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PREFACE

This project owes its origins to a specific curricular require-
ment of all music students at McGill University. Shortly
after my arrival here in 1978, I was asked to teach a semes-
ter course on form that was restricted to music in the classi-
cal style. I soon discovered that the standard textbooks,
which surveyed a much broader stylistic field, did not ad-
dress many issues particularly associated with the music of
Haydn, Mozart, and Beethoven. I thus turned back to ma-
terial that I had first encountered several years earlier in a
seminar on musical form given by Carl Dahlhaus at the
Berlin Technical University, in which the principal refer-
ence work was Erwin Ratz’s Einfiihrung in die musikalische
Formenlebre. 1 began incorporating into my course at McGill
some ideas from this treatise, as well as similar material
from Fundamentals of Musical Composition by Arnold Schoen-
berg, with whom Ratz had studied.

My own expansion of these concepts of form reached a
sufficient stage of development to begin writing this book
during a sabbatical leave in 1984-85. In subsequent years,
earlier drafts of this book were used as a reference textin a
variety of classes at McGill, as well as at Yale University, the
University of Ottawa, and the Université de Sherbrooke.
Although I have written this book as a comprehensive theo-
retical treatise, the reader will quickly discern a distinct
pedagogical tone, betraying its origins in the interactive ex-
perience of classroom instruction.

AMONG THE MANY PEOPLE who helped me realize this
project, I must first mention the considerable stimulus and
encouragement offered by Janet Schmalfeldt, with whom I
have had a continuing dialogue on almost every topic
treated in this book. Her work with me at times ap-
proached a collaborative effort, and her teaching of this
material helped me shape the diverse collection of ideas
and concerns into a systematic theoretical -analytical ap-
proach. At various stages of the project I also received
significant help and support from Brian Alegant, Bo Al-
phonce, Elliot Asarnow, Wallace Berry, Richard Braley,
William Drabkin, Michelle Fillion, Ingeborg Pfingsten
Giirsching, Steven Huebner, Patricia Kerridge, Cynthia
Leive, Donald McLean, Leonard B. Meyer, Christopher
Reynolds, Lewis Rowell, Norma Sherman, Peter Schu-
bert, and Elaine Sisman. In addition, I owe much gratitude
to the many students at McGill whose response to my

teaching stimulated many new ideas and helped keep me
honest. 1 particularly want to acknowledge the efforts
of Patrick McCreless, William Rothstein, and M. Evan
Bonds, who read substantial portions of the book and of-
fered numerous suggestions for its improvement. All re-
maining errors and misinterpretations are, of course, en-
tirely my responsibility.

The musical examples were prepared with the help of
Peter von Holtzendorff, Cathrine McKinley, Suzanne Davies,
William Brock, Francois de Médicis, and James Wright; I
thank Keith Hamel for allowing me to use early versions of
his music notation program NoteWriter IL. T also thank
Maribeth Payne and her colleagues Soo Mee Kwon and
Cynthia Garver at Oxford University Press for their inter-
est in my work and for their many suggestions on how to
make it a viable publication. Finally, my wife, Marsha, has
sustained me throughout my endeavors to bring this work
to completion; for her patience and encouragement I am
especially grateful.

Research for this project was generously supported by
grants from the Social Sciences and Humanities Research
Council of Canada and from the Faculty of Graduate Stud-
ies and Research, McGill University.

Portions of this book have appeared earlier in article
form. I want to thank the publishers for permission to in-
corporate material from the following articles:

“The ‘Expanded Cadential Progression’: A Category for
the Analysis of Classical Form,” Fournal of Musicological
Research 77 (1987): 215—57.

“Hybrid Themes: Toward a Refinement in the Classifi-
cation of Classical Theme Types,” Beethoven Forum 3

(1994): 151-65.
“Funktionale Komponenten im achttakiigen Satz)
Musiktheorie 1 (1986): 239-60.

“Structural Expansion in Beethoven’s Symphonic
Forms,” in Beethoven’s Compositional Process, ed. William
Kinderman, 27--54. Lincoln: University of Nebraska
Press, 1991.

Montreal W.E.C.

March 1997
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NOTE ON THE MUSICAL EXAMPLES

I have used as many musical examples as feasible to illustrate
the theoretical issues presented in this book. In order to draw
maximum efficiency from the examples, I have often used
single examples to illustrate multiple theoretical issues. As a
result, the book contains numerous cross references to exam-
ples within and between chapters. Thus I ask the reader to
refer to earlier appearing examples and even, though much
less often, to look ahead to examples that appear later than
their mention in the text. In a number of cases, I have broken
up a relatively long musical passage into individual examples,
so that the music may be located near its discussion. Starting
with part I, the example discussions, which illustrate the im-
mediately preceding points of theory, are printed in reduced
type so that they may be distinguished from the flow of the
general theoretical presentation.

To save space, I have reset all the examples as “reduction
transcriptions,” in which the texture is compressed into a
single staff. This procedure often resulted in my shifting

the various voices into different octaves and inverting the
inner parts. In addition, I sometimes rewrote orchestral ac-
companimental figurations in order to make them easier to
play at the piano. I tried to keep the melody and bass line as
close to the original as possible. The added harmonic ana-
lyses are based on the complete texture of the original
sources and thus may sometimes not correspond exactly to
the transcriptions (e.g., a II{ label may be used where the
transcription merely shows a 116 chord).

