presentational) as a repeated

series of B-flats played through four octaves aver the tirst two measures. Measure 3

introduces a single-motive, one-rneasure cadential formula that is played three times. The

repeated cadential figures are codenas (lAC m. 4, cadenas mm. 4-6). K 533 and K 535

use opening designs similar to K 528. Both are followed by extensive one-measure

codenas to their respective measures 9 (Example 27). The incipit fanfare in K 533 is not

a straight arpeggio, but it is clearly the tonic triad omamented with escape tones. K 514

differs slightly from the others because it includes a three-told statement ofan arpeggio

fanfare, followed by a one-measure cadential fonnula (mm. 1-51), The following codena

in measures 5 to 7 is derived as a truncation of the opening phrase, including only the

final descending arpeggio figure and the cadential progression.
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Only two sonatas in the VeRice xm collection begin with openings that merge

with the transitional section: K 532 and 534. Their openings link so intimately to the

transitional pivot that the sections merge with no formal division. K 534 presents the

home tonality through a scalar flourish and its imitation in measures 1 and 2 (see

Example 28 on the next page). Harmonie confirmation ofthis tonality occurs on the

downbeat ofmeasure 3. The continuation through to measure 4, though structurally

linked to the incipit, is pivotai. The striking feature is the return of the incipit in measure

5, atone higher than in the model.

Fischer discusses similar, two-statement openings in the Baroque spinning-out

type.77 He demonstrates in bis figure Il (Example 1 on page 13) that the restatement may

begin a modulation. (In his example, the modulation is from the home minor to the

relative major in the restatement, though the ultimate goal of the spinning-out is the

dominant). Fisher goes on further to draw a connection between the Baroque spinning­

out-type and the fonnal design of the exposition in an early Haydn sonata (D-major, Hob.

XVI: 1411, composed before 1767). He shows how the opening phrase becomes the main

theme and the spinning-out becomes the transition. The epîlogue either ends the

transition or forms the closing section.7! This process relates very closely to what

happens in K 534, except that a complete modulation has taken place by measure 5,

indicating that the transitional process has already begun. The opening, therefore,

extends to the elided half cadence in the complementary tonality in measure 5. The

repetition beginning in measure 5, though melodically and sequentially related to the

incipit, is procedurally a part of the transition. The opening is confined to the incipit

fanfare in the first two measures. This member forms a condensed presentation

consisting ofa single-motive basic idea and repetition. The following continuation

liquidates motivic material to achieve the dominant of the complementary tonality in

measure 5. In this case, the continuation is modulatory and brings about the beginning of

the transitional process.

77 Fischer. "Wiener klassischen Stils:' 29-34. On his page 29. Fischer refers to the Utwo-statement
sequence" at the beginning of the Sarabande of Bach's Fifth English Suite (see Example 1. fig. lion page
13 ofthis thesis). On his page 31. he shows another version ofa similar type (see Example 1, fig. 15 on
page 13 ofthis thesis). Various examples are given throughout his essay. The main thrust of Fischers
article is to show trends in theme-type construction continuing ftom the Baroque to the Classical era.
Though he does not mention the Classical sentence structure (as detennined later by Schoenberg). his
discussion points strongly to similar designs being associated with the Baroque spinning-out-type.
Caplin also notes that a restatement ofthe opening material can begin the transition in L'te Classical style
(Caplin. Classical Form. 127-8).

78 Fischer. "Wiener klassischen Stils." 51-52.
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Spinning-out Phrase Openings

Sona/as slibsumed by this archetype: K j15. 516. 529. 539

This type of simple opening in the Venice xm repertoire begins exclusively with

an incipit fanfare, however curt, that forms the initial head motive. Further

prolongational or sequential phrase members May follow this, ending with a cadential

phrase. The incipient motive or motives aIways recur as a sequence or imitation, usually

within the opening fanfare gesture. K 516 is the exception, but the entire fanfare recurs in

imitation al a different tonallevel. This type of integrated phrase construction

exemplifies Scarlatti's use ofrepeated motivic cells to develop h.igher-level phrase

members.

•
The opening of K 515 appears in Example 15 on page 40. It opens with a two­

measure incipit fanfare that is both imitative and presentational (1+1), which is consistent

with the process Scarlatti uses to create compressed presentational phrases. The

remaining four measures ofthe opening end melodically in measure 7, but harmonically,

the phrase continues by Melodie restatement after an evaded cadence. A three-fold



ostinato unit in the bassjuxtaposing a two-fold melodic statement in the right hand causes

the cadence to he evaded. If it were not for the ostinato~ measures 3 to 7 would have

formed a consequent phrase. Instead~ the melodic formulae complete their processes,

spinning-out to the cadential progression in measures 9 through to the PAC in measure

Il.

•
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•
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K 529 and K 539 are similar in design (Example 29). Each begins with its fanfare

motive being repeated by imitation over measures 1 and 2. The incipit extends to

measure 3 in K 529. There is a stretto opening in K 539 due to the oblique movement in

measure 2. Both openings follow the incipit fanfare with a descending Iinear intervallic

pattern, K 529 in parallel 6fJ-chords effecting a prolongation through a voice exchange

from measures 4 through 9~ and K 539 in paralle12-3 sUSPensions prolonging the

dominant in measures 3 through 5. K 529's cadential member is a brieftwo measures

long (mm. 9-(1). Three one-measure closing cadential progressions extending from

measures 6 to 9 (lAC) follow the prolongational sequence and fonn the fmal member of

K 539's spinning-out phrase.
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K 516 begins much like an invention (see Example 16 on page 41). Being notated

in 3/8 time, it is metrically a compound duple meter, like 6/8• Its opening lasts 21

measures and is highly tonally progressive (but not ttansitional). The order of the areas of



tonal progression in the opening is remarkable in that it establishes the progression of

tonalities in the expansion section-an ascending circle of fifths retuming to the tonie (1,

mm. 1-4; naturaI-VII, mm. 5-8; IV, mm. 9-13; l, mm. 14-17). Measures 5 to 8 imitate the

four-measure incipit fanfare at the 9th with contrapuntal support. These opening measures

do not form a presentational unit, however, as the tonic is not prolonged. Instead't the

phrase simply spins out into the two next prolongational units (mm. 10-13 and 14-17),

which are based on a single two-measure basic idea. The closing cadential unit begins in

measure 18. This long phrase strings together severa! phrase members that contribute to

the whole spinning-out process. K 540 is a similar construct that will he discussed below

(Example 17 on page 42), but it contains complete presentational phrases; therefore, its

spinning-out forros a composite phrase.

•
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Simple Presentational Openings

Sana/as slibsumed by this archetype: K 518.523.532

Simple presentational openings consist of a single presentation phrase,

presentational phrase member, or any other type of tonic prolongational phrase member.

They do not cadence. Instead, they sit at the head ofa longer spinning-out process. The

following material begins like a continuation phrase, but it modulates and cadences in the

new tonality. This continuational material is transitional and does not fulfil the opening

function. K 518 opens with a three-measure incipit fanfare forming a basic idea

consisting ofa single repeated motive built on the tonic triad (see Example 7 on page 29).

The basic idea's repetition, an octave lower, incorporates a countermelody; thus, this

opening incorporates the imitative process, as weil as the incipit fanfare. The opening

ends, \vithout cadencing, on the downbeat ofmeasure 7 where a transitional sequence

begins.

The incipit fanfare opening of K 532 merges with the transition, and resembles the

Baroque head and spinning-out technique (see Example 10 on page 32). The four­

measure compound basic idea forms the head phrase, but the following material is

transitional and the opening ends with the onset ofthe dominant pedal in measure 5. The

opening function fades with the persistent D-sharp in the left band, whicb, when followed

by a G-natural in measure 9, expresses a turn to the dominant minore This modulation

signals the frrst defmite movement away from the home tonality, though there bas been

no clear motivic or structural break to enhance the separation between the opening

function and the transitional pivot. Measures 5 to 7 form the model for the ensuing



modulatory spinning-out; henee, they form the transitional pivot. This transition

fumishes a gentle movement away from the home tonality early in the piece.•
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The opening ofK 523 is closely related to the presentational openings (Example

30). It features a five-measure descending sequence that presents the home tonality.

Most ofScarlatti's opening presentational devices in the Veniee XllI repertoire include

direct repetition or imitation. A sequential pattern followed by a cadential progression

generates a continuation phrase. [n these cases, the sequences are normally stepwise.

The cadential formula in K 523"s measures 4 and 5 does not have a cadential function as

the singular opening idea cornes simply, with no motivic liquidation or development

The repetitions of the basic motive form the basic idea. The result is an unusual., two­

tiered structure where a harmonic prolongation supports a two-measure basic idea and

repetition, but the motivic content juxtaposes it with a melodic model and sequence

pattern. The transition follows immediately in measure 5., continuing the sequential,

spinning-out character of the opening. Presentational sequences remain a feature in the

Classical repertoire.79

11(523, IIIIIL 1- S 1

PresentatianaI Sequence
Basic idea Re,. (Seq.)
Ir---------~II

D4adel Sequence
1 Il

•

G+: 1 V (yi) ü.6 V 1

'---------------~----

79 See Capliny Classical Form, 39. Note that the incipits ofK 520, 524, and 538 aJso feature a
presentational sequence.
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Composite openings contain at least one complete phrase., and additionaI

phrase members, but no cadence occurs unIess it precedes a non-structural

repeat., or it closes the opening section. A Classical sentence therne-type faIls into this

category. Scarlatti's Venice xm repertoire does include sentence structures, but they

always contain Baroque devices and gestures such as imitation and countermelodies, or

one of the phrases somehow deviates from the Classical model. He is also fond of

linking together long prolongational sections such as presentations and tonic affirmations.,

which form complete phrases within themselves. The simple opening discussed in K 516

above uses a similar compositional technique, only a composite opening links together

complete non-cadentiaI phrases rather than simple phrase members. Eleven of the thirty

sonatas under investigation contain composite openings, six ofwhich form composite

spinning-out-type openings. Both this type and the prolongational-cadential type

comprise twenty percent of the openings in the Venice XIII collection. The following

analysis will discuss these six after reviewing sentence-type openings.

Sentence Type Openings

Sonatas subsumed by this archetype: K 524, 536, 540, 542, 543

Of the five sentence-type openings, K 536, 542 and 543 feature imitative

openings. K 543 does not incorporate an accompaniment to the imitation. K 540 opens

in stretto, as introduced in Example 17 on page 42. Only K 536 and K 540 incorporate

the incipit fanfare to begin.

K 536 (Example 31) begins with a three-measure unit that cornes arguably close

to a condensed sentential design., which would cadence on the downbeat of measure 4.

The harmonic implication, however, is simply a tonic prolongation; thus, no cadence

exists. The next three measures imitate the unit while the original voice adds hannonic

support. The opening forms a presentation phrase ending on the downbeat ofmeasure 7.

A sequential continuation follows, ending on a half cadence in measure 12. Though the

Baroque nature of this opening is clear, consisting ofsix invention-like measures

followed by six measures ofspinning-out., this combination also forms an open, twelve­

measure sentential design (3+3+6). This pattern points toward the Classical sentence

structure.80

80 The opening ofK 536 relates very closely to the comma tonally (discussed below), but structurally il is
sentential in design. The comma is periodic.



K 542 was introduced in Example 14 on page 38. It shows remarkable structwal

integrity in Scarlatti's compositional technique.K 542 resembles an eight-measure

Classical sentence, except that the restatement of the basic idea in the presentation

juxtaposes a countermelody in the initial voice. The four-measure presentation begins off

the beat and ends on the downbeat in measure 5. The continuation follows with three

two-beat units before the cadential member. The structure ends with a PAC on the

downbeat of measure 8.

•
CII.pte, Th,ee 70

•

•

K 543 introduces a simple presentational beginning, \\oith no countermelody

juxtaposed with the restatement of the basic idea (Example 31). Measures 5 through 7

form a cadential member based on the harmonie structure implied by the incipit.

Measures 7 and 8 represent a modified sequence a third down for the codetta, rather than

a straight restatement. The codetta ends with an lAC, which is unusual. The codetta also

serves as a head motive to the following spinning-out into the transition, which accounts

for its \veaker closure.

K 524 offers the only sentence in the Venice XIII collection with a presentation

constructed ofa three-fold sequential basic idea occupying the six opening measures

(Example 31).81 The succeeding four measures function as the continuation phrase. The

presentation juxtaposes the home tonality with the relative minor~ which would be

unusual for a Classical theme-type.82 Though this does not detract from the sentential

design of the overall unit~ the Classical presentation configuration normally presents only

the home tonality to achieve a solid tonal anchor in the opening phrase. The mid-century

style clearly offers a flexible variety of similar structures.

K 540 opens with a two-measure incipit fanfare that sets up a canonic texture at

the octave (Example 17 on page 42). This texture spans the first six measures. Measures

3 to 6 constitute a presentational two-measure basic idea and repetition. An unusuaI three

measure dominant pedaI interpolation in measures 8 to 10 separates the continuation from

the cadential member in measures 7 to 12. The phrase functions otherwise as a regular

continuation ending with a half cadence.

81 Cf Fischer, '''Wiener klassischen Stils," 38-40. Fischer examines various types of Baroque bass
progressions that support a sequential descent in the openings ofmovements by Corelli. He includes a
stepwise descending thirds progression on accented beats from the tonic to the subdominant. A cadential
progression to the tonic follows. K 524'5 three-fold basic idea includes such a descending third
progression.

81 Note that the incipit begins the second half in the dominant tonality (C-major). The flfSt restatement
remains in the relative minor CO-minor), just as it is in the opening. The smail development section relies
heavily on this tonality and its dominant (D-minor and A-minor).
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Composite Spinning-Out-Type Openi"gs

Sonatas subsumed by this archetype: K 517, 520, 522, 530, 537, 538•
Ch.ple, Th,ee 72
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Composite spinning-out-type openings, like the simple prolongational-cadential

openings, comprise twenty percent of the Venice XIn sonatas. These are related ta the

simple presentational openings, the difference being that the composite opening tyPe

contains more matenal than a single phrase. Ail the initial repetitions in the composite

spinning-out-tyPe openings in this repertoire are imitative. Like the simple presentational

openings, these opening presentations aiso sit al the head ofa longer spinning out

process. Sometimes the spinning-out modulates, and sometimes note If it modulates, the

opening function ends with the last phrase or phrase member that remains exclusively in

the home tonality and does not begin the transitional process. This member might

include no more than the opening imitation. Such openings remain unclosed. Openings

that complete the spinning-out process with no modulation are closed. K 530 is the only

closed composite spinning-out-type opening in the Venice XIII collection.

Sentence-type phrases are especially prone to incorporating the spinning-out

process, which is common in this repertoire. Fischer's article points to the spinning-out

type as being the predecessor of the sentence theme-type, but he never states it outright.8J

The simple spinning-out phrase opening is introduced above (on page 65) as a head

motive followed bya fragmentational and sequential spinning out phrase that closes with

a cadential member. The process is the same in the sentence design, except that a full

presentation replaces the head motive. The continuation furnishes the spinning out and

cadential functions. In the Ciassicai sentence paradigm, the three functions are so weil

integrated with the formal structure that they are not readily apparent, because the

Ciassicai sentence bas evolved into a different fonn. In the mid-century, however,

various stages of the emerging sentence form are apparent in concurrent works. Both

spinning-out phrases and sentences can include the process of fragmentation, which can

continue into the transition section. This process is inherently more Baroque than

Classical in nature, as Fiscber's examples exhibit (Example 1 on page 13). K 537

displays this process clearly since its continuational member contains the transitional

pivot. It was remarked above that the simple presentational openings (K 518,523, and

532) also include this feature. K 530 bas a different opening process, as it contains a

further spinning-out ofopening material following the repetition of the opening phrase.

The spinning-out is more repetitive than sequential, forming codetta-like units, which

illustrates Fiscber's concept of Lied-type processes tempering the spinning-out-type. The

83 See Fischer, 4'Wiener klassischen Stils," 24-78.



end of the opening section of K 537 serves to initiate the transition, which, on the other

hand, is more a characteristic ofa continuous spinning-out process.•
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K 530 (Example 32) is the ooly closed opening of the composite spinning-out­

types. It begins with a six-measure imitative presentation. The next twelve measures

contain fragmentation and sequences, which are typical in a spinning-out process. They

continue in two-measure repetitive units forming tittle cadential progressions that oever

manage to cadence until measure 19. These progressions demonstrate the one-mare-lime

technique ofcadential evasion, where the cadential tonic elides with the beginning ofa

repeat of the cadential gesture.'" These repeated cadential progressions themselves form

repeated presentational phrases. Though confining the spinning-out with cadential

progressions is not the same as tempering it with Lied-type formations, its conforming to

mid-century formai structures satisfies the same aesthetic.

•
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Journal ofMusicological Research 12 (1992): 1-51.



K 517 begins with a three beat (J = 1 beat) basic idea that repeats thrice through

the opening four measures (Example 33). This design causes a metrical displaeement of

the downbeat with the fust restatemen~as there are three statements of the idea over four

measures. The fmal statement is truncated to accommodate the imitation. The imitation

begins on the downbeat ofmeasure 5, and the opening four measures repeat with

harmonie support. The imitation ends on the downbeat of measure 9, but the momentum

continues through the measure and a third, modified repetition follows through to

measure 14. Another repetition begins but continues along a different course into the

expansion section. The end of the opening can he determined retrospectively only. The

basic idea repeats twice in the initial four-measure presentation, and the presentation

phrase then repeats twice, as weil. This pattern is an example ofsubstruetural units

influencing the higher level design. The spinning-out motive begets the spinning-out

opening section.

•
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K 522 begins with a three-measure basic idea plus an imitative response in the

dominant fonn (tonal answer) with homophonie support (Example 34). This passage

forms a six-measure presentation. A smaller four-measure statement and response

follows (2+2). lnterestingly, if the fust six measures were not present, this four-measure

unit could form a statement-response presentation. Given its context in this much larger

opening, however, it represents a four-measure spinning-out consisting of fragmentation

and sequence. A motivically repetitive dominant prolongation extends from measures Il

to 15 where the one-measure cadential member appears, eliding the opening's half­

cadence with the beginning of the transition on the downbeat of measure 16. Other than

being an unclosed opening type, it is similar in both its dimensions and process to K 530.

K 520 is an example of the mid-century's emerging Classical style coexisting with

Baroque traditions, and ofScarlatti's motivically integrated and organic compositional

technique. The four opening measures, though unaccompanied, sbow the unmistakable

basic idea and repetition ofa presentation phrase emphasising the home tonality

(Example 16 on page 41). The implied harmony supports a tonie prolongation, but the

repetition of the basic idea in measures 3 and 4 is not the standard, Classical form, nor is

it a classic tonie-dominant, statement-response design. The response bas to he adjusted

melodically to retum back to the tonic on the final beat of measW'e 4. There is no

continuation in measure 5, but a one-measure prolongational interpolation to the imitation

that hegins in measure 6. The continuous, Baroque, spinning-out tradition obscures any

hint of a cadence as the model elides with the imitation in measure 6. On a larger scale.

the entire opening forms a ten-measure presentational unit consisting ofa five-measure

model and ilS imitation. The following material hegins like another presentation, but the

continuation modulates. The opening dynamie, therefore, continues ioto the beginning of

transition after the opening has come to its structural end with no cadence on the

downbeat of measure Il.

•

•

•
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K 537 begins with a four-measure compound basic idea as a model phrase

followed by imitation (Example 35). The continuation could end in measure 14, but the

energy continues through the effective use ofhemiolas to measure 16. The hemiola is a

standard Baroque rhythmic device that signais a cadence. These hemiolas might have

served to close this passage; however, they compose a model phrase that begins in

measure 13 and sequences in measures 17 through 20. These latter measures are c1early

transitional. Measures 13 to 16 constitute a complete formal elision, merging the end of

the opening with the beginning ofthe transition. Though this is not typical oftightknit

Classical paradigms, formal elision represents the nature of the Baroque spinning-out

process.



K 538 opens typicaUy with an imitation ofa four-measure basic idea (compound

3/s-meter); however, the foHowing tonie affirmation is remarkable (Example 36). ft

consists of a series of four-measure statements and restatements leading to the transitional

pivot in measure 25 (mm. 1-4 statement, mm. 5-8 imitation; mm. 9-12 statement, mm.

13-16 repetition; mm. 17-20 statement, mm. 21-24 imitation). Throughout the tonie

affirmation, the four-measure units fragment further into repeated two-measure ideas

(2+2). This process starts in measure 9: model and sequence units gradually beeome

model and repetition units by measure 17. These devices and processes (tonie pedal,

melodic imitation, sequence, repetition, and fragmentation) are aH inherent to the

spinning-out type. The transitional pivot in measure 25 follows directly from the tonie

affirmation.

•

•

•
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Compla Openings

•

ComPlex openings contain more than one phrase and include intermediate

cadences. For example, among the high-Classical theme types, the period is

a complex design. However, it is more common in the Venice xm repertoire to fmd

structures that are periodic in design (that is, they contain two phrases, at least, which

together comprise a single harmonic movement, and the fmal cadence most strongly

emphasises the goal ofthat movement).85 The comma (introduced in Chapter Two) is

such a design. The spinning-out-type phrase extends ioto the complex structures, as weil.

85 See Green, Form in Tonal ~fusic, 55-56 for a description ofthe period's singleness oftooal structure and
relative cadential streogth.
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These include cadence points within the opening that derme complete phrases, but the

continuation spins out relentlessly.

Periodic Openings

Sonatas subsumed by this archetype: K 521,525.526.527

K 525 and K 526 are periodic structures with the standard antecedent-consequent

(or hybrid continuation) design. K 521 and 527 contain comma structures. The

ambiguity ofK 525'5 opening was discussed above (Example lIon page 33). It opens

with a hybrid period ending in measure 9. The antecedent is imitative and ends with a

HC in measure 5. The invention-like character pervades the entire unit as the

continuation phrase unfolds by ftagmenting and liquidating incipient material. It features

a compression of the incipient gesture that begins with a conspicuous stretto entry. It

prolongs the dominant until measure 8 and moves to cadence on a PAC in measure 9.

This complex opening is a prime example of the onset ofClassical formalisation

curtailing Baroque spinning-out processes.86

K 526 has an opening that is aldn to the composite presentation opening (Example

37). It begins with an antecedent phrase that ends with a contrapuntal cadence. This

cadence then elides with the beginning of an imitation on the downbeat of measure 5.

The imitative opening process continues as usual, with imitation at the octave and the

introduction ofa countermelody in the original voice. When the cadence cornes in

measure 9, it is again a contrapuntal cadence that is no stronger than the original, except

for the slight weight of the added voice. Cadenas follow, however, by rePeating the

cadential member and bringing it to close again in measure Il with an IAC, and again in

measure 13 with a PAC. This extra solid confirmation of the latter phrases final cadence

gives it significantly more weight than the first cadence. The structure, therefore, is

periodic, rather than being simply presentational.

86 Fischer, ··Wiener klassischen Stils," 24-78. That the rising Classical aesthetic imposed its structures on
Baroque processes is a main topic ofFischer's article.
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The openings ofK 521 and 527 exhibit a structure that contravenes the essence of

a period by ending with a phrase that remains tonally open. Chapter Two discusses

K 527 at length on pages 43 and 44 (and Example 17 on page 42) as an introduction to

the comma. Both openings begin with prolongational-cadential, condensed sentence

phrases that are followed by four measures of repeated two..measure fragmentation and

tonie prolongation material. They end with a half-cadential phrase. Unlike K 527,

K 521's opening is imitative (almost stretto), and cadences in measure 7 (Example 38).

This opening constitutes a condensed, prolongational-cadential phrase in the compound

3/g-meter. The following fragmentation forms codettas to measure Il. More

toniddominant, prolongational material follows and ends on a halfcadence in measure

17. Both opening commas begin with condensed sentences ending on an lAC. The mid­

opening fragmentation in each serves to join the two outer phrases with common

material.
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Complu Spinning-Oul Type Openings

Sonaras subsumed by this archetype: K 53/. 541

This type ofopening is the same as its composite counterpart, except the

presentational opening consists ofa repeated phrase \vith cadential closure. Rather than

an imitation, both these openings feature a repetition of four-measure, condensed

sentence, prolongational-cadential phrases.

K 531 rails just short ofbeing a comma (Example 39). The opening phrases are

expanded cadential progressions (E.C.P.).87 These would typically end a construct in the

87 Caplin. Classical Fo,.m. 61. Caplin introduces the expanded cadential progression as a cadential
function. On page Il 1. he introduces it as a self-contained consequent phrase. This is a device that loosens
tight-knit design. On page 113. he discusses how it opens a subordinate theme. and on page 223, how it
opens a main theme.



standard Classical paradigm, and less conunonly begin one. If such a design appears at

the beginning ofa structure, it can he regarded as a consequent phrase. In the comma;c

design, however, the period formula is reversed; therefore, beginning with something that

usually fonns a closing is not unprecedented.88 Since K 531 is almost aco~ opening

with an expanded cadential progression as a consequent phrase is practicable. This

structure places a PAC in measures 4 and 8. An extension in measures 8 to 10 following

the repetition provide the link to a presentation phrase (statement-resPOnse) in measures

10 through 13. A continuation follows in measures 14 to 17, but a half cadence never

develops. Instead, measures 16 and 17 simply stand on the dominant. Measure 17 turns

to the tonic minor mode, as weil. Nothing stops and the continuational member from

measures 14 to 17 is repeated melodically in measures 18 to 21 with new harmonie

support. The presentation in measures lOto 14, though it does not modulate, starts a long

expansional process. The opening function ends in measure 9. As is typical for spinning

out forms, there is no clear break between the opening and the transition section.

•
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88 Webster, Haydn's ··Farewell'" Symphony, 44. See the discussion ofantiperiod on page 43 above.



K 541's opening is similar to K 538's composite spinning-out-type. It ends with a

tonic affinnation that extends through two, four-measure presentational members to

measure 14 (Example 40). A sequential-eontinuational phrase begins in measure 15, but

this furnishes the transitional pivot. Even though the tonie aff1lD1ation replaces codettas

here, it is dynamically intense in its process ofdeveloping material. Codettas eliminate

tension. This is why this opening is complex. Had simple eodettas followed the opening,

the opening wouId have been composite.
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Sa",ples ofOpenings in lite Works ofScarlatti's Conle"'porllries

7'he types ofopenings discussed above are not unique to Scarlatti. His

\.Jcontemporaries, immediate predecessors and successors use similar

constructs. l have selected a handful ofexamples below, only a fe\v ofwhich are

illustrated.

SIIIIIples ofSimple Openings

Prolongational-Cadentia/ Openings

Example 41 illustrates two contemporary examples ofprolongational-cadential

openings. The tirst is an earlier work, Sonata 1 circa 1716, from Sonate d'[ntavolatura

per Organo e Cimalo. Parte Secondo, by Domenico Zipoli. The second is by Carlos

Seixas, one ofScarlatti's Portuguese students, Sonata 30 from his 80 Sonatas para

instrumentos de tee/a. These openings are simple. The second phrase in Zipolï's sonata

modulates to the dominant, and contains the transitional pivot. [n Seixas's sonata, an

expansion section follows the opening phrase. A brief survey of the contemporary

repenoire shows that though prolongational-cadential phrase structures are common, they

are more likely to occur in composite or complex openings. Sorne other examples of

simple prolongational-cadential openings include Marcello, Sonata Il, ii; Martini, Sonata

VI; Seixas, Sonata 6; and Soler, Sonata M.5; and C.P.E. Bach, Sonata 13, iii, (Wq.

65/28).

...... ,... c.........
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There are a variety ofconstructs that represent the simple spinning-out phrase

opening in the mid-century style. Spinning-out phrase openings among Scarlatti's

contemporaries are appar~nt in various lengths, but the incipit is often not the fanfare type

prescribed here for the Venice XIII sonatas. Neither does the incipient member have to

repeat in sorne fashion, though it often does. These phrases can modulate. In the

example below 1have selected a particularly long, simple spinning-out phrase by Soler,

and a modulatory one by B. Marcello. The Soler example does not have an imitated

incipit, but il stands alone at the head of a long spinning-out that includes severa! phrase

members, including dominant prolongational members. The Marcello example shows the

close relation to the prolongational-cadential phrase. The only difference is the amounl of

material that separates the imitative prolongation at the beginning of the phrase from the

cadential member. Spinning-out phrases are continuationaI. Marcello's phrase arguably

does not modulate. The score indicates a vivace tempo, and the following phrase begins

again in the home tonality, but this is short-lived. Other examples of spinning-out

phrases can be found at the beginning ofSoler's Sonata M.19, Marcello's Sonata IV, i

and IX, iii, and Durante's Sonata 1from Sei Sonate (Sud;; e Divertmenti) per Cembalo.

Severa! older illustrations are available throughout Corelli's Concerti Grossi (Op. 2,

Sonata 1, Allemanda, and Sonata 10, Allemanda, for example).

1Sai.,., SOUla 8. M. 8, _ 1 • 191
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Simple Presentational Openings

This is a remarkably common design in the mid-eighteenth-century repertoire.

More than likely, this type ofopening stems from Baroque fugal and imitation openings

and the spinning-out technique. The imitation fonns a presentation that does not cadence,

but spins-out immediately to explore other tonalities. Sorne examples from Corelli

dernonstrate this (Op.3, no. l, first and second Allegros, and Op. 5, no. 7, Giga). [n the

rnid-century, a modulating spinning-out process or a modulating continuation phrase can

follow the opening tonie prolongation. [n either case, the following member contains the

transitional pivot, and no longer functions as part of the opening. Sorne contemporary

examples can he found in Marcello's Sonatas IV, i and VI, iii; Seixas Sonata 50; Soler's

Sonatas M.3 and M.7; and Martini, Sonata l, iv, Giga. See exarnples from Corelli and

Soler below.

•
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Samples ofComposite Openings

Sentence Type Openings

Following Fischer's implication, it stands to reason that there would he a

preference for sentence type structures in the mid·century, as these types arise from the

Baroque spinning·out technique. Though paradigmatic sentences exist in the mid­

century, the Scarlatti repertoire at hand indicates that the sentence-type design commonly

deviates from the model. This is true in Many contemporary works. There May he a

repeated presentation, or the continuation will be unusually long, or perhaps it May

prolong the tonic and/or the dominant before moving to cadence. In the Durante example

below (Sonata 3, Fuga) a fugal movement begins as a sentence type opening with a

tonic/dominant presentation. Other examples ofsentence type openings are Soler M.I,

M.4 and M.22; C.P.E. Bach, Sonata 13, iii, Wq.65/28; and Galuppi, Sonata III, iL

So"r, SOllata M.U, mm. 1• 12 1

•
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Composite Spinning-Out-Type Openings

Stemming from Baroque spinning-out structures~ the composite spinning-out-type

opening still holds a prominent position in mid-century sonatas. Like the Scarlatti

repertoire at hand~ the majority of these openings remain unclosed~ winding their way to a

cadence in another tonality. The example below~ Seixas~ Sonata 1 in C~ from 25 Sonatas

para instrumentos de tecla is typical. Several presentation members introduce the home

tonality~ but then begin to spin out into the transition with no cadence to determine the

end ofthe opening section. A dominant pedal point arrives at measure 13~ and the home

tonality begins to dissipate from that point on~ as the pedal begins to assume the role of

tonic of the complementary tonality (V).
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üther examples of the composite spinning-out-type opening can he found in

Soler, Sonata 1 (Ml); Marcello, Sonata VI, iii; and Galuppi, Sooata ID, iL•
CII"pt~' T1I'~1! 90

Samples ofComplex Openings

Periodie Openings

•

Like the examples ofcomplex openings seen in Scarlatti, contemporary structures

are often just as ambiguous, cootaining Baroque processes within Classical forms. The

tirst example below, Seixas, Sonata 79 from 80 Sonatas para instrumentos de tee/a,

illustrates a mid-century periodic structure fraught with Baroque gestures. This passage

lacks the high-Classical balanced design and homogeneity. The cadence structure is not

as emphatic as in Classical forms, and there is a tendency to let the melodic line run

through the harmonie close, which is common in Baroque music. üther examples of

interesting periodic openings include C.P.E. Bach, Sonata 16, i, Allegro (Wq. 62/16) and
Haydn, Sonata in E-flat, Hob. XVI: 45, i.

1 Seins, SaUIa 79 in B-Oat. nun. l .91
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The comma is a periodic structure that appears throughout the mid-century. Its

half...cadential ending can initiate the transition and it is often tonicised. The following

example is from the opening ofC.P.E. Bach's Sonata 12, iii (Wq. 62/10). This particular

design begins with two antecedents, followed by a continuation that leads to a half
cadence.
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Other mid...century opening comma structures can he found in Haydn, Hob.

XVI: 10 and Marcello, Sonatas V, ii and Xll, iL The comma is a comparatively common

structure in the Baroque repertoire that more than likely stems from the head-and­

Fortspinnung species in that ilS open ending invites funher continuation. A variety of

Baroque spinning...out tyPes express the complex opening structure beginning with a

prolongational-cadential phrase, such as in K 521 and 527.89 In the Baroque comm~

however, it is likely that the idea following the incipit sequences rather than repeats

directly (compare \\'ith Corelli's Op.2, Sonata 2, Giga and Allemanda, and the

antecedent-continuation unit in Op.2, Sonata 1, Allemanda).

89 See Fischer, "Wiener klassischen Stils," 31-32. and corresponding fig. 16.
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Camp/ex Spinning-Out Type Openings

Though not as common as the composite spinning-out type, examples of the

complex spinning-out-type opening cao he round among Scarlatti's contemporaries. The

following example cornes from Galuppi's Sonata n in D-minor, Allegro. For another

kind ofcomplex spinning-out-type opening, see Soler's Sonata V, (MS), which includes a

closed composite spinning-out type followed by more material in the home tonality.
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In the few examples addressed above, it is clear that Scarlatti's contemporaries

incorporate similar compositional techniques in the openings of their works. Not one of

the opening types found in Venice xm is not present in the sample contemporary

repertoire selected for this study. Similar processes such as repetition and imitation, and

devices such as incipit fanfares, occur freely throughout sonata openings of the period, as

weil. Repetition and imitation has been illustrated in the examples above. This opening

process in the mid-century probably stems from the Many fonns of restatement that are

common throughout the late Baroque. Durante's fugal opening in Sonata DI, i, (Example

44) repeats the subject at the octave in an almost homophonie restatement. Fugues and

inventions are the Most obvious sources ofthe repetition and imitation opening design.

The graduai preferment of exact cestatements and entries al the octave (a common trait in

other Baroque forms, such as concerti) ovec a subject / answer configuration, increases in

popularity in the mid-century, though not at the expense of the subject / answer design.

Among Scarlatti's keyboard sonatas K 60, 67, 70, 76, 85 and 86 are Baroque inventions,

while K 30, 58, 82 and 93 are fugues.90 Invention and fugal techniques even survive in

the Classical sonata (Beethoven's Hammer-klavier, Op.l 06, final movement, for

example). When these techniques appear in mid-century sonatas, they become subject to

contemporary practices. These practices include the encroachment ofClassical

periodicity, the inclination towards homophony, and the gravitation towards broad and

definite tonal planes with thematic, rather than episodic characteristics. In Durante's

Sonata 3, i (Fuga) a relaxation offugal technique is evident, leaning toward a thinner and

less complex mid-century texture. Seixas's Sonata XXV from 25 Sanalas para

inslnlmenlas de tee/a, is another example. Dramatic tension through intense dissonance

and intricate motivic and rhythmic interplay is not as prevalent in the mid-century as it is

in the fugues of the high-Baroque masters.91

Complex repetition or imitation can disclose a periodic structure, though the

design often shares equal cadential weight between phrases (see Galuppi, Sonata II, mm.
1-9 and Seixas, Sonata IV in C from 80 Sonalas para instrumentas de leela, mm. 1-10).

The inherent periodic design of the repetition process in the opening eventually gives way

to the Classical period formation (antecedent-consequent). Spinning-out phrases and

arpeggiated fanfares become tempered by Lied-type formations.92 The sentence design

90 These statistics come ftam Foster, "Dramatic Contras~" 30-42.

91 Otherexamples ofrepetition and imitation openings are apparent in Soler's Sonata III, M 3 (3+3,
includes a countennelody); Marcello's Sonata IV, ii (with countennelody); Galuppi's Sonata in G, second
movement (mm. 1-5); Marcello's Sonata VI, Hi (mm. 1-4); Marcello's Sonata IV, ii (mm. 1-15); and Seixas.
Sonata IV in C. (mm. 1-10).

92 See Fischer, "Wiener klassischen Stils," 24-78.



represents one structure that retains both the restatement and spinning-out techniques

throughout the Classical era.•
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The examples above indicate that opening incipits are abundant in Many forms;

however, none show a fanfare as clear as Scarlatti does. Scarlatti's continued

exploitation of the technique throughout the corpus of bis keyboard sonatas is remarkable.

Following are a couple of explicit contemporary examples ofopening fanfares, similar to

those found in Scarlatti's sonatas. The Galuppi example shows a typical arpeggio fanfare

appearing at the opening ofa sonata to introduce the home tonality before a long

spinning-out. The stretto fanfare in the Soler example stands at the head ofa composite

spinning-out-type opening that modulates and cadences in the complementary tonality.