Works by Beethoven are labeled by opus numbers. Works
by Mozart are identified by their original K6chel numbers as
well as by a revised number, where necessary, from the sixth
edition of the Kochel catalogue (e.g., K. 250/248b). Haydn’s
symphonies are numbered according to Hoboken group I;
his string quartets are labeled by their traditional opus num-
ber; and his other works are given complete Hoboken num-
bers. The reference to “piano” in any work citation or cap-
tion is generic for the appropriate keyboard instrument.
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Watch the harmony;
watch the root progressions;
watch the bass line.

Schoenberg, Fundamentals of

Musical Composition



INTRODUCTION

The time is ripe for a new theory of classical form. Despite
many recent, distinguished studies devoted to the instru-
mental works of Haydn, Mozart, and Beethoven,! most
writers continue to describe the formal organization of this
music using ill-defined concepts and ambiguous terminol-
ogy derived from theories that have long fallen into disre-
pute. Once a venerable subdiscipline of music theory, the
traditional Formenlehre (“teaching of form,” often by means
of comprehensive treatises) has largely been abandoned by
theorists and historians, for many reasons. These include
the influence of Heinrich Schenker’s critique of form as
a foreground manifestation of more fundamental contra-
puntal-harmonic processes; the acceptance of a historicist
attitude that eighteenth-century music is best analyzed by
eighteenth-century theories; and the mistrust by the “new
musicology” of systematic, classificatory models of musical
organization.

This book is intended to revive the Formeniebre tradition
by establishing it on more secure and sophisticated founda-
tions. The theory here formulates coherent principles and
proposes clear terminology to serve as theoretical tools for
analyzing form at all hierarchical levels in a single move-
ment.? An extensive set of annotated musical examples drawn
from the standard instrumental genres illustrates the theo-
retical concepts and provides models of formal analysis.?

The immediate sources of inspiration for this study are
the principles of form introduced by Arnold Schoenberg
early in this century and eventually published in his Funda-
mentals of Musical Composition.* Schoenberg’s ideas were
then developed by his student Erwin Ratz in Einfibrung in
die musikalische Formenlebre. Central to the concern of these
theorists is the notion that the formal units of a work play
specific roles in articulating its overall structure. Ratz, in
particular, proposed a fundamental model (Urforms) of five
“formal functions”’ Whereas his model generally operates
at a single, relatively background level of a given composi-
tion, the theory developed here identifies a multitude of
functions discernible at all levels in a classical movement.
Thus this study strives to realize ideals implicit in the writ-
ings of Schoenberg and Ratz by formulating a comprehen-
sive theory of formal functions.?

Like most theories of form, the various procedures and
techniques are investigated in increasing order of complex-
ity, thus following somewhat the hierarchy of an individual
movement from the local to the global. To give the reader
a general orientation to the theory before plunging into
more detailed examinations of specific formal types, the
opening chapter of part I (“Preliminaries”) surveys the
basic precepts of the theory; the second chapter then de-
fines the fundamental harmonic progressions that play
such crucial roles in establishing formal functions. Part
IT (“Tight-Knit Themes”) describes the principal forms
characteristic of main themes-—sentence, period, hybrids,
small ternary, and small binary. Part III (“Looser Formal
Regions”) discusses the formal organization of broader ex-
panses within a movement-—subordinate theme, transi-
tion, development, recapitulation, and coda. Part IV (“Full-
Movement Forms”) examines the large-scale formal designs
of entire movements—sonata, sonata without develop-
ment, large ternary, theme and variations, minuet/trio,
rondo, and concerto.

The following points highlight features of the theory
that distinguish it from earlier theories of musical form in
general and classical form in particular.

The theory is based on music of a single style. My investiga-
tion is limited to the instrumental music of Haydn, Mozart,
and Beethoven as representing the core repertory of the
high Viennese classical style (ca. 1780—1810).” This restric-
tion is due as much to theoretical as to practical considera-
tions. Though extraordinarily individualistic in melody,
rhythm, and dramatic expression, works in this style are
grounded in a highly sophisticated set of compositional
conventions, what are identified here as formal functions.
Indeed, a good deal of the aesthetic pleasure that we gain
from listening to this music involves the interaction of our
(often unconscious) understanding of functional norms
with their particular manifestations in a given work. Al-
though tonal music from earlier and later periods (baroque,
early classical, romantic, and late romantic) also exhibits
formal functionality in a variety of ways, form in these peri-
ods is considerably less conventional, thus frustrating the
establishment of general principles. In classical music, how-
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ever, formal functions can be defined and illustrated with
much greater clarity.

The theory emphasizes the vole of local harmonic progression
as a determinant of form. Theorists and historians widely rec-
ognize that the form of a classical work is determined in
large part by its pitch organization. Most current discus-
sions, however, have centered on how the succession of var-
ious tonal regions or keys within the home tonality is re-
sponsible for creating relatively high level formal designs.®
Less attention has been paid to how formal functionality at
a movement’s Jower levels is defined by specific progres-
sions of harmonies in a given tonal center, be it the home
key (tonic) or related keys (dominant, mediant, etc.). In my
theory