1G.....,i, Sanala nI. Ü, .... 1·J 1

1Solu, SOIIMa VI. M6, .... 1 •si

Other devices appearing in openings, such as the tonie affirmation in the opening

ofK 538, are common throughout the repertoire ofScarlatti and bis contemporaries.

Examples can he found in the openings ofSoler's Sonata V CM 5), mm. 1-14, where a

tonic affirmation supports mm. 5-10, and in Seixas's Sonata 50 from 80 Sonalas para

inslromenlos de teela, mm. 1-7, where the tonic affmnation in mm. 4-6 replaces a strong

cadence.



The three-fold sequence ofan opening basic idea as presented in K 524 is a

common mid-century device that probably fmds its roots in the head ofsimilarly designed

Baroque spinning-out formations (see Corelli, Op.4, no.l, Preludio, mm. 1-4). It is not

uncommon to see a change or variation in the third statement of the basie idea. This

deviee prolongs the tonie indireetly through a descending sequence of thirds, which

exposes the relative minor. Numerous expressions of the three-fold basic idea are

possible. C. P. E. Baeh's Sonata 14, i, \Vq.65/29 (mm. 1-4) resembles Scarlatti·s K 524

trom the juxtaposition of the relative minor in the presentation to the forsaking of the jj6_

chord until just before the final half-cadence on the last beat of measure 9 (Example 50).

Here, too, the super-tonie is re-established in the proper register before resolution.
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~ bis part of the analysis has shown that Scarlatti uses several opening types

V that cao he identified according to their formal processes. These processes

show similarities to both earlier and later forms. Prolongational-cadential~ presentational~

sequential-continuational, and various consequent-like or continuational phrases are

preferred over high-Classical theme types. The process ofstating the home tonality is of

primary importance in this repertoire, while establishing it with an associated fonnal

function is secondary. Certain devices and processes, however~ present the home tonality

in the opening such as the incipit fanfare and imitation or repetition. Many constructs

verge on high-Classical designs or recall Baroque traditions~ but rarely do they exhibit a

standard fonn from either. A comparison with sorne samples from works by Scarlatti~ s

contemporaries shows that though Scarlatti's compositional style is unique~ he writes

using fonnal structures and processes that were common for the period.
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Chapter Four

An Analysis of the Thirty Sonatas in the Venice XIII Manuscripts:
The Central Section

~he function of the central section is to fumish the transition between the

\.Jopening and complementary tonal planes. It begins with the transitional

pivot member and ends with the complementary pivot member. It aIso prepares for the

crux, which announces the onset of the complementary tonal section. The size and

dynamic process of the central section aIso determines whether the sonata's form is

tripartite or bipartite. Chapter Two introduced the concepts of bipartition and tripartition,

and the integral components that determine the emphasis that the dynamic processes

place on the central section. The following discussion identifies types ofcentral sections

according to these various procedural components. Since the tonal plateau often emerges

within the transitional process, this discussion necessarily includes much about the

complementary tonal section, as weil.

Terminology for the central section has been introduced in Chapter Two. Any

structural relationships and definitions developed in the section on openings will continue

to be applied in the discussion of the central section. As in the previous section, central

sections that are similar to previously examined specimens are reviewed briefly and

"wVithout accompanying examples.

This part ofthe anaIysis will tirst examine bipartite tirst halves. Twenty-one of

the sonatas in the Venice XIII collection are bipartite. There are two types of bipartite

tirst halves: those with transitions and those without. The transitionless tirst half will be

discussed tirst. The remaining bipartite first halves display five types of transitions,

according to their different processes and components. These are 1) the non-modulating

transition, 2) the transition by closed dominant pedal point, 3) the transition by

modulating phrase ending in and lAC, 4) the transition by a halfcadence in the

complementary tonality, and 5) the transition by a dominant pedal point in the

complementary tonality. The remaining oine sonatas are tripartite. Tripartite tirst halves

cannot be as readily subsumed under classifications, as they are freer flowing and more

unpredictable than transitions. Whereas transitional processes can he contained and

govemed by fonnal structures, it is the processes that make up expansion sections that



determine how phrase members are to develop. 1cover the tripartite openings according

to two main divisions: expansion sections that include a faIse transition, and various

expansionaI techniques. The latter category discusses the remaining expansion sections

individually.

•
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T,ansil;onless FinI Ralf

Sonatas subsumed by this type: K 533 and K 540

Transition/ess is a tenn that applies to a first half where the modulation to the

complementary tonality is not executed in a distinct transitional member. In effect. if a

modulation and/or sorne kind of texturai change has taken place, then there has been a

transition from one condition to another. Transitionless first halves, then, do contain

sorne kind of transitional component, but it is so weIl integrated into the existing fonnal

structure that it cannot be separated from the whole as a separate transitional member.

The transitionless bipartite first half can consist ofa movement to the

complementary tonality within an opening section that ends with a HC. This cadence

introduces the tonic of the new tonality (that is, a HC can end the opening section on V,

and the complementary tonal section cao begin immediately in the dominant tonality).

The complementary pivotai function, therefore, is not explicit in the latter member of the

opening section. It is realised retrospectively once the new tonality begins. The

transitionless first half may stem from a common Baroque practice where two tonally

juxtaposed sections occupY the first halfofa small binary dance movement; one section

being in the home tonality and the other section in the complementary. Either no

transition exists between the two, or one of the sections (usually the first) causes the

modulation.9J Example 51 below illustrates this in a Giga by Corelli. There are two

93 Fillion, "Accompanied Keyboard Divertimenti," 165. Fillion includes a paradigm for her incipient
binary fonn and corresponding discussion on her pp 172-74. She refers to the Viennese keyboard fooo:
"The two tonalities are juxtaposed without transition ... [ndeed~ the avoidance ofthe transition is a
prevailing characteristic ... in this pre-1780 period:~ (174). Fillion is interpreting the transition as a
structural event that occupies a physical section ofthe music; however, insofar as a modulation (and
perhaps a texturai change) occurs, sorne kind oftransition must take place. "Transitionless form,"
therefore~ is a teoo that retlects a comparatively small transitional process.



cadences in the home tonality, a HC in measure 7, and an lAC in measure 9. The final

phrase begins immediately in the complementary tonality.•
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Scarlatti's K 533 exhibits a transitionless fonn similar in principle, though not in

structure, to the Baroque example illustrated above. ln K 533 (Example 52), the

opening's repeated cadential progressions end with a PAC in the home tonality in
measure 9. Like the Corelli excerpt in Example 51, the complementary tonality begins

directly after the cadence. It is confllD1ed by the transposed return ofopening motivic

materia! in measures Il through 14. The next phrase (beginning in m. 14) confrrms the

tonality on its way to the crux (mm. 18 and 65) with material in the left hand that bas

been derived from the right hand ofmeasures 6 to 8. This phrase is extended by cadential

progressions from measures 19 to 24. The closing section follows, characterised

throughout by closing cadential activity.



The pre-crux begins with the complementary tonality in measure 9 and extends to

the crux in measure 18. Both transitional and complementary pivot functions share the

PAC in measure 9, leaving no room for a transition; however, a bridge exists motivically

in measures 9 and 10. Note that the pre-crux is a1most a complete repetition of the

opening, except for measures 9 and 10, which hold the same relative position at the head

of the second phrase as the incipit fanfare in measures 1 and 2 held in the fust. The

complementary tonal section, though comparatively long, consists ofseveral sho~

articuJate, cadential units that cannot be interpreted as expansional. According to

eighteenth- and nineteenth-century treatises, a long closing section within the subordinate

region is not unusual, especially ifthere is no transition.'"

•
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K 540 is slightly more complex. The HC in measure 12 functions as both the end

of the opening as weil as the shared transitional and complementary pivot. The following

material continues in the complementary tonality of C-major. Measures 13 to 15 form a

bridge passage to the closed dominant pedaI point in measures 16 to 22 (pre-crux). The

crux follows the PAC in measure 22 (mm. 23 and 74, no PAC prepares the crux in

m.74).'5 A tonic affirmation, extending to measure 30, confirms the complementary

tonality. A varied repetition ofthis section continues to the closing in measure 38. Were

the bridge passage (mm. 13 to 22) not solidIy in the complementary tonality, the closed

dominant pedal followed by the crux would form a convincing end to a transition. It is

interesting, too, that the pre-crucial dominant pedai relates motivically to the dominant

pedal following the opening presentation.

94 Please refer to the bibliography for the eighteenth- and nineteenth-century sources consulted for the
present study.
Fillion, ...Accompanied Keyboard Divenimenti," 190. Fillion finds that no fewer than three-fifths of
Haydn's twenty-five full sonata-fonn expositions have no transition, with an almost exclusive preference for
the asymmetrical fonn with longer area in the dominant.
9§ Unger, "Methods and Incidents," 228, daims there is a perfect crux at this point. His reasoning is that
neither halfcontains preparatory material. 1disagree, as the strong pre-crucial dominant and following
cadential progression is already weil detined in the complementary tonality. Unger recognises the tonal
plateau as coinciding with the onset ofthe crux.
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71he remaining eighteen sonatas ofthe bipartite tirst halfconfiguration contain

Vtransitions of sorne kind. Two different approaches to transitionaI sections

exist in this repertoire: modulation and non-modulation." In both cases, the transition

navigates easily the course from the home tonality to its complement with little

deflection. Scarlatti's transitions include cadences to mark the arrivai in the new tonality

more often than dominant arrivais. Ail transitions contain a cornplementary pivot

member ofsorne kind. Ifa transitional pivot member exists, then the complementary

pivot follows immediately. Any matenal between the transitional pivot and

complementary pivot that is not a direct repetition or sequence of the transitional pivot

member is expansional. Expansions form more than a basic transition, though some

transitions might contain expansional techniques.

•
C1I"pll!' Fo",

Fint Halves that Contaill Transitiolls

102

•

•

Non-modulating Transition

Sonatas subsumed by this type: K 514 and K 528

The non-modulating transition does not modulate itself, but it supports the

complementary pivot. A simple parallel tenth (or third) voice-Ieading pattern that

typically leads from 1 to V eould fumish this type of transition. The modulation is

transparent; that is, the role of the home dominant beeomes transferred to the

complernentary tonie with no cadence or preparatory accidentais. In the Venice XIII

repertoire, only K 514 and K 528 display this type. In K 514, a passage based on

descending parallel thirds extends from measures 6 to 10 (Example 53). Since this

section does not modulate per se, it might be seen as part of the opening. This design

would imply a comma (that is, the first phrase ends in measure 7 with a PAC on 1, the

second phrase ends in measure 10 with a HC on V). This analysis is unlikely. The

movement to the dominant in measure 10 leads immediately to a tonie afftrmation, and

not a cadence. A tonie affirmation funetions to confirm a tonality, which means the

modulation has already taken place. The beginning of the tonie affirmation also coincides

with the perfect crux (mm. Il and 48). The strong PAC in measure 7, therefore~

concludes the opening section, and the onset of the complementary tonal plateau in

measure Il indicates that the modulation bas taken place. The eomplementary pivot

96 Robert S. Winter, "The Bifocal Close and the Evolution ofthe Viemese Classical Style," Journal ofthe
Âmer;can Musicological Society 42 (1989): 275-337. Winter descnbes the transition ending on V of the
home tonality as a "bifocal close."



(mm. 7 to (0) is not explicit as the F-sharp is missing. The pivotai member simply moves

to the dominant of the home tonality, which is realised as the new tonic in the following

c10sed tonic affirmation from measures II to 17.•
CII.pter FOllr 103

ln a transitional dominant arrivai or pedal point there is oever any question that

the dominant of the complementary tonality has been achieved due to its remote

association to the home tonality. The tonic affmnation, however, must eliminate the

inherent ambiguity between the home dominant and the new tonic by emphasising the

new tonality while standing on the new tonic pedalo Scarlatti slowly unfolds the G-major

scale from measures Il to 14 and introduces a tonie-dominant alternation in the left hand

to confirm the new tonality. Rather than establishing the new tonaIity, this member forms

the complementary pivot confirmation. The section ends with a strong cadential

progression (mm. 15 to 17, PAC). The closing section begins with another tonic

affirmation in measure 17, which is repeated in measure 23.

>

'KSi...... 7-171

IPAcl

K 528 uses the same device as K 514 (Example S4). A stepwise parallel tenth

passage from measures 6 to 8 simply descends to the home dominant. Scarlatti

transposes the opening material from measures 3 to 5 to the complementary dominant

tonality in the pre-crucial measures 8 to Il. The crux arrives in measure Il. In the thin­

textured mid-century style ofcomposition it is difficult to pinpoint where the tonality

changes. An argument that a modulation occurs with the cadential progression in
6 7

measure 8, carried by the strong dominant seventh chord (F+: 1-1 -ii-V ) is feasible. The
•

•



previous preparatory passage, however, subtly introduces the new tonie on beat 1 of

measure 8. Since no authentie cadence bas taken place by measure 8, the retum of

opening material in the dominant is the only affirmation of the new tonie ofF-major.

This is clear in the second half as the crux occurs immediately after the continuational

passage in measures 41 to 43. The same closed dominant pedal point that appeared in the

flISt halfs measures 12 to 16 follows, and is sufficient to effect the retransition.97 The

closing codetta section follows from measure 20 to the end.

•
Clltlpte, Fou, 104

•

•
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97 The process is similar to the high-Classical sonata fonn where a standing on the dominant olten begins

the subordinate section.



7""'1 he remaining bipartite first halves in the Venice xm collection contain

'-'straightforward modulatory transitions, which sort into the four remaining

transition categories. Transitions are characterised by modulation, development, and

change of material, texture or character. If the transitional and complementary pivots

occur in the same pivotai phrase member, contiguous phrase members, or if they appear

within an extended transitional pivot, then this constitutes a transition.

•
ClItlpter Four

Modulating Transitions

105

•

•

Transition by Closed Dominant Pedal Point

Sonalas subsumed by this type: K 520, 523, 529, 535. 541

This type of transition achieves a complementary dominant pedal point that ends

with a PAC. [n most instances, the enlire closed dominant pedal point and cadence

repeats to form a post-crucial dominant pedaI.

The transition ofK 535 begins in measure 9. The transitional pivot becomes

apparent in measure 10. There is a c10sed dominant pedal in measures 12 through 18 that

coincides with the perfect crux (mm. 12 and 44) in the complementary minor tonality

(please refer to Example 22 on page 51). A cadential progression runs through measures

17 and 18 (PAC). The whole structure repeats post-cruciaIly to measure 24. The

complementary section continues in the major mode and incorporates exact, untransposed

material from the opening codettas. The new tonaIity expresses this material in a new

context as the dominant arpeggios from the opening codettas now serve a tonie function

and the former tonie arpeggios now reOect the subdominant.

The fust dominant pedal in measures 12 through 18 simultaneously closes the

transition as it opens the complementary tonal section. This pedaI constitutes the

complementary pivot confirmation. The dominant pedal retums tonally reconciled with

thematic coïncidence in the second hall: fonning a perfect crux. A dominant pedal or

arrivai cannot support a complementary pivot function since its existence precludes the

prior achievement of the new tonaIity, but it can function as the complementary pivot

confirmation. This concept evokes an interesting relationship to Classical and Romantic

practices, since dominant pedaIs and arrivais represent the ending or goal ofa transition.

Remarkably, K 535's crux emphasises the dominant minor mode and not the

major. The mid-century composer commonly juxtaposes major and minor expressions of



a tonality more for colour than for formai design. The tonal centre is ofprime

importance. In K 535, the Picardy third tums the complementary confmnation to the

major tonality (m. 17), thus averting the use of the minor mode as an expansional

technique. Green notes in Form in Tonal Music that transitions frequently emphasise the

opposite mode." Though exploiting the opposite complementary mode is a prevalent

device in mid-century music, it is also common in the high-Classical subordinate themes

of Haydn, Mozart and Beethoven to touch on the dominant minor (e.g., Haydn's Op 50,

no. 6, iv, and Beethoven's Op 10, no. 2, i, and Op. 13, il. In the mid-ceotury, however, it

is often far more pervasive in the complemeotary region than it is in the subordinate area

of the high-Classical exposition.99

•
Chapte, Fou, 106

•

•

K 541 's transition grows out of the tonie affirmation that follows the opening in

measure 7 (Example 40 on page 83). The pre-crux begins in the last half measure 15 and

a closed dominant pedal follows in measure 19 (Example 55 below). Its cadential

progression takes place in measures 25 to 27. The closed dominant pedal simultaneously

ends the transition and starts the complementary tonal section. It repeats in the minor

mode of the complementary tonality to measure 35. The following phrase, from

measures 35 to 39 (repeated in mm. 39 to 43), still hints at the relative minor, but the

underlying cadential progressions firmly establish the major mode. Closing codettas

follow. The complementary pivot (measure 15 to the pre-crux in measure 19) and the

complementary confirmation (mm. 25 to 27) both achieve the dominant major. Any noo­

developmental activity following the crux, be it in the major or minor mode, serves to

confirm the complementary tonie, and does not delay the complementary tonal section.

The confirmatory process is extended, but not expanded.

Identifying the crux proves to he difficult in this sonata. The closed dominant

pedal beginning in measure 19 corresponds thematically with matenal in the '~ong"

tonality in the second half(measure 59). A sequence in measures 86 to 89 eventually

leads to the dominant of the returning home tonality. In measure 91, a crucial return

occurs, but it is short-lived. After seven measures of thematie coincidence, the second

half tums away from its recapitulative course, but it remains in the home tonality.

Measures 43 and 105 again contain coincidental crucial material in the closing codetta

section.

98 Green, Form in Tonal Music. 187. The raie of the minor mode in the expansional process is discussed in
the analyses below.

99 Fillion. ··Accompanied Keyboard Divertimenti."' Fillion recognises that the minor complementary mode
plays a significant role in Many post-erucial expansion sections in the small keyboard sonatas of Haydn.
See pages 14-15 above.



The material in measures 59 to 90 forms an unusual development section in the

context of the Vernce xm collection. The section that is in the tonie minor ofthe tonal

plateau in the first half is missing in the second half. lf this minor section in the first half

is ignored, then the remaining !Wo sections of tonal material are approximately the same

size, though they do not correspond thematically to one another. They do carry similar

motivic units in the left band, however (tbat is, the eight measures from 3S to 42 in the

first halfand the seven measures from 98 to 104 in the second half). The halves are by no

means congruent in their complementary sections, but their coincidences cannot he

discounted as purely incidental. Ifthe modal differences during the recapitulative process

are ignored, then the crux ensues in measures 19 and 91, respectively. Short episodes of

differing material in each half appearing before the coincidental retum of the closing

codettas interrupt the crux. lOO A fermata in measure 90 dramatically prepares the crux in

measure 91.

•
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K 520's composite spinning-out-type opening ends structurally in measure Il

with no cadence (Example 16 on page 41, mm. 1 to 10). The transition grows out of the

100 linger classifies this sonata as having no significant paraJlelism between the two halves and the only
correspondence between them is their fmal cadential material. This is nue, but it discredits the power orthe
motivic associations that link both halves together. ("Methods and (ncidents," 426).



presentational material that follows in measures Il to 14 (Example S6 below). This

design makes it difficult to locate the division between the opening and the transition.101

The presentation repeats with a slight hannonic variation that focuses more toward the

dominant in measure 18. Measure 19 introduces a dominant seventh ofthe

complementary tonality. Measures Il to 18 fonn an eight-measure presentational unit,

consisting of four measures imitated at the octave. The transitional pivot arrives in

measure 19, where a persistent home tonie pedal arises from the unresolved dominant

seventh and continues until measure 22. This pedal creates complex s/4-chords (a

hallmark of Scarlatti's music), which blur a clear resolution to the dominant. 101 In

measure 23, the transition achieves a closed dominant pedal point and perfect crux (mm.

23 and 66), which leads to the first strong cadence in the piece (m. 31). Measure 23

coincidentally ends the transition and begins the complementary tonal section. Measures

22 to 23 achieve the unambiguous complementary pivot. The closed dominant pedal then

repeats post-crucially to measure 39 where the short closing section begins. The repeated

presentational unit in the home tonality from measures Il to 18 continues into transitional

measures 19 to 23, which fooos a single, thirteen-measure transitional unit, despite the

late arrivai of the transitional pivot. Its overall design is a composite, modulating

sentence structure.

•

•
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•
101 Schoenberg notes that a transition may develop out of the end of the main theme. Arnold Schoenberg~

Structural Functions ofHarmony, (London: Williams and Norgate Ltd., 1954), 139.

101 Newman and Kirkpatrick refer to these 5/4-c iusters as accacëatllras. Newman, Sonata in the Classic
Era,273. Kirkpatrick, Domenico Scarlalli, chap. 10. Boyd notes that Scarlatti's teacher, Gasparini,
identifies the accaciatura in his L 'armonico praûco al cimba/o. of 1708 and is the first to publish a
description ofdissonances ofthis type. Boyd~ speaking of K 208, refutes the idea that the 5/4-chords are
accaciaturas; rather, he posits that they are figures that probably come from Spanish folk idioms or practices
associated with guitarplaying. Boyd, Domenico Scar/attï-Master ofMusic, 181·82. Gilbert Chase, The
Music ofSpain (london: W.W. Norton Inc., 1941), 112, suggests that an internaI pedaI point is also an
effect common to guitar playing. This pedal couid also result in a sustained S/,,-configuration.
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Example 30 on page 68 illustrates the opening of K 523. The transition appears in

Example 8 on page 30. A sequential pattern develops from the tonic affirmation in

measures 5 to 9. The eight-measure course to the dominant pedal (in the middle voice of

measure 14) consists of presentational material in measures 5 to 9 and sequential material

in measures 9 to 13. The dominant pedal in measures 14 to 17 prolongs a dominant

seventh that spins out into complementary tonal material in measures 18 to 20. The

process from measures 14 through the downbeat of measure 21 is sentential. The crux

occurs in measure 21 (and 66) and consists ofa closed dominant pedal point (mm. 25 to

29). The post-crucial dominant pedal extends to measure 37, followed by the closing

codenas.

•

James Dale Unger finds a perfect crux in measures in 21 and 66.103 The

complementary tonality, however, arrives with the earlier dominant pedal in measure 14

and precedes the coincidence of materia! in the frrst half. The lack of tonal and thematic

coincidence precludes perfection. Unger sees measures 14 to 19 as transitional, as the

descending scale passage in measures 18 to 20 prepares the tonal plateau. However,

measures 14 to 20 confirm the new tonality aiready established in measures 10 to 13). If

~ transition cadences, or comes to a dominant arrivai or pedal in the new tonality, then the

new tonality already exists within the transition. Cadences occur ooly in a stable tonality,

which dominant pedals establish.

103 Unger, ··Methods and Incidents," 168.



The opening of K 529 ends in measure Il with a PAC (Example 29 on page 66).

A repetition begins; however, in measure 16, where the respective materia! in the opening

phrase reaffirms the home tonality with an E-flat (m. 6), the second phrase maintains the

E-natural and tums to the dominant tonality (Example 8 on page 30). This passage

becomes the complementary pivot. The tonicisation of the dominant in the opening

makes this section more tonally diverse than the transition. The only sense ofmodulation

in the transition is it begins like the B-flat opening; otherwise, it remains mainly non­

modulatory in F-major. The closed dominant arrival (including pedal point) and pre-crux

beginning in measure 18 confirms thiS. I04 The crux occurs al the PAC in measure 23,

coincidentally ending the transition and beginning the complementary tonal plateau. A

repeated tonie affirmation characterises the post-crux (mm. 23-42). The closing section

begins in measure 43.

•
Cllilpter FOllr 110

•

•

Transition by Modulating Phrase ending in an lAC

SonQtQs subsumed by This type: K 525. 536. 538

This transition type modulates before the dominant pedaI, achieves the

complementary pivot quickly, and ends the transition on an lAC. The strong tonal

confirmation, dominant pedal and crux occur in the complementary tonal section after

this cadence has occurred. The dominant pedal always coincides with the crux and

includes a post-crucial repetition.

K 525's opening was discussed at Iength in Chapter Two (Example lion page

33). [ts transition follows the PAC in measure 9 (Example 57 beIow). Motivically

derived from the opening, this condensed sentential, complementary pivotai phrase

cadences in measure 13 with an lAC in the complementary tonality. The pre-crux is a

transposed variation the transition, that ends with a halfcadence at the crux in measure 18

(and 58), followed by a closed dominant pedal point. The dominant pedal repeats a two­

measure basic idea that is punctuated by a percussive dominant chord, and cadences on an

lAC in measure 24. The repetition ends with a PAC in measure 30. Tonality plays an

impottant role in creating thematic divisions in this tirst half, as it is not only

monothematic, but also very nearly monomotivic.

104 Unger, "Methods and Incidents," 129, finds a perfect crux at measures 23 and 98. 1contend that
establishing the complementary tonality al measure 18 offsets this perfection and creates an imbalance in
tonal material. This produces a simple crucial situation rather than a perfect crux.
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K 536 follows the pattern forthis type without any signiticant changes. K 538's

transition consists ofa four-measure presentational member and sequence (mm. 25 - 33)

followed by a curt, complementary pivot (mm. 33 -34). Both sonatas contain a perfect

crux at a scale passage leading from the lAC to the closed dominant pedal point: K 536 in

measures 16 to 17 and K 538 in measures 35 to 37. Neither ofthem repeats transitional

material pre-crucially to begin the complementary tonal section, as in K 525.



Transition by Il RalfCadence in the Comp/ementllry Tona/ity

Sonatas subsumed by this type: K 515. 522, 524. 526. 532•
C"lIpte, FOII' 112

•

•

This is a typical Classical style transition type. The transition begios in the home

tonality and ends with a HC in the complementary tonality. Modulation is

straightforward and the transition is c1ear. Ali transitions ofthis type begin on the tonie

chord. In K 515 and 524, the melody strongly leans toward the complementary tonality

from the beginning of the transition. K 522,526 and 532 characterise the more Baroque

trait ofsequential activity that gradually leads to the complementary tonality. The

transitions ofK 515,522 and 532 end on a HC that ushers in the crux. K 524 achieves a

pre-crux at the HC in measure 14 (Example 58 below). The pre-crux continues to a

second He through a loosely sentential phrase in measures 16 to 24. The continuation

phrase begins with a descending third sequence (mm. 19 to 21) that bas been present

since the three-fold opening. The crux follows in measure 25.105 K 526 achieves a pre­

crux in measure 21 and half cadences at the perfect crux in measure 23. The tonal

plateau, therefore, arrives within the transition.

A faIse crux exists in measures 12 and 55 ofK 515 (Example 20 on page 48).

This material, though parallel, is c1early transitional. I06 [n a high-ClassicaI sonata,

restatements of the transition in the recapitulation often approach the home tonality from

the subdominant, as in this sona13. The return 0 f K 515's false crux in the second half is

the same type ofrecapituIatory gesture as the temary sonata's transition returning in the

recapitulation. Since this sonata is in the binary form, however, the faIse ClUX aIso fulfils

a retransitional function in the second hait: Il prepares the tonal plateau but not the crux,

as the retum of parailei material is already apparent.

lOS See page 70 above fora discussion ofK 524's three-fold opening. Unger, "Methods and Incidents,"
177-78, considers this to be a perfect crux, but the first He in the first halfand the dominant pedal in
measure 60 ofthe second half, show clearly that the complementary tonality is established in bath halves
before the retum of parallel material.

106 [t is remarkable that Unger notes the lovely descent ofa fourth preparing the crux of K 5 t4 (mm. 7 to
10), yet he ignores the exact same procedure in this sona13. Apparently, the parallel restatement ofthe
transition in the second halfdistracts Unger from this effect. This causes him to ignore the traditional
function ofa transition in favour ofhis understanding the crux to represent a parallel restatement of
material. See Unger, '·Methods and Incidents," 100.
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Both K 515's and 524's transitions include modulatory accidentais from their

outset, so they come close to being non-modulational, like the non-modulating transitions

ofK 514 and 528. AlI four sonatas' transitions share similar descending parallel tenth

(third) patterns. This pattern supports a graduai drift into the new tonality as the home

dominant progressively loses its need to resolve to the home tonie while it takes on the

fresh function ofeomplementary tonic.

The opening of K 522 ends on a He that merges with the transition in measure 16.

The eomplementary tonality then rapidly dissipates, as it beeomes part of a harmonie



sequence. There is no confirmation ofthe complementary tonality until the tonie

affirmation of the pre-crux in measure 24. The crox occurs with the halfcadence in

measure 27. (Please refer to Example 18 on page 46, which includes measures 21 to 27,

and Example 34 on page 73 for measures 1 to 16.)

•
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•

•

K 526's tonal plateau begins weil before the activity of the complementary pivot

cornes to rest. (Please refer to Example 37 on page 80 for the opening, mm. 1 to 13, and

Example 59 below for the transition.) Measures 13 to 23 form a ten-measure sequential,

spinning-out unit. This unit begins with model and sequence (2 measures +2 measures),

followed by continuation and fragmentation, ending with a He (6 measures). The model

and sequence member is not exact as it leads strongly to the relative major (through its

dominant), which is a viable complementary tonality. The two-measure dominant pedal

in measures 15 and 16 prepares the harmonie resolution to E-flat. The sequential

continuation spins out from measures 17 to 21 where the sequence breaks and g-minor,

the real complementary tonality, begins. The half-cadential pre-crux, which extends the

transitional mernber to the perfect erux (mm. 23 and 74), follows. After the He, an

elaborate spinning-out in g-minor leads to a strong PAC in measure 29, confinning the

cornplementary tonal plateau and closing section. This crucial material repeats. A new

closing idea begins and repeats (mm. 35 to 41 and 41 to 47) followed by the elosing

codettas.

K 526's transition (Example 59 below) is slightly more complex than the others

of this type are, as the modulation does not follow a direct route from one tonality to the

other. It deviates to the relative major in measure 17, ifonly briefly, hinting that this May

he the goal tonality. Though this is an expansional technique, this transition is not an

expansion section. The transitional member occurs as part of the singular model and

sequence phrase, and the complementary pivot follows in the contiguous continuation

phrase.



•

•
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K 532's transition moves from a home dominant pedal in measure 5 to a dominant

pedal of the relative major in measure 13. Measures 20 to 23 lead to a HC in the

complementary tonality (E..minor). The transitional pivot (mm. 8 through Il) sequences

to the complementary pivot (mm. 20 to 23). The intermediate phrase members are

sequential and contiguous, so there is no break between the transitional and

complementary pivots. The perfect crux (mm. 24 and 115) arrives on a closed dominant

pedal ending with a PAC in measure 34. The dominant pedal begins to repeat, but

instead ofending with a PAC in measure 43, the phrase twists suddenly to the dominant

of the subdominant. E-minor, however, continues as the complementary tonality in the

next measure. There is an evaded cadence again in measure 49, and the previous phrase

repeats. The ultimate PAC is delayed until measure 55. Closing codenas follow.

Evading the cadential tonic chord by tuming it into a dominant seventh of the

subdominant is a simple expansional device. Evaded cadences are akin to deceptive

resolutions, both ofwhich avoid strong tonics in the tonal plateau. These devices can

weaken a tonality, but this never becomes an issue in K 532. The evaded cadences May

extend K532's post-crux, but they do not expand it.



Transition by Domintlnt Pedtll Point in the Comp/emelltary Tona/ily

Sonatas subsumed by rhis type: K 517,527,534,543•
CII"ple, FOII' 116

•

•

The transition of K 517 begins in measure 14 as a third statement of the opening,

but it starts to modulate (Example 33 on page 74, mm. 1 to 17). The transitional pivot

point occurs in measure 19 leading to C-major, a possible complementary tonality, but the

spinning-out continues to measure 23 where A-minor emerges. A dominant pedal arrives

in measure 25 (Example 19 on page 47, mm. 18 to 27). The complementary pivot point

at the end of measure 22 prepares the perfect pre-crucial complementary pivot member

through measure 24. The transitional pivot includes a false crux in measure 18 (and rn.

67). The perfect pre-crux, in measure 22 (and m. 72), leads to the perfect crux, which

coincides with the dominant pedalo The dominant pedal at the crux confirms the new

tonality (this is a common device that ends Many transitions in the Classical repertoire),

and begins the complementary tonal section.

Chapter Two discusses K 527's opening at length on pages 43 and 44 (and

Example 17 on page 42). The modulation of K 527 reintroduces the opening motive

(m. (3). The melodic materiaI tums toward the dominant almost immediately with the

pre-crux in measure 15. This passage ends oddly in measure 16 on a plagal gesture that,

because of the approach from the subdominant, sounds more like a short, dominant

arrivai on the home tonality than a closing in the complementary tonality. Measures 17 to

20 restate measures 13 to 16, but adjust the final two measures to arrive on the

complementary dominant. These measures form the complementary pivot. The

complementary section's first phrase introduces the crux in measure 21 (and 60) on the

dominant and reaches the tonic in measure 28. This phrase repeats an octave lower in

measures 29 to 36, followed by closing codettas. (Please refer to Example 60 belo\v).

K 534 is special due to the unusuaI characteristics of the opening, examined on

pages 64 and 65 (Example 28). Further, its monothematic design poses remarkable

complexities. Its form May he expressed simplisticaIly as follows: a modulatory theme

extends through measures 1 to 5, the transition takes place in measures 5 through 10, and

the closing theme continues to the end of the half. One striking complexity is the extent

to which -1hematicn material explores the complementary region after the incipit.

The transitional pivot achieves the dominant of the ~omplementary tonality as

early as measure 5 and confinns it with the dominant Pedal in measure 7. This broad

dominant pedal, in measures 7 and 8, behaves much like a dominant arrivai in charaeter

but not in function (Example 60 below). It begins a longer continuation-like phrase;



therefore, it does not SUpport a cadential function. It forms the complementary pivot

point that is followed by the complementary minor tonality. The complementary pivot

confirmation occurs at the end of the complementary pivot member in measure 10. This

occurrence coincides with the crux and re-establishes the complementary major tonality

with the onset ofc10sing section. The E-major triad on the downbeat ofmeasure 10

represents another arrivai of the complementary dominant and an elision of the cadential

function that ends the transition.

•
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K 543's dominant pedal overshoots the complementary tonality and winds up

standing on the tonic in the complementary dominant tonality.lo1 The transition begins as

a sequence in measure 9 and leads to the complementary tonality in measure 15 (Example

61 below). A pre-crucial, ascending, parallel tenth stepwise motion arrives on a dominant

pedal in measure 19, which continues to the crux in measure 22. This dominant

represents a dominant arrivai in the complementary tonality. It relies so heavily on its

own dominant (v/v) that it does not firmly establish C as the tonal centre until measure

22, after ending in V of the complementary tonality. The crux falls on the downbeat of

measure 22 (and 69), which is heard as the tonic of the dominant tonality (in both halves).

The post-crucial area consists ofa series ofshort, repeated phrases (measures 22 to 26

repeated in 26 to 30, followed by the closing section's sentential units ofmeasures 30 to

36, repeated in 36 to 42, where a closing codetta extends the final unit). (Exarnple 31 on

page 71 illustrates the opening.)

101 Page 10 ofthis thesis iIlustrates how Larsen regards the dominant of the dominant to he the nonnal goal
ofthe bipartite sonata's transition. See Larsen, Sonatenfôrm-Probleme, 228.
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~he underlying processes of the tripartite first half descend from the Baroque

\J spinning-out type; thus, this type inherits a special vitality and complexity.

The mid-century sonata forro greatly expands the incipit, spinning-out, and epilogue of

the Baroque forms. They become, respectively, the opening, the transitional expansion

section, and the c10sing 1codetta section. The following is an example of a typical

Baroque, spinning-out-type dance fonn, by Archangelo Corelli.

A continuous spinning-out from the opening of the D-minor Corelli sonata

develops into a long and winding motivic excursion to the complementary dominant

minor. Of particular interest is the length of the incipit and the tonal plateau compared to

the rest ofthe movement. The home tonality lasts for the incipit's fleeting two measures

and ends on the downbeat ofmeasure 3. The following spinning-out continues in the

relative major until the cadence in measure 18. From measures 18 to 23 a sequential



movement to the dominant of the complementary tonality takes place with a confirming

closed dominant pedal point (upper voice) ending on a He in measure 28. This pedal

point is repeated as the epilogue from measures 29 to the end, only it is adjusted to close

on a PAC. The two pedal points disclose a periodic structure in the complementary

tonality, though only the fmal member forros the epilogue, as the initial dominant pedal is

still a part of the spinning-out.

•
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Expansion sections typically isolate the transitional pivot from the complementary

pivot by interjecting a quasi-developmental stretch between the two. In the given Corelli

example, the transitional pivot is the model phrase member extending from measures 3 to

5, where the tonality begins to drift away from home. The complementary pivot does not

appear until measures 22 and 23, where the rmal sequence member is truncated to remain

on the complementary dominant.108 Sometimes, a brief sequence can pass back through

the home tonality before or during the complementary pivot (such as in the Pre/udio to

the same opus), without detracting from the transitional process. The comparatively large

area in the relative tonality greatly separates the transitional pivot from the

complementary pivot. In the mid-century sonata form, such a lengthy exploitation of the

relative tonality, forming the largest and Most dynamic section of the first half, forms a

common expansion section.

•
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The mid-century tripartite first half likely stems from the Baroque spinning-out

process. As ··a dramatic area ofdirectional and tonal activity whose purpose is the

graduai establishment of the new tonality"l09 the expansion section differs fundamentally

from the transition, wbich makes a quick and simple modulation from one tonality to the

next. The expansion section maintains the basic transitional elements (that is,

modulation, development and change of material); however, it can exploit these elements

to such a degree that it forros a dramatic, developmental section.110 The purpose of the

transition is not to be dramatic; thus, the expansion section introduces a new dynamic in

the sonata first half. Scarlatti and bis contemporaries cultivate expansional techniques

through extensive modulations and establishments of"false" complementary dominants.

Fillion notes that the expansion sections of the early Haydn piano sonatas occupY roughly

the middle third of the exposition. Many Baroque and mid-century expansions exceed

this ratio. The expansion section creates the vitality of the tripartite first half, with the

opening and c10sing sections providing a modest frame of tonal polarity.

108 Sorne Baroque openings in the minor mode juxtapose the home tonality with the relative major within
the opening section. This is frequently balanced or rounded by the opening tonality returning at the end of
the spinning-out instead ofthe cornplementary tonality. The Preludio to the same sonata by Corelli
exemplifies this.
109 Fillion, ··Accornpanied Keyboard Divertimenti," 189.

110 See Green, Form in Tonal Music, 251. Green describes the various elements ofa transition. These are
broadly modulation, developrnent and change (my reduction).



7"1he processes within expansion sections travel paths that are often elusive and

~unpredictable, fitting into no set pattern. Sorne include a transition within

the expansion section. Frequently, such transitions lead away from the complementary

tonality to a subordinate, alternative tonality. Dominant pedals or tonie affirmations can

reinforce thïs. 1refer to these as auxi/iary tonalities. The expansion section then

continues to achieve the true cornplernentary tonality. The transitions ofK 517 and 527,

discussed above, also display sorne traits ofthis device (Examples 33 on page 74 and 60

on page 118, respectively). K 517 drifts towards the relative major in measures 15

through 20. The intermediate dominant arrivai in measure 16 ofK 527 thwarts the

modulation by signalling a return to the home tonality.111 80th these auxiliary tonalities

coincide to sorne degree with pre-crucial and crucial matenal. A transition that

establishes an auxiliary tonality within an expansion section will be referred to as afalse

transition.

•
CII.pte, Fou,

Expansion Sections

122

•

•

Expansion Sections that include a False Transition

Sonatas subsumed by this type: K 516,519.531,542

The false transitions in K 516's expansion section express the sequential route of

the tonalities introduced in the opening (D-minor, C-major, G-minor, D-minor; see

Example 16 on page 41). The transitional pivot occurs in the sequential phrase member

immediately following the opening and heads in the direction of the relative major (see

Example 63, mm. 22 to 25). A series of false transitions follow, characterised by

dominant pedal points that expand the sequential route already defined in the opening.

Each false transition begins with a dominant pedal of the home tonality, which moves off

to the next prescribed key. A grand pause divides each intermediate false transition.

These are the home tonality in measures 33 to 39, C-major in measures 44 to 47, and G­

minor in measures 53 to 56. Measures 62 to 68 form the complementary pivot. In

measure 68, a closed dominant pedaI in the complementary tonality begins the

complementary section and coincides with the perfeet crux (mm. 68 and 128). (Measures

68 to 76 are illustrated in Example 13 on page 35.) Measure 77 begins a regular post­

crucial repetition. Closing codettas fol1ow in measures 84 to the end.

III Many Baroque frrst halves in the small binary dance forms are prone ta remaining in the same key.
They may include modulations, but they retum to the home tonic al the end orthe hait: (For example, see
Corelli's Op.2, no.3. second A//emanda, presto).
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The expansion section ofK 519 begins in measure 9 as a repetition ofthe opening

on a long tonic pedaI (Example 64). This passage becomes the transitional pivot by

moving off sequentially in measures 13 to 17 to establish A-flat, the relative major, by

tonic pedal affirmation (Example 8 on page 30, measures 9 to 17). This transition to the

relative major is faIse since A-flat turns out to he a fleeting auxiliary tonality. The pedaI

point serves as a launching platfonn for a drawn-out, stepwise, sequential ascent of pedals

(A-flat, B-flat and C). Ultimately, this leads to the pre-crux in measure 37, emphasised

by the pedal point and tonic affmnation ofc-minor. The complementary pivot coincides

with the pre-crux. In measure 4S, a four-measure perfect pre-crux: appears adding the

extra weight necessary to establish C as the goaI of the section. The crux establishes the

complementary dominant in measure 49 (and 125). This articulation does not constitute

the expected complementary pivot confirmation. The dominant extends to measure 59

where a cadential progression fmnly establishes the complementary tonality in measure



61. The section continues with a post-crucial repetition ta measure 73. However, the

remaining closing / codetta section takes a surprising twist into the major mode,

exploiting the motivic material of the false transitions. The modal shift in measure 73

means the expansion continues post-crucially until it achieves the ultimate mode of the

complementary tonal section. Measures 49 to 73 fonn the post-crux as they still delay the

appearance ofclosing material in the proper mode. This passage functions as an

extension to the expansion section, and places the complementary pivot in measure 72

where the proper closing mode is prepared. The tonal return following the crux in the

second halfis regular, including the twist to the major mode.III

•

•
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K 542 is similar to K 519. The transitional pivot launches the expansion section

immediately following the opening in measure 8. The transition begins as continuation

and fragmentation. Ils first three measures forro a model that modulates from the tonie

minor to its relative major. ln measure Il the model sequences in the relative major of

the home tonic minor. The sequence is not exact as the third measure moves up a step to

prepare for the next sequence. K 519 aIso moves from f·minor to A-flat major using

quasi.sequential materia!. The sequences in measures 1t to 20 of K 542 ascend through

the same tonalities as rneasures 17 to 49 in K 519 (A-flat major, B-flat minor and C

minor). K 542's pre-crux arrives in C minor in measure 17, and the crux in measure

20.113 As in K 519, this represents the paraUel mode of the complementary tonality. The

post-crux in K 542, however, is far less extensive and achieves the dominant of the

complementary major mode in measure 25. This passage is the complementary pivot.

112 Fillion. uAccompanied Keyboard Divertimenti." Fillion recognises the significance of the minor
complementary mode post-crucial expansion sections in early Haydn. See pages 14-15 above. See also
Rosen. Sonata Forms, 153-54. Rosen discusses the use orthe dominant minor in the second group (or
complementary tonal section).

113 Unger says there is a perfect cru.x. 1disagree because the pre-crucial material in each halfdiffers.
Unger, "'Methods and Incidents," 228.



Measure 26 confirms this and the closing section fol1ows in the proper mode. Unlike K

519, the whole section from K 542's transitional pivot to the pre-crux is melodically

contiguous and almost sequential. Though there is no alternative auxiliary tonality per se,

the wrong mode (C-minor instead ofC-major) occurs at the crux, making this passage a

false transition. The post-crux continues the expansional process by delaying the

complementary pivot.

•
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K 531's false transition also modulates to the complementary minor mode.

Deceptive cadences prolong this mode in the tonal plateau and expansional post-crux. ft

is rare for the minor dominant to serve as the complementary tonality of a major home

key. This modal shift, as in K 542, is the only criterion that suggests the transition is

false, even though the complementary tonal centre is correct. The expansion section

begins in measure 10. A four-measure presentation in the home key leads to a four­

measure transitional pivot that achieves the tonie minor in measure 17 (Example 25 on

page 56, includes measures 25 to 34 and 48 to 53). Two, four-measure model and

sequence patterns follow to the dominant pedal and perfect crux (mm. 26 and 85). This

pedal extends to measure 38 and includes two expanded cadential progressions; one in

measures 30 and 31 that does not close, and the other in measures 36 to 38 that ends with

a deceptive cadence. The dominant pedals lead to, but do not cadence in the minor

complementary dominant tonality. These fonn faIse transitions. A lengthy fermata

delays the following phrase. Measures 40 to 42 emphasise the submediant (deceptive)

region and end on another OC in measure 45, followed again by the fennata. Measures

47 to 52 repeat this phrase, but this time they achieve the c10sing PAC and codenas,

which are finally in the dominant major tonality. The expansional dominant minor, first

realised in measure 31, delays the complementary pivot all the way to measure 51.

Juxtaposing the complementary major and minor modes is an expansional

technique that prolongs the complementary tonal section. Perhaps this juxtaposition

unveils a transitional step in fonnal process between the Baroque, where the dominant

minor is common as the sole complementary tonality in movements in the minor mode, to

the high Classical sonata, where the complementary minor dominant is almost never

heard. Rosen notes that the incorporation of the dominant minor in the exposition is a

stereotype ofmid-century form. [t appears right al the beginning ofthe complementary

tonal section, when dominant occurs, and both strenglhens and weakens the tonic-



dominant polarity of the tirst halt: It affirms the movement to V as the fundamental bass

tone, but defies the dominant character and stability of the dominant major tonality.I."•
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The dominant pedal in the complementary minor mode in K 531 represents the

end of the transitional process, but the expansion continues in the complementary tonal

plateau. The post-crucial repetition, beginning in measure 32, does not follow any

authentic cadence. This emphasises the continuity of the expansional process, as do the

following deceptive cadences. Furthermore, new expansional material continues after the

dominant pedal section. The emphasis on the lowered submediant late in the post-crux

(mm. 40-50) threatens the stability of the tonal plateau, and the expansional process

continues until it reaches an authentie cadence.

K 541 illustrates the fundamental differenee between extension and expansion

weil. The complementary pivot of K 541 occurs with the pre-crux in measures 16 to 18.

The dominant pedals, in their various modes, present no potential det1ection from the

complementary tonal centre, and they vary linle From the model pedalo They are not

expansional, but tbey extend the post-crux. Tbe following material is solidly in the

complementary tonality.

Various Expansional Techniques

Sonatas subsumed by this type: K 518,521,530,537,539

K 537 incorporates expansional devices within the complementary tonal plateau

(Example 65). The hemiola figure al the end of the opening, in measures 13 to 16,

sequences to the dominant in measures 1 to 20 and merges the opening with the

transition. A continuation extends from measures 21 to 24, ending on a HC in the new

tonality. A sentential, closed dominant pedal ends on a PAC in measure 33. Measures 25

to 28 prolong the dominant and measures 29 to 33 form a continuation and cadential

phrase that closes the dominant pedalo

The process up to measure 33 is consistent with transitions that end with a He in

the complementary tonality. In measure 34, however, Scarlatti begins the dominant pedal

material again on the complementary tonic (E), but it now supports the home tonie minor

(A-minor). Scarlatti continues by sliding chromatically toward the sub-dominant region

(d-minor) and reaches a dominant pedal point in measures 45 through 49. While the A-

.... Rosen, Sonala Forms, 153-54.



pedal occurs in the bass every second measure, the E and G are present as pedals above

the bass in every measure. These upper pedais hear more weight tonally as the bass pedal

slips chromatically back again to the dominant minor through measures SO and 51.

Scarlatti cleverly respells the B-tlat as an A-sharp in the bass to accommodate this

modulation through an enharmonic gesture. A HC confums this tonality in measure 53.

Measures S4 to 59 are a truncation of the complementary closed dominant pedaI section

in measures 2S to 33. These truncations end on a PAC at the crux (mm. 60 and 112).

•

•

•
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In this movement, Scarlatti reaches the tonal plateau by a traditional transition and

confums it by a closed dominant pedalo The expansion section moves through so many

tonalities that the tonal plateau needs to he re-established before closing. There is no

false transition. The expansion section is not part of the transition, but it forms a new

process within the tonal plateau. This sonata, therefore, contains a transition and an

expansion section, as there is an expansion and separation of the transitional pivot and

complementary pivot functions. The transitional pivot reaches the initial dominant

(complementary) tonality. The excursion through several tonal centres thereafter

precedes the complementary pivot in the pre-crux (m. 54-60). [15 separation from the

transitional pivot is wide. Fillion notes that a common method ofexpanding the "second

group" (that is, complementary tonal section) is through a tripartite structure.

•
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[n sorne cases, this results in a little ABA form, with the B section frequently in
the dominant minor... More commonly, however, the tripartite form does not
involve internai repetition, but like the ABA type, revolves around a phrase or
sentence in the dominant minor, or over a dominant pedal, occasionally both.ll!

The formaI structure of K 537 from measures 25 through the end of the half resembles

very strongly the process in Fillion's description. More than expanding the

complementary tonal section, this process delays it, as the expansion section is not post­

crucial.

K 521 has no transition before the expansion section (Example 25 on page 56).

Like K 531, the dominant minor plays a large role in expanding the complementary tonal

section. The opening of K 521 ends with a He in measure 17. Arpeggios extend over the

next two measures. These do not beeome the tonic of the next section, as there is a modal

shift to the dominant minor by measures 22 and 23. The He in measure 27 confirms this

tonality. The phrase repeats with variations in measures 28 to 35. The tonal plateau is in

D-minor with frequent references to the relative F-major. As in previous examples that

include expansions into the dominant minor, this does not fonn the complementary tonal

section; rather, it unravels and confums the tonal plateau. The tonal plateau and the

perfeet crux (mm. 20 and 92) are clear, but, like K 531, the closing modality does not

appear untillater. This device expands the post-crux through modal contrast, extends the

material and delays the onset of the closing mode (mm. 36 to the end).

The two tonal sections juxtaposed without a transition yield a bipartition in this

pieee. The perfeet crux occurring al the partition supports this perspective; however, the

II! Fillion, .~Accompanied Keyboard Divertimenti;' 192. See also pages 14 and 15 above for an overview
ofFillion's observations on expansion sections.



expansional techniques remain. The positions in separate phrases of the transitional pivot

point (m. 20) and the complementary pivot (m. 35) c1arify this. The intervening material

in the complementary minor mode is a step en rOllte to the proper complementary

modality and, as such, forms an expansion section. The former phrase (mm. 20 to 27)

fonus the transitional pivot; the latter phrase (mm. 28 to 35) assumes a clearer

complementary pivotai function, as its HC prepares the parallel major in measure 36.

The c10sing section consists of two thematically contrasting areas in the dominant major.

The first, a sentence structure, appears from measures 36 to 47 (PAC), followed by an

exact repeat in measures 47 to 58. The second, a smaller sentence design, exists in

measures 58 to 66, with a repeated cadential member from measures 66 to the end.

•
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K 530's expansion section, beginning in measure 21, includes a broad sequential

pattern that leads through, and not to, the complementary tonality in the minor mode

(Example 66). [t does not initiate the tonal plateau. This section consists of two, loosely

organised modulating structures. The first structure serves as a model and the second

follows, loosely, as a sequence. Measures 21 to 24 (transitional pivot) prolong the tonie

minor mode (E-minor). Measures 25 to 29 follow with a continuation phrase that moves

through G-major towards aD-major PAC. Measures 29 to 36 sequence the previous

eight measures down a fourth, moving immediately from the D-major cadence to B­

minor, the minor mode of the complementary tonality. The sequence compresses the last

two measures from the model into one, and elides the PAC in A-major with the following

segment on the downbeat of measure 36. Passing through the complementary B-minor

tonality is a procedural event brought on by the sequential process that is the integral

technique of this expansion section. The complementary pivot starts in measure 36 where

the movement to B-major comprises a sequential-continuational phrase extending to the

PAC and crux in measure 41 (and 85).116 The complementary section consists ofa

sequential-cadential-type continuation phrase (mm. 41 to 45) that repeats \vith

syocopation and variation (mm. 45 to 49). Codettas complete the final five-measure

c10sing section.

K 530's central section is an expansion and not a transition because of the

intermediate cadence in D-major. This cadence separates the transitional pivot from the

complementary pivot. Classical influences encroach on Baroque sequential and spinning-

116 Unger, "Methods and Incidents,~ 197, states that this is a perfect crux because the closing section in the
second halfuses the distinctive variant ofthe post·cru.x theme (mm. 4S to 49) throughout. 1might accept
this analysis but with reservedjudgement. The material in the c10sing orthe second halfis motivically
similar, but melodically and hannonically different in minute details ftom the first half. 1agree, however,
that the overall etfect is recapitulatory from the crux to the end.



out tendencies through the implementation of various interruptive caesuras and

repetitions that derme periodic unîts. Structures such as these and configurations that

verge on standard Classical theme-types are common in the mid-century. Despite these

devices, Scarlatti keeps a continued, motoric f10w spinning throughout the movement.

•
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K 518 in F-major is tonally complex (Example 67 on page 132). The expansion

section begins by spinning out from the opening without an intervening cadence (m. 7).117

The sequentialjuxtaposition of the home tonality and its relative minor (mm. 7 to 15)

characterises the transitional pivot. This close juxtaposition may he more than incidental

as the complementary tonality (the mediant, in this case) represents the minor dominant

of the relative tonality. The transition leads to the tirst cadence in the piece in measure

19: a PAC in G-minor, which falls half way between F and A (home and complementary

tonalities). The next section leads sequentially through C-major to A-minor in measure

22, which represents the crucial tonality in this movement, but it does not yet form the

complementary pivot. Measure 26 begins the tonal plateau in the ·'wrong" mode (A­

major), carried by a tonie affirmation in the bass. Measures 26 to 29 form a

presentational member over the tonie pedal, followed by a two-measure cadential

member. The D-sharp in measure 30 pivots to an lAC in E-major (dominant of the

complementary tonality). The pivot occurs 50 late in the phrase and close to the cadence

that it is aimost heard as no more than a tonicisation of E, but the cadential gesture is

repeated in the next two measures. The inversion ofthe upper voices leads to a stronger

PAC in E-major. Measures 26 to 33 form a modulatory, eight-measure thematic unit in

the central expansion section with a goal of E-major. It now becomes clear that the A­

pedal in measures 26-29 is not an affrrmation of the eomplementary tonie, but it is treated

as a passing auxiliary tonality.

•

•
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Measures 33 to 39 sequence away from E-major, passing through a series of

tonalities diversely related to the tonal complement: C-sharp-minor (relative minor of the

dominant), B-major (the dominant of the dominant), and g-sharp-minor (the relative

minor to the dominant of the dominant). [n measure 40, an A-pedal slips in as an inner

voice (ereating Scarlatti's idiomatic s/4-chords on the dominant). This pedal becomes the

complementary pivot as its tonic function emerges toward measure 44, where a fully

diminished seventh chard brings about the ehange into the proper mode of the closing

tonality. The complementary pivot confinnation occurs with the erux (mm. 48 and 94)

and the onset ofthe complementary tonal section. The complementary section confinns

the tonality with a sequential-continuational phrase ending in measure 54. This phrase

repeats followed by closing codettas.

117 Kirkpatrick. Domenico Scar!alli.. 257. caUs the section that provides the chain ofmodulations between
the opening and the crux the "Central Section." He states mat the central section often is not separable from
the opening.
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As a point of temporary tonal stability or repose, tonie affirmations commonly

take on an auxiliary tonal function in the midst ofthe expansion section. In such cases,

they do not serve to confirm a formai tonality (such as the home or complementary

tonality), but emphasise a temporary, auxiliary tonal plateau. These auxiliary plateaux are

often fleeting and may drift off into further expansional spinning-out sequences, or even

move on to achieve other transient episodic plateaux.
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K 539 (Example 68) begins its expansion section in measure 10 with a

presentational phrase oudining I-v-r (mm. 10 to (4). This phrase repeats in the tonie

minor from measures 14 to 18 (transitional pivot). The basic idea returns in measure 18,

but sequences in measure 21 to overlap with the perfect pre-crux in the minor dominant

tonality. Measures 22 to 27 form a rather irregular expanded cadential progression (I_iio7
_

V7_I_iio6 -V) that moves to a HC in measure 27. The perfect crux follows (mm. 28 and

91) with a four-measure dominant pedalo By measure 32, however, the dominant takes a

deceptive half step up and sequences on the flattened submediant pedalo The

complementary pivot follows with fragmentation and a long, sequential, parallel tenth

descent to yet another HC in measure 42. This cadence Druy establishes the dominant that

willlead to the proper mode of the complementary tonality, but does not establish the

mode itself. An unusually long closing section begins in measure 43, DOW in the

dominant major. The long closing section consists ofa repeated scalar pattern in a

sequential descent (mm. 43 to 52, PAC and 53 to 62, PAC), a repeated cadential

progression (mm. 62 to 66, PAC and 66 to 70, PAC) and codettas.
!KSlt.... u-411
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~ow Scarlatti manages opening material continuing into the transition section

l 'reflects contemporary mid-eighteenth-century style. The following

comparisons with sorne works ofhis contemporaries clarify this.

Marcello"s Sonata XI (Prestissimo) begins with an incipit fanfare (Example 69

below). Its character is worked into the entire presentational thematic area., wmch

includes the modulation to the complementary tonality. The primary thematic material is

still being executed when the modulation takes place. The appearance of the E-major

triad in measure 5 begins a movement away from the home tonality. Though this triad

points toward the dominant., it does not signify a clear break from the opening material.

In measure 7., the A-major chord still functions as the dominant in D-major. It is the new

material in measures 7 through 9 that prepares unequivocally for A-major. Opening

materia! that effects a modulation can create a sense ofdrifting away gradually from a

structural area, rather than changing decisively toward a new formal destination.

1 MarceDu, SODaI. XI, IIUL 1 - 9 1
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Scarlatti's transitions and expansion sections often include sorne opening

material. K 517, 519, 524, 525, 527, 529, 530, 534, and 536 are obvious examples.

Scarlatti's works are so motivically unified that it is often possible to see an entire

movernent developing as an organic growth ofa couple ofembryonic motives.

•
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The transitions ofK 519 and 529 begin with materia! from the opening in the

home tonality. This practice gains favour in the Classical period, but that this was a

common Baroque formula is not clear. The sheer number and diversity of Baroque

designs makes one fonnula as common (or as uncommon) as the next. 118

Transitions that begin with varying degrees of material from the incipit occur in

K 519,524,527,529, 534, and 541. The repeated portion is normally not transposed and

often contains ooly the merest fragments or gestures from the opening. Only two, K 524

and 534, contain repetitions of the incipit that are transposed to the oew tonality. K 534

is a special case. The tranSPOsed repetition of the incipit, beginning in measure 5, results

from a modulatory opening that starts the transitional process earlier. This repetition,

therefore, is oot the transitional pivot. (Please refer to Example 28 on page 65.)

K 524 employs a texturai inversion at the beginning of the transition in measure

II: the left-hand portion of the incipit becomes transferred to the right, and the parallel

third motion of the right hand in the incipit becomes transferred to the left (Example 31

on page 71). Furthermore, the transition (mm. 11-13) preserves the opening's three-fold

presentational design (mm. 1-6). The descent by thirds and the omamental B-naturals in

the right hand enhance the progress to the B-natural in the left hand ofmeasure 13. This

B-natural's harmonic function forms the complementary pivot.

K 525, 527 and 541 use only the initial motives of the incipit to begin the

transition and delve into the modulations even during their execution. For sorne

contemporary examples ofsimilar techniques, refer to Soler, Sonata IX (M9), mm. 7-11;

C.P.E. Bach, Sonata 16, i (Wq.62/16), mm. 5-6; Zipoli, Sonata l, Gavotta and Albinoni,

Op. 8: ID, mm. 7-9.

118 ln the one hundred and fourteen randomly selected Corelli sonata movements examined for the pl'esent
study, opening matenal commonly appears transposed into the new tonality. but not to begin the transition
section. [n fac~ immediate restatements ofthe incipit are regularly transposed. Corelli does this more in
the slow movements ofhis sonalas da chiesa than in his sonatas da camera. In these cases. the incipit is a
single. isolated introductory member. separated from the transitional region by rests. This represents the
most basic manifestation ofthe incipit: a single phrase dedicated to introducing the home tonality and
character ofthe piece. K 528 and 533 bear similarities in that the opening matenal appears in the new
tonality after extremely shon or vague complementary pivots. as was discussed earlier in the present study.



Stlmples 01Centrtll Sections in the Works 01Sctlrltlni's Conlemportlries•
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Scarlatti is remarkably consistent in bis treatment of the transitional and

following eomplementary tonal materiai in the Veniee XIll collection. The

variants of these four transition types alone are innumerable as evidenced in the given,

limited examples from his contemporaries (below), which were chosen expressly for their

similarities to Scarlatti. A study ofeach of these composers may yet reveal stylistic and

formai tendencies similar to those of Scarlatti. A broader study ofali ofScarlatti's

keyboard sonatas, however, would reveal that Scarlatti, too, uses many different variants

and species of transition types. That only four types show up in these eighteen examples

of Venice XliI, might suggest that Scarlatti may have developed a personal preference for

a few, specific formaI designs during the period in which he composed these sonatas.

Stlmple ofa Non.modultlting Transition

The following is an example ofa non-modulating transition from B. Marcello.

Unlike the Scarlatti examples, the following exeerpt is in the minor mode. Because the

sixth and seventh degrees remain lowered when descending, the parallel tenth pattern is

less transparent than in the major mode. A case for no transition al all could be argued, as

the leading tone in D-minor does not appear in this member at all. The following

material remains solidly in the complementary tonality ofF-major.

1 Marcello, Sonata 1, i, mm. 1 - 6 1

•
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Parallel tenth or third patterns are common in ail types ofmid-century transitions.

Examples cao he found in the transitions ofC.P.E. Bach, Sonata 23, iii (Wq.52/6),

Seixas, Sonata 4 from 80 Sonatas para instrumentos de tee/a, and GaIuppi, Sonata ID, ii.

Examples aIso appear in the Baroque repertoire (e.g.; J.S. Bach's F-major invention),

which suggests that these patterns could stem from earlier types of transitions.

•
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Sample ofa Transition by Closed Dominant Pedal Point

Both closed dominant and closed tonic pedal points are common throughout the

mid..century. Following is an example of a closed dominant pedaI by Martini. The

transition begins in the home tonality and does not pivot until just before the pedaI point.

This pedaI point cadences with and lAC first, but it is confllOled immediately by a codetta

ending with a PAC.

E+:
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• Other examples can he found in B. Marcello' s Sonata U, ii and Sonata Xll, ii;

Martini's Sonata XII, iii; and Soler's, Sonata X, MIO.



Sample ofa Transition by Modulati", Ph,ase endin, in lin /AC

Scarlatti's contemporaries make use ofthis kind of transition when closing a pedal

point. It is rarer to find a simple phrase that modulates to the complementary tonality and

closes with an lAC than it is to fmd one that closes with a PAC. Martini's Sonata 1, iv,

Giga is one such rarer instance; however, its opening is complex in that it exploits both

D-major and B-minor, respectively, before starting the transition to F#-minor. It is more

common to find such cadences ending an expansion section, such as the one round in

C.P.E. Bach's Sonata 13, i in E ~ (Wq. 65/28). The transition in B. Marcello's Sonata U,

ii begins with a dominant pedal in the home tonality, but closes with a cadential

progression in the complementary tonality ending with an lAC (Example 72 below). The

simple opening closes in the home tonality ofG-major in measure 4. ûther examples of

lAC's ending transition can be found in Martini's Sonata XII, iii and B. Marcello's

Sonata XII, iL

•

•
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Sample ofa Transition by a RalfCadence in the Complementtlry Tonillity

This type of transition is common among Scarlatti's contemporaries and they can

develop in a variety ofways. In the following example from B. Marcello's Sonata II, iii,

the simple opening begins to form a complete, four-measure presentation phrase but it is

truncated by an early continuation in measure 3. This continuation modulates aImost

immediately, and becomes the transition. It halfcadences in measure 6 in the

complementary tonality. A typical confirmatory dominant pedal and post crux follows

(mm. 6 to 16).
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Other examples of interesting transitions ending in halfcadences include Galuppi,

Sonata VI, ii; C.P.E. Bach, Sonata 13, i (Wq. 65/28); Marcello, Sonata IV, 1; Soler,

Sonata VIII (M8) and Seixas, Sonata 1of25 Sonatas para instrumentos de tee/a.

•
Sample ofa Transition by Dominant Pedal Point in the Complementary Tonality

Pedal points ofail types are common throughout the mid-century repertoire. They

appear in all sections of the Middle substructure level. Their nature is to emphasise a

particuJar harmonie function, usually the dominant or the tonic. Composers naturally use

them to highlight the new complementary tonality, often to end the transition and/or to

begin the complementary tonal section. Pedal points in the mid-century repertoire are

eommonly of the c10sed variety, but not always, as indicated in the Scarlatti examples of

this type. The pedai note itselfdoes not have to he present on every beat, but any

neighbouring harmonies shouJd function to strengthen the pedal point and must lead back

to it. Mid-century composers often use pedal points very imaginatively, and they appear

in a variety offorms.

•

In the example from C.P.E. Bach's Sonata 13 (Wq. 65/28) below, three dominant

pedaIs appear. The first is a dominant pedaI in the home tonality that extends the half

cadence that ended the opening (mm. 4-6). The second is a dominant pedal of the

complementary tonaIity that forms the transitional pivot in the flfSt member of the

transition (mm. 7-8). The third transitional member begins by repeating the second, but

this time the pedaI eonstitutes the complementary pivot as it makes the definitive turn to

the complementary tonaIity (mm. 9-10). Other interesting transitions by dominant pedaI

point in the complementary tonality can be found in Martini's Sonata XII, iii; Soler's

Sonata X CM 10); C.P.E. Bach's Sonata 16, i (Wq. 62/16) and B. Marcello's Sonata XII,

11.
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Sample ofan Expansion Section that includes a False T,ansition

Many sonatas contain false transitions leading to various tonalities that are

traditionally plausible candidates for the complementary tonality. By far the most

common tendency for a false transition in a sonata in the minor mode is to juxtapose the

home tonality and the relative major. The Corelli excerpt in Example 62 on page 120

illustrates this. Sorne expansion sections begin by making false transitions to other

related tonalities. Other sonatas in the minor mode do as K 519 and make a real

transition to the complementary minor dominant, but then change to the major mode at

the end of the closing section. The following example is a basic expansion section from

Soler's Sonata 4, M4. The expansion section begins with the transitional pivot in

measures 16 to 18. A dominant arrivai makes a false transition to the relative major in

measure 19 to 23. A model and sequence combination lead to the complementary pivot,

which arrives 00 the dominant of the complemeotary tooality in measure 30. Post-crucial

dominant pedals follow.
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•
Sorne other sonatas that include expansion sections with false transitions are

Zipoli's Sonata l, i, ii and iii; Marcello, Sonata VII, ii; Soler Sonatas fi (M3), IV (M4)

and XII (M12), and Seixas, Sonatas 51, 68 and 69 from 80 Sonatas para instrumentos de

tee/a.



Samples ofVariollS Expansionlll Techniques

The opposite mode can become an important expansional device within the tonal

plateau. Soler's Sonata IX (M 9) emphasises the dominant minor in a movement whose

complementary tonality is the dominant major. Seixas's Sonata 50 in g minor from 80

Sonatas para instrumentos de tec/a adjusts the minor complementary dominant tonality

to the major (cf. Scarlatti's K 519 or 531). Sonata 79 in B-flat major from the same set

has a true transition that establishes the major complementary tonality, but then it drifts

off into the minor (Example 76 below). The expansion makes severa! shifts between the

major and minor modes and ends on a major mode PAC in measure 25.

•
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Tonally complex expansion sections in this period aImost always incorporate a

sequence ofdominant tonalities and their relative keys. Their tonal design usually

follows a long-range expansion ofa simple sequential progression. Soler's Sonatas III

(M3), VII (M7), IX (M9) and XIX (M (9), Seixas~s Sonatus 51 in G-minor and 69 in A­

minor from 80 Sana/as para instrumentas de tee/a, Marcello's Sonatas VI, Hi and VII, ii

all include expansion sections that are tonally complex, sequencing through chains of

related tonalities.

•
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Auxiliary tonic affirmations are also a common device among Scarlatti's

contemporaries. The following is an example from Soler's Sonata XX (M22), measures

13 to 32. The home tonality is G-minor and the complementary tonality is D-minor. An

extensive tonie afïmnation follows the opening's halfcadence in E-tlat major, the

lowered submediant of the home tonality, or the Neapolitan region ofcomplementary

tonality.

•
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For examples ofsonatas that contain expansion sections that emphasise the

opposite mode ofthe complementary tonality, please see Marcello's Sonata XII, iii and

Seixas Sonatas 33 and 50 from 80 Sonatas para instrumentas de tecla. Expansions that

move to the relative tonality before moving to the complementary tonality inelude

Marcello's Sonata VI, iii, and Soler's Sonatas XIX (M19) and XX (M20). Examples of

expansion sections with other au.xiliary tonalities are in Marcello's Sonata V, ii Galuppi's

Sonata II, and Soler's Sonata VU (M7).

The juxtaposition of the home tonic major with the home tonie minor, as in

K 539, occurs in the works ofhis Scarlatti's contemporaries. There is an exaggerated

example ofthis in Seixas's Sonata 6 from 80 Sonatas para instrumentos de tecla



(Example 79). In this example, new materia! in C-minor immediately follows the incipit

in C-major. This sequence moves to G-minor before closing in the complementary
tonality ofG-major.•
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Sllmma", ofScarlalti's Transitional and Expansional Processes

T1he preceding analysis shows that Scarlatti's fllSt halves are either bipartite or

'-'tripartite, depending on the importance allotted to the central transition

section. Two types of bipartite tirst halves exist: those with transitions and those without.

Scarlatti favours using a transition in the Venice XIII repertoire, and composes them

using four consistent methods: 1) closed dominant pedai point, 2) modulating phrase

ending in and lAC, 3) half cadence in the complementary tonality, and 4) dominant pedal

point in the complementary tonality. Sequences are common throughout transitions.

Aside trom the ponderous pedaI point ending the transition't there is little that differs from

types of transitions in the high-Classical repertoire. These structures reflect loose

organisation.

Though the forms of expansion sections vary greatly, certain general

characteristics and processes remain constant: they contain both transitional and

complementary tonal material, they always contain the crux or the pre-crux, and they may

continue weil into the post..crux. The possible ways to incorporate an expansion section

in a sonata are numerous; yet, Scarlatti uses the same processes again and again. The

following are sorne major points:

1) The expansion section always modulates to the complementary tonality.

2) False transitions and auxiliary tonalities are frequent.

3) Long dominant pedals play important roles within the expansion section.

4) The dominant minor is not an adequate complement to a major home tonality and
it becomes an expansional device.

5) The expansional post-crux usually consists of material that delays the
complementary dominant.

6) Crucial material not in the proper mode expands the post-crux (and
complementary tonal section) if il occupies a complete phrase; otherwise, it ooly
extends the post-crux (as in K 532).

7) A true juxtaposition of several tonal areas in the tirst half cao occur ooly in an
expansion section.



8) The expansion section May contain several intermediate cadences.•
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9) Deceptive and evaded cadences do not create tonal stability. They are effective
expansional processes.

10) Many expansion sections contain "pseudo-thematic" structures though, spinning­
out formations and motivic developments commonly Pervade the unit.

Il) The pre-crucial expansion section usually leads to a repeated post-crux, and
closing and cadential activity (often repeated with codenas).

12) The transitional pivot or member containing the transitional pivot function never
juxtaposes the complementary pivot or the member containing the complementary
pivot function. Intervening expansional material separates them.

13) Ifa transition occurs early within an expansion section it will not include the
complementary pivot function, but it May achieve the complementary tonality.
The complementary pivot function cornes later when nearing the ultimate tonal
(and modal) stability of the closing section.

Of the nine sonatas containing expansion sections, five include expansional post­

cruxes (K 519, 521, 531, 539, and 542). Only K 521 has ilS expansion restricted entirely

to the post-crux. The others begin with transitions to the crux and vary linle from the

paths of transitions that do not lead to expansion sections.

Fillion and Larsen have noted sorne expansion sections in works by Haydn and his

contemporaries. This common mid-century process is short-lived in mainstream

European Classical music. Later manifestations survive mainly in works by such

peripheral composers as Antonio Soler.
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Cbapter Five

An Analysis of tbe Thirty Sonatas in tbe Veniee XIII Manuseripts:
The Complementary Tonal and Closing Seetions

T"1 he analyses presented in this thesis have recognised the occurrences and

'-'construction ofthe complementary tonal and closing sections without

discussing their significance in the mid-century sonata form. The closing section in the

high-Classical sonata fonn becomes a vital unit of dramatic tension.1l9 Tendencies

towards this aesthetic exist in Scarlatti's music.

The raie of a subordinate theme is distinctIy different from that ofa closing

theme. In the high-Classical sonata, the subordinate theme is a vital part of the form. ft

not only creates tension and opposition to the main theme, but also rivais it in functional

importance. The contrast in tonality and character between the main theme and the

subordinate theme is a driving force behind the high-Classical sonata form. A closing

theme simply functions as a thematic unit that performs a perfunctory cadence in the

closing tonality.120 The mid-century complementary and closing sections may contain the

closing ·"theme" or "'themes" and codettas.

As stated in Chapter Two, tripartite fust halves do not contain subordinate

themes. Any sense ofdrarna or tension develops in the central portion. The closing

section concludes the half by playing out and dissipating the energy generated by the

vibrant expansion section. The expansional post-crux is a step closer to the Classical

aesthetic than an expansional post-crux that exploits the transitional processes. The

expansional post-cruxes that exploit the complementary tonality provide a dramatic point

ofcontrast to the opening. Though they frequently do not contain thematic maleria! in the

Classical sense, they are comparatively no less thematic than the openings. Still, the

inner tension is not drawn from a contrast in thematic material, but from the

developmental and spinning-out character that plays out the process of expansion, and the

tonal opposition to the opening.

119 .•... the tirst [section (exposition» moves from harmonie stability to tension and never ends on the tonic
..." Rosen~ Sonata Forms~ 17.
120 See Larsen, "Some Observations:~Studia Musicologica 9 (1967), 138.



One important development towards Classicism in the complementary tonal

section of the mid-century sonata forms is the extensive closed, repeated dominant pedal

points and tonic affirmations. These frequently begin the tonal plateau well within the

expansion section or transition. The repetition is fully part of the complementary section

(post-crucial dominant pedals). The repertoire examined for the present study reveals that

such techniques are not as pervasive within any single high-Classical movement as they

are in the mid-century movements, since the subordinate theme is far more prominent in

the later genre. As an emphatic gesture ofhaving achieved a new tonality, however, the

closed dominant pedal point and tonic affumation can provide moments of dramatic

tension without necessarily including an element ofcontrast. Still, these devices do not

represent themes or theme types; rather, they are the manifestation ofa tonal process.

The complementary sections of tripartite forms, therefore, do not contain the necessary

elements to provide for a subordinate theme. New thematic material often occurs in the

complementary section, but there is no tension created through dramatic thematic contrast

and opposition. Thematic material evolves more from a process ofspinning-out phrase

members than from building theme-types. Furthermore, the lack of a double return in the

bipartite sonata compromises the concept of main theme. There is only the opening

section. Without a main theme there can be no subordinate theme.

•

•
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Most binary forms do not achieve the extreme degrees of tonal and thematic

polarity, contrast and opposition necessary to produce Classical expositions (as discussed

in Chapter Two); hence, the term ~4first half." Nevertheless, steps towards Classicism are

clearer in the bipartite first halves than in the tripartite. To assess whether a Classically

oriented subordinate theme is present in any given halt: consider the criteria established

by both Foster and Gerstenberg (presented on page 18 of the present study). Foster

recognises that most ofScarlatti's sonatas fall into Gerstenberg's type II.uI The

repertoire under discussion in the present essay proves to be no exception. That both

Gerstenberg's types [and U May easily accommodate expansion sections is interesting.

This flexibility allows a superficial analysis of a tripartite form to reveal a main theme

and subordinate theme architecture while the inner process is usually different. K 539 is

a prime example. The greater the influence of the Lied-type formation within a structure,

the more that structure tends towards typical Classical norms. The reverse is true for

III The aspects ofType II that affect the opening section are: the fonn is built as a chain ofmore or less
contrasting motives~ the motives may or may not be connected through an overlap between the cadence of
the previous group and the beginning ofthe following group, and the several motive groups do Dot differ in
rank or importance.



spinning-out formations, wmch tend towards Baroque nonns.122 Gerstenberg's three

types of sonatas actually represent degrees of spinning-out or Lied-type formations;

hence, theyalso represent, respectively, a more Baroque or a more Classical aesthetic. lu•
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K 539's post-crux exhibits a common mid-eentury proeess that resembles a high­

Classical subordinate therne-building technique (that is, harmonie prolongation and

repetition of a basic idea, and continuation). The dominant pedal begins with thematic

material in measure 28 (Example 68 on page 133). The entire section up to the HC in

measure 42 does not reveal a stable thematic process. Instead, it reflects a continuation of

a transitional proeess through long-range sequeneing of materia! and pedal points. It

represents a confirmation of the minor dominant, perhaps in answer to the tonie minor

established in measure 14. The following major section, beginning in measure 43,

juxtaposes the dominant major and minor at the end of the half. This echoes the

juxtaposition of the tonie major and minor at the beginning of the expansion section

(measures 10 through 18, Example 80 below). The contrast is more profound between

the minor and major mode in the expansion and complementary sections than it is

between the home tonality modes in the opening section and beginning of the expansion

section. The final modal juxtaposition recalls the opening contrast and creates a sense of

completion by closing it, rather than developing a perception ofexpectaney through

opposition and tension. A graduaI sense ofclosing exists where the post-crux expands by

presenting both the minor and major modes of the tonal plateau. Contrast may exist, but

there is no striking tension ofopposition to the home tonality through the introduction of

the parallel complementary mode.

121 See Fischer. ··Wiener klassischen Stils," 25-28, for his presentation ofthis idea. Also, see the present
thesis pages Il to 13.
lU Periods and sentences are standards ofClassical phrase organisation, but many Icss structurally defined
phrase configurations continue throughout that era. Residual Baroque traits survive diverseiy throughout
the Classical repertoire, just as standard designs for the Classical era exist diversely in the Baroque. The
mid-eentwy style retleets a growing preference for periodie structure and facile melodie patterns while still
preserving an abundance oflinear and spinning-out techniques. See Rosen9 Sonata Forms, 13. He
discusses the stylistic revolution trom 1735 to 1765, and states that an easy literature for the amateur was
increasingly in demand.
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One noticeable characteristic of the complementary tonal section is its focus on

confirming the crucial tonality rather than building a therne. This focus rnay not be too

surprising \vhen cornpared to the opening, which often spends its greater part confL'"IJ1Ïng

the home tonality. Tripartite forms usually spend less time in the complementary tonality

than bipartite forms; however, this is not always the case, as in K 539 discussed above.

K 521 spends exactly fifty percent playing out the closing section following the post­

crucial expansion. This lengthiness is due to the nature of the expansion section and the



early crux. The closing still bas two, repeated, confirmatory, sentences which end with

cadential progression phrases. The repetition ofcadential progression phrases is normal

for a closing section. The remaining three sonatas with expansional post-cruxes, K 519,

531, and 542, have proportionally much shorter c10sing sections; K 542 being the longest

at one third the lengili of the first half. The four sonatas with pre-crucial expansion

sections, K 516, S18, 530, and 537, have typical complementary sections with repeated

post-cruxes and short closing sections. None ofthem exceeds a third the size of the fust

hait:

•
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Drawing the Hne between expansion section and transition is sometimes

chaIlenging, especiaIly when the central section merges with the complementary tonal

section. Such is the nature of K 517 (Example 81). The dominant arrivaI ofa typicaJ

transition is either open (as they usuaIly are in the high-Classical genre) or closed (as they

May be in the earHer sonata forms). ln measure 33 ofK 517, however, the open dominant

pedal does something unusual. A continuation member consisting ofa parallel tenth

descent to measure 36 carries an octave transfer of the dominant. The cadential

progression follows to a confirmatory PAC in measure 38. The terminology section of

this thesis observes that a dominant pedal frequently ends the transition while

simultaneously opening the tonal plateau and complementary section (page 49). The

post-crucial dominant pedal repeats immediate/y without intervening materiaI. Scarlatti

sometimes employs the parallel tenth descent as a usual transitional or "bridge" technique

to slip easily from the home tonality to its complement (cf. K 528, Example 54 on page

(04). ln K 517, it separates the model dominant pedaI from its repetition and delays (or

expands) the complementary pivot confirmation. The post-crucial dominant arrivaI

confirms the complementary section, which suggests that the previous, apparently

transitional material might expand the post-crux. On the other hand, since the

interpolated octave transfer does not exploit the complementary tonality, this resembles a

transition by closed dominant pedal point (rather than a transition by dominant pedaI

point in the new tonality, as 1classify it above). The repetition of the entire post-crucial

construct (mm. 2S to 38, repeated in mm. 39 to 52) is consistent with the form ofthe

·~unexpanded" post-crux and adds weight to this point ofview. The transitionaI device

employed here does not expand the post-crux, but only extends it, just as the evaded

cadences extended the post-crux in K 532 (page 115).



•

•
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•

ln the mid-century style the dominant pedal point can mark a beginning, as well as

a goal. In the Classical form the dominant arrivai ends the transition while a standing on

the dominant can begin the subordinate section. If the complementary pivot in K 517

were to end in measure 25, the cadence point at the end of the dominant pedal would not

be the confirmation. The beginning ofa new section in the complementary tonality

would perform this function. The different texture of this section, combined with the

octave transfer in the post-crux, almost yields a subordinate theme group. In any case,

classifying this half is not nearly as interesting as discovering how it maintains and uses a

combination of typical Scarlatti devices (that is, dominant pedaI point, complementary

pivot confirmation, and the parallel tenth pattern).

K 534 is similar (Example 82). The complementary section begins in measure 10.

The complementary pivot confirmation merges the transition with a dominant arrivai

section in the complementary tonaIity. A complementary tonic A-pedal appears in

measures 12 and 13. This pedal blurs the underlying cadentiaI progression by creating a

dominant S/ ..-chord on beat 4 ofmeasure 12. The Melodie aetivity continues through this

pedaI, though the harmonic flow stops briefly. In measure 13, MOst of the energy

dissipates and the tonic minor returns (cf. m. 8~ Example 60 on page 118). This
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movement away from the complementary major invites a further reestablishment ofA­

major, which is accomplished by the retum of the material from measures 10 to 13 in

measures 15 to 17. This passage functions as a post-crucial repetition. but like K 51 7,

there is an interpolation between the post-crux and its repetition. Measures 18 and 19

finally arrive at the solid PAC in A-major.
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The shift from the major to the minor mode and back again in the complementary

tonal section is not an uncommon occurrence in this period and May or may not indicate

an expansion.

•
The Post-Crux always performs a cadence in the closing tonality.

Occasionally it delays finality by shifting from major to minor or by tentative or
deceptive cadences. Only exceptionally is the Post-Crux followed by even a
temporary deviation from the closing tonality.11"

12.. Kirkpatrick, Domenico ScaT[alli, 263. Kirkpatrick defines the Post-Crux as that member which
inunediately follows the crux. This might not represent the area ofthe complementary tonal plateau defined
in the context orthe present study.



The delaying of finality combined with the ambiguity of motivic recurrences creates a

motoric central section to this movement. These techniques are also common in

expansion sections. Despite the establishment of the complementary dominant as early as

measure S, its confirmation in the proper mode is not until two measures before the end.

The transition merges with its adjacent sections. The complementary section brings back

motivic material from the opening four measures in measures 10 through 14. This

materiaI coincides with the crux, which suggests the onset of the "monothematic"

complementary section (though these phrase structures are not dependent on any Classical

theme-tyPes per se). The transition bears an uncanny resemblance to the opening phrase

of the complementary section in both matenal and harmonic design. Measures 5 and 6

introduce the complementary dominant and MOye to the dominant pedal in measures 7

and 8. Measures 10 and Il also begin with the dominant and move to a tonic pedal in

measures 12 and 13. Measures 9 and 14 both introduce a half-cadential progression in

the complementary minor that leads to an elision of the dominant arrivai in their

respective succeeding measures. This elision enhances the sonata's ;'imonothematicism."

Hints of the tonic minor and relative major throughout add to the restlessness that carries

through to the end of the movement. The introduction of the opposite mode in the tonal

plateau is an extension that serves as the impetus to the further development of crucial

material, which brings about a solid tonal closing.

•

•
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The complementary tonal sections of bipartite structures are normally longer than

those of the tripartite designs. The post-crux typically repeats, as in the tripartite form

with a pre-crucial expansion section. The post-crux and its repetition help to detract from

the sense a subordinate theme group. Since the post-crux emphasises the goal of the

transition, typically with dominant pedals or cadential progressions, it plays a

confirmatory role. This conflITllation yields a sense ofarrivai after the transitional

process. The high-ClassicaI subordinate theme does not complete a transitionaI process

nor does it result from a spinning-out ofpreceding material. It is a begjnning in a new

tonality, providing a dramatic contrast to the opening section, even in the monothematic

sonata. This contrast cornes about due to a distinct emphasis on the main and subordinate

theme groups. The post-crux in the mid-century sonata simply continues the spinning-out

that started with the opening. The post-crucial repetition is a method ofemphasising the

arrivaI of the new tonality that compensates for the Jack ofdramatic contrast to enhance

it.uS Of the twenty-one bipartite sonatas in the Venice xm collection only K 514

125 Gerstenberg's types Il and III suggest this distinction between the mid.century and high..classical fonns.
See Foster, ""Dramatic Contrast," 5-6. Gerstenberg~ Die K/avierkomposilionen Domenico Scarlallis, 49-73,
passim.



contains a post-erux that does not repeat (Example 23 on page 52). However, what

follows the post-erux also continues the process ofaff1l1l1ing the new tonic. The motivic

content of the right hand comes from the cadential gesture of the post-crux (mm. 16-17).

This gesture hints that the entire closing section might he an extension forming an

elaborate codetta.

•
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Seventeen of the bipartite first halves have post-cruxes that contain a

prolongational-eadential phrase of sorne type. The prolongational member often forms

sorne kind of presentation; however, it does not prolong a tonic function as is typical in a

sentence structure. Instead, it prolongs and presents the complementary dominant. These

phrases can be sentential in their design, but only occasionally do they form sentence

theme-types. Twelve of these seventeen post-cruxes contain closed dominant pedals with

the greater part ofthe pedal portion in the presentational member. Theses are K 514, 517,

523, 524, 525, 528, 532, 535, 536, 538, 540 and 541. K 517's special design is diseussed

on pages 149 and ISO above. K 523 is a typical example (Example 21 on page 50).

Measures 21 to 24 form the presentational dominant pedal point, and measures 25 to 29

form the closing eadential member (PAC). The strueture repeats in the succeeding

measures. K 528 exemplifies another post-crux ofthis type. K 528's post-crux contains

a condensed, four-measure sentential design and its repetition (Example 83 below). The

repetition is typieal, but it is clearly written as an exercise, as the right and left hands

switch parts in the repeat, but remain in the same octaves as the origjnal.126 The elosing

section follows with similar, repeated prolongational-cadential phrases. Whether K 535's

prolongation can he considered a pedal point is debatable, as it is composed of rapidly

aseending scale passages; however, each ascending articulation begins on the dominant.

K 536's post-crucial repetition manifests in a different manner. Only the eadential

member is repeated, and then ooly as the result ofa one-more-time technique. This is

diseussed in greater length below (Example 90 on page 164). K 538 exhibits a variation

in the prolongational member in the repeat. K 541 's post-crucial repetition is in the

complementary tonie minor, extending the eomplementary tonality. This was discussed

on page 106 and 107 above.

1%6 Kirkpatrick, Domenico Scarlalti, 137. Scarlatti entitled his sonatas for his royal Ponuguese patrons
Essercizi per Gravicemba/o.
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The remaining five of the seventeen prolongational-cadential post-cruxes contain

sentential designs without extended dominant pedal points: K 520, 527, 529, 533 and

534. K 527 (Example 84 on the next page) and K 529's post-cruxes form eight- and ten­

measure sentences, respectively. The basic ideas of the presentational member in both

express a complementary dominant 1tonic relaùonship. K 533 (Example 84 below)

contains a condensed sentential fonn (1+1, presentation and 1 measure + 1 beat cadential)

in the post-crux. Its opening repetition uses a statement and response format. K 534 is

discussed above (Example 82 on page 154). Measures lOto 11 and 15 to 16 fonn loose

prolongations of the dominant. The cadential member in measures Il to 12 evades ilS

cadence.

K 520's post crux is an odd mixture ofboth a sequential-cadential and a

prolongational-cadential phrase. Its basic idea (mm. 23 to 24) sequences melodically by

ascending step to measure 28, but every second measure returns to a dominant pedaI in

the bass up to measure 29. This sequence launches the cadential member in measures 29

to 31. Despite the melodic sequence, measures 23 to 29 are clearly dominant

prolongation.

•
The remaining four bipartite sonatas which do not contain sentential designs in the

post-crux are K 515,522,526 and 543. K 515 and 543 each contain a repeated,

sequential-cadential (continuation) phrase, forming the post-crux; K 515 in measures 22

to 28 (Example 88 on page 162) and K 543 in measures 22 to 30. K 522's post-crux

begins in measure 27 with three measures ofdominant prolongation (no pedal) that ends



with a HC. This material repeats, but Scarlatti adjusts the ending to forro an lAC. The

six measures together form a periodic structure. The whole unit varies and repeats to

compose a complementary tonie prolongation and cadential progression through the next

six measures. Adjustmen15 to both cadences fonn lAC's through the latter six-measure

unit thereby modifying the periodic integrity ofthe former six measures.

•

•
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K 526's post-crux begins with a unique six-measure unit (2+2+2) that cadences

on the downbeat of the seventh (mm. 23 to 29). An elision ofcadence begins the post­

crucial repetition. The post-crux is free-flowing with a particular thematic character of its

own. 115 expression not strikingly different from the preceding material, as it spins out

from the transition, but it offers a contrast to the transition's sequential activity. This

post-crux very nearly serves the function ofa subordinate theme.127

1%7 Please see Gerstenberg's criteria for a Type H( (closest to Classical) sonata on page 18 ofthe present

study.
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The closing sections in the sonatas of the Veoiee XIII collection are typically mid­

century in character; that is, they consist ofa chain of variably contrasting phrases

continuing from the post-crux that confinn the complementary tonality. They usually

contain closed dominant pedal points or tonic affinnations and they always have cadential

progressions. Codettas occur frequently, especially to end the section. As in the post­

crux, phrase repetition is common in the closing section. Though the phrases regularly

feature a sentential design, they are not often thematic, as they commonly flow from a

series ofcontinuing or contrasting phrases. Their charaeteristics differ little from the

previous sections', except they remain finnly in the complementary tonality. Even so,

they are less forceful than the emphatie confirmatory process of the preceding post-crucial

section. They often simply play out the remaining energy of the tonal plateau, even if

only to better balance the complementary tonal section against the opening and central

sections. As such, they May do little more than continue or extend the confirmatory

process begun by the post-crux. K 514 contains a typical cIosing section (Example 26 on

page 58). It follows the post-crux in measure 17 with a two-measure repeated basic idea

built over a tonic affirmation (mm. 17 to 20). The melodie material comes from the

cadential motivic gesture ofthe post-crux (mm. 16-17), but it is not a continuation of the

post-crux, as ils function differs within the tonic affmnation. Measures 21 to the

downbeat ofmeasure 23 contain a cadential progression (PAC). The sentential structure

repeats from measures 23 to 29, followed by a three-measure codetta.
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Among the tripartite forms, the closing sections are usually quite short, though

they maintain the same characteristics ofclosing sections overall; that is, they frequently

repeat phrases and end with closing codettas. K 516's is typical: a sentential design

(prolongational-cadential) exists from measures 84 to 90, it repeats in measures 90 to 96

and codettas follow. In this example, the presentational member (mm. 84 to 88) prolongs

the complementary sUPertonic as a dominant preparation (inversions of ii7) through a

pedal point (D-natural), white emphasising the complementary tonic (A).

K 521 (Example 87), 539 and 542 all contain unusually long closing sections,

considering that they include post-crucial expansion sections. K 521 was discussed

above. As the post-crucial expansion is in the parallel complementary mode, it does not

bring about a strong confmnation ofthe complementary tonality. The post-crucial

function is somewhat weak. The beginning of the closing section performs

complementary pivot function by employing the typical, repeated, closed dominant pedal

that is so indigenous to a confirmatory post-crux (mm. 36 to 47: 4+4, presentational

dominant pedal; and 4. cadential progression). The rest of the closing section continues

proportionally with prolongational-cadential codettas that fonn small sentential patterns.
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Both K 539 and 542 are sunilar to K 521 as both their expansional post-cruxes

end on the complementary dominant in the parallel complementary minor mode. The

closing sections in each begin with repeated, sequential-cadential phrases (rather than

prolongational-cadential phrases) that bring about the strong cadence in the proper mode

(see the beginning ofK 539's closing section, measure 43, in Example 80 on page (51).
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The closing sections are regular in the bipartite first halves. Many are very sho~

forming codettas to the more vibrant post-cruxes. K 517, 523, 524, 525, and 527 are of

this nature. K 524 and 525 simply repeat the cadential member ofthe post-crux. Others

might extend post-crucial material, such as in K 515 (Example 88) where the closing

section begjns by emploYing a bass progression and cadential confirmation similar to the

post-crux (compare mm. 22 to 28 to mm. 28 to 38). In general, there are two types of

similar constructs that pervade most of the longer closing sections; these are the

prolongational-cadential (sentential) and the continuational designs.
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Condensed sentences (prolongational-cadential phrases) are common in closing

sections. K 520's closing consists ofsuch a phrase structure in measures 39 to 43

(Example 89). Three measures of prolongational repetitions precede a curt cadential

progression. Sentential designs exist in K 514,515,520,524,528,529,533,535,540,

and 543. A repetition takes place in ail cases. K 535 contains two sentential structures;

ooly one ofthem repeats with variations. K 533 contains a repeated, condensed sentential

design in measures 30 through 38. This passage follows a repeated consequent phrase in



C""pler Flve 163

measures 24 to 30 (3+3). The repeated, condensed, three-measure sentential designs in K

528 precede equally condensed, repeated consequent phrases which form the closing

codettas. The presentation of K 524 (mm. 25-27) consists ofa repeated one measure unit.

Its four-measure continuation is standard, and it repeats as a codetta following the POst­

crucial repetition.

C.....;:.=:.==-==-----------....,. ;::'::1==-----,

K 522 contains such a sequential-cadential phrase in measures 39 to 43. Like the

prolongational-cadential (sentential) design, these phrases vary in size. K 522, 526 and

541 contain sequential-cadential closing phrases. K 515 contains both a sequential­

cadential and a sentential structure in the closing section.

•
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K 536 contains a repeated sequential-cadential phrase in measures 26 to 34, but it

is preceded by different materia! (Example 90). Measures 16 to 20 display a

presentational, post-crucial, dominant pedaI point. Measures 20 to 21 carry the

descending scalar pattern from the previous measures to the left hand, which serves to

extend the pedal point by transferring it over two octaves. This passage prepares the

cadential progression in measure 22. The dosing of the pedal point is interrupted,

however, by a one-more-time gesture, as measure 23 retums to the octave transfer.U8

The pedaI point's ultimate dosure cornes on the PAC in measure 26. Measures 23 to 26

replace the full post-crucial repetition. The closing section follows, consisting ofa

sequential-cadential phrase with a varied repeat that turns il into a spinning-out phrase. A

codetta follows.

128 Schmalfeldt, "Cadential Processes," 1-51.
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There is no real dynamic or dramatic contrast between any of the sections in

K 536. Every phrase, from the beginning to the end of the half, is roughly the same

length and one simply spins out after the other. The dynamic process is rooted in the

playing-out of motivic minutiae in the graduai attainment specifie tonal goals. The drama

is cultivated in the prolongation of tonal regions and the delaying of tonal goals. In such

sonatas as these, the process (spinning-out) dominates the form. In the high-Classical

sonata, the form directs the process with established fonnal functions.

A four-measure, descending, scalar octave transfer (mm.4S - 48) interrupts the

cadential progression in the closed dominant pedal in K 538. This interpolation leads to



the post-crucial repetition, which concludes with the regular cadential progression. The

interpolation adds diversity to the otherwise rePetitious dominant Pedal. The following

closing section (Example 91 below) contains the only forro dissimilar to the rest,

consisting ofa three-phrase, fifteen measure unit (unevenly, 6+4+5). It begins in measure

61 with a tonic affirmation. A new phrase begins by imitating the octave transfer from

the right band in the left in measures 65 and 66, but stops short ofa complete transfer in

the bass, and lands on the mediant. The rest of the phrase maintains the tonic pedal in an

inner voice, leaving the tonie prolongation in first inversion. The held mediant in the

bass resolves to the subdominant in measure 70. The structure repeats, and this lime the

resolution to the subdominant brings about the final cadential progression to the ultirnate

PAC.

•
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Samples OfComplementary Tonal and Closing Sections in the Works ofScarlatti's

Contemporaries•
C""pt~r FIH 166

ComPlementary sections sirnilar to those found in the works ofScarlatti exist

in the works ofbis contemporaries as weil. Soler's Sonata l, for example,

contains a rePeated, closed dominant pedal, forming a prolongational-cadential post-crux

(mm. 32 to 47). This pedalleads to a typical closing consisting ofprolongational­

cadential phrases functioning as codettas. Many ofScarlatti's contemporaries tend to end

with much longer complementary tonal and closing sections, with constructs resembling

high-Classical subordinate therne-types (Soler's Sonata VII (M7), for example).

•
0-:

1Sai..., Suata 1 (Ml), ... 31- ~~

•
Soler's Sonata III (M3) exhibits a simple sequential cadential post-crux, which is

followed by codettas (Example 93 below). Sequential-cadential and prolongational­

cadential phrases are just as common among Scarlatti's contemporaries in the

complementary tonal and closing sections as they are in the Veniee XIII repertoire, and
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appear with as many variations. Example 94 shows a short complementary tonal section

in Marcello's Sonata V with a different approach to the post-crucial repetition.
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Other examples ofcomplementary tonal and closing sections similar to Scarlatti's

appear throughout the mid-eighteenth century repertoire. Sorne examples with long

dominant pedals appear in Marcello's Sonata VI and Seixas's Sonata 68 from 80 Sonatas

para instrumentos de tee/a. Soler's Sonata VI (M6) ineludes a long tonie affirmation.

•
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Summllry 01Complementary and Closing Processes

7'1 he "unexpanded" post-crux occurs with remarkable fonnal consistency. It

Valmost always repeats and frequently contains a closed dominant pedal point.

Sentential and continuational constructs pervade this member and it always confrrms the

complementary tonality. The transition and the complementary tonal section merge as the

fonner finds its resolution in the birth of the latter. This junction is probably why the

post-crucial dominant pedal emerges: to confirm the opening of the new tonal section by

restating the post-cru.x as a member separate from the transition.

The expansional post-crux develops as an unconstrained section. Postponement

of the complementary pivot confirmation delays the confinnatory function. This delay

may happen through the introduction of the paraUel mode at the crux, a movement away

from the complementary tonality, or the implementation ofevaded or deceptive cadences.

The various constructs in the closing sections confum the complementary tonality

following the post-crux. They originate mainly to end the spinning-out that occupies the

formai process of the first halfof the binary sonata fonn. These phrases contain no more

thematic weight than do the phrases ofthe opening and central section. Phrases in the

closing section may repeat or lead to codettas to add balance and emphasis to the fmal

section of the half.

As noted on page 155 above, the closing sections of bipartite forms are generally

longer than those of tripartite forms. A post-crucial expansion section can weaken the

complementary tonal confirmation. In this case, the closing section reinforces the

complementary tonality, potentially adding to its lengili. There is little thematic

substance in the complementary section. Each phrase cadences to perfonn a confirmatory

function even while it continues to spin out into the next.

The complementary tonal section's frequent use ofcadential progressions and

codettas is disruptive to any spinning-out process. The typical employment of these



devices-as weil as dominant pedal points and tonic affirmations-adds an element of

punctuation ta the Baroque spinning-out formation. These delimitations lead ultimately

to its demise in the later high-Classicai genres. Furthermore, the effective isolation of

thematic units delimited by these devices develops into sections and the formai

organisation that peaks in the high-Classical sonata. The condensation of the Baroque

spinning-out process gives birth to the Classical aesthetic.

•

•
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Chapter Six

Conclusions

~ he mid-eighteenth century presents a rich culmination ofmusical genres and

V styles. The high-Baroque and high-Classical eras form two distinct poles~
between which a diverse, intricate and abstract flow of mid-century styles pour with

bountiful variety and experimentation. The keyboard sonatas of Domenico Scarlatti run

among the strongest in this current. They offer a unique opportunity to study the diversity

ofa changing sonata fonn.

This thesis proposes an analytical protocol to develop a meaningful terminology

and a pertinent method for critical analysis of the mid-century sonata form. Combining

the structural principles ofSchoenberg, Ratz and Caplin, the forma! philosophies of

Rosen, Newman and Kirkpatrick, and the understanding of formai processes presented by

Fischer, Larsen, Heimes and Fillion, yields a flexible and expressive approach to mid­

eighteenth-century sonata form. The ad hoc studies of Foster (Gerstenberg) and Unger,

and the broad research of Sheveloffand Boyd~ clarify Scarlatti's repenoire in particular.

Foster and Fischer present studies that reveal the graduai emancipation from Baroque

fonn in the mid-century. Unger's theory May prove less successful when applied to the

compositions of mid-century composer's other than Scarlatti. His understanding of

preparatory materia! might sometimes compromise the realisation of the overall sonata

fonnal process.119

This paper set out, in part, to discover if the keyboard sonatas of Domenico

Scarlatti are digressions from the mainstream eighteenth-century sonata forms. It

compares the Venice xm collection to a selected repertoire by bis predecessors,

contemporaries and successors. This comparison presents a meaningful analysis of

formal elements that allows for criticism ofeach movement in its historical context.

These comparative analyses suggest that Domenico Scarlatti shares with bis

contemporaries Many ofthe methods and devices employed in the Venice XIII collection.

Il further shows an individual sense of regularity that expresses the composer's awareness

ofcontemporary sonata form. A stylistic chain links Corelli, through Domenico Scarlatti,

119 See pages IS to 17 ofthe present study forthis argument.



to Seixas and Soler. Formal and structural methods and devices recur with relative

consistency between Scarlatti and such composers as Marcello, Galuppi and Haydn. This

consistency reveals the continuity of sonata fonn through varying styles. The small

binary dance movements of the Baroque sonata da camera and the free developmental

elements indigenous to the sonata da chiesa strongly influence the mid-eighteenth­

century sonata form. The standardisation of sonata formations by Corelli in the late

seventeenth century is the framework that lies beneath later developments.

Experimentation and diversity in mid-century works represent challenges to inherited

conventions. This experimentation suggests an effort on the part of mid-century

composers to explore and establish new conventions that reflect a changing aesthetic.

The changing aesthetic helped to expand and develop mid-eighteenth century music in

several ways. This diversity is evident in Scarlatti's works. The preference for

bipartition or tripartition in a sonata's first half does not develop out ofany conscious

effort to estabHsh a new convention; rather, it evolves in response to the composer's need

to satisfy the demands of a changing aesthetic through experimenting with existing forros.

Many bipartite and tripartite frr-st halves share common compositional techniques (i.e., the

spinning-out process, periodic structures, etc.). This suggests that the switch from

"sonata first half' to "sonata exposition" did not occur because ofa change in procedural

techniques. It shifted because these processes could reflect the changing aesthetic. The

means of application, the degree ofexploitation, and the extent to which one process

affected the other, gradually yielded a preference for the high-Classical standard.

•
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Scarlatti's thematic unity does not point towards the typical high-Classical

aesthetic. It exists in the qualitative unity and manipulation of motivic elements that is so

much a part of the Baroque philosophy. Still, Scarlatti's opening material verges on

Classical designs. In the first half, Classical influences encroach on Baroque sequential

and spinning-out characteristics. Various interruptive caesuras and repetitions define

periodic UDÎts. The spinning-out-type becomes the formal design overall of the first half,

while its ioner processes condense fito (more Classical) Lied-type structures.

Furthermore, Scarlatti's contemporaries exhibit similar tendencies. These widespread

developments demonstrate that certain processes, if not specifie structures, are common

to the mid-century era.

The present study shows that Larsen and Fillion's observations oftripartite

expositions in the early works ofHaydn apply to Scarlatti and likely to much of the

repertoire of the mid-eighteenth century. The existence ofFischer's spinning-out and

Lied-type formations educes the tripartite organisation in sonata forms as stemming
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directly from Baroque genres. Further, the binary sonata form, used so prolifically by

Scarlatti, descends from the binary dance movements of the Baroque sonatas. This form

appeared widely and further developed during the mid-century period.

The expansion section is the nucleus of the tripartite first half. Its relationship ta

Fischer's spinning-out-type is unequivocal. Though the spinning-out process is the

impetus behind the expansion section and the tripartite first haIf, it is not exclusive to it.

Many bipartite first halves also contain a motivic spinning-out. A greater degree of

sectioning through cadences, closed dominant pedal points and tonie affirmations tempers

the ronning-on effect of the spinning-out. It functions to confine motivic activity within

broad thematic areas supported by even broader tonal regions. In this way, a bipartition

can impose on a spinning-out process by limiting the tonal activity to two broad regions:

the home tonality and the complementary tonality. Monothematicism adapts easily to

spinning-out formations. This yields a bipartite design that is more dependent on tonal

organisation than thematic arrangement.

The expansion section is not only a simple development from an older technique.

[t becomes a vehicle for greater artistic expression. Certain subtleties of form surface

only in the context ofan expansion section. Such devices as false transitions and

auxiliary tonalities are not readily a part of sonata exposition design. The juxtaposition of

alternative complementary tonalities is not possible except in the first half and only in an

expansion section. The composer expresses artistic genius by revealing and exploiting

severa! tonal possibilities before achieving an ultimate goal. By investigating other tonal

and motivic regions, the expansion section fulfils a dynamic role that a simple transition

cannot fully accomplish. The deeper the exploration ofother tonal regions, the more

expressive the section becomes, and the more intense the musical affect.

The tripartite first half is indigenous to the binary sonata fonn. No expansion

section studied in this paper occurs in the exposition ofa temary sonata fonn. An

aesthetic conflict exists if a complete recapitulation of the expanded tirst half follows a

lengthy development in the second half. The result would be a rather cumbersome form

where any sense ofdevelopment and return in the second half vanishes due to its

immensity and continuity. The expansion section develops the first halfwhile retaining

the comparatively equal balance ofthe two halves so necessary to the form. The balance

ofa temary sonata is different, and allows an expansive development section. This

shifting of weight from one section to the other might account for the abandonment of the

expansive binary sonata fonn in favour of the Classical temary sonata style.



This thesis concludes that the keyboard sonatas of Domenico Scarlatti are~ indeed,

formally and stylistically in stride with contemporary norms, especially in their fust

halves. It is true that his style differs from his mainstream middle-European

contemporaries, but the examples in this thesis show sorne striking similarities to his

Iberian compeers. The present study does not delve into questions of Spanish and

Portuguese mid-century styles, but his lberian environment probably had sorne influence

on bis personal style, which could account for his music's striking peculiarity. A deeper

study would Iikely show that this is only superficial, however, as bis middle-European

Italian heritage is still apparent in bis formal processes. I .1O

•
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Historically, theories of sonata form have placed so much emphasis on the relative

weight of main theme versus subordinate theme (or vice versa), and on the juxtaposition

oftwo tonalities, that the magnitude of formal implications within the transition goes by

almost unnoticed. The development ofan analytical protocol that focuses on the mid­

eighteenth-century sonata style within the greater sonata sphere reveals that the transition

can become as important a structural unit as either of the two regions surrounding it (that

is,. the opening and closing sections). In the mid-eighteenth-century style, the life ofa

sonata movement can thrive in the transitional process. This is an inheritance passed on

to mid-century composers from their Baroque predecessors. Scarlatti and his

contemporaries continue in a common vein. By proposing an analytjcal protocol that can

be applied to the mid-eighteenth century sonata style, this thesis determines that Scarlatti

does not only compose within contemporary norms, but that he uses components ofstyle

that were common and widespread al the time. This study also shows that mid-century

processes define structural norms that lead to high-Classical formalisation.

Scarlatti uses common, mid-century processes and devices consistently in this

isolated, Venice xm repertoire. His contemporaries use of the same devices is often not

as concise and well-defined as they are in the keyboard sonatas ofScarlatti. This

assertion is a far cry from the way sorne scholars, such as Rosen and Kamien, dismiss

Scarlatti's sonatas.1l1 J.S. Bach and G.F. Handel May overshadow Scarlatti as

contemporary masters whose works set the standards for the lime, but Scarlatti's

keyboard sonata forms are just as rnasterful even if they are less influential. In fact~ the

devices Scarlatti uses are representative of similar techniques in contemporaneous,

1.10 See Newman, The Sonala in the Classic Era. Newman discusses Scarlatti's Spanish style ( 126) and
examines Scarlatti's style with respect to his contemporaries (259-85). See Zuber, Barbara, "Wilde Blumen
am Zaun der Klassik: Das spanische Idiom in Domenico Scarlattis Klavier Musik," Musilc Konzeple 47:
Domenico Scar/atli (1986): 3-39. Zuber provides some insightful research conceming the influence of
Spanish styles in Scarlatti's music, which opens the door to a much broader study.

III Please refer to pages 4 and 5 ofthis thesis for the points ofview ofRosen and Kamien.



innovative and influential music that was widely spread by composers such as C.P.E.

Bach and Haydn. Scarlatti's mastery of the keyboard sonata style holds as prominent a

place in the bistory of sonata fonn as do the works of any ofbis great contemPOraries. To

what extent he May have influenced any mainstream composers is not known, but this

does not detract from the fact that bis works are both current and progressive. The

keyboard sonatas ofScarlatti are not only representative of the music ofbis tinte, but bis

style parallels the developments that were being explored by mainstream contemporaries

who had profound effects on the emerging bigh-Classical sonata form. Domenico

Scarlatti is a true, stylistic master of the mid...eighteenth-century keyboard sonata fonn.

•
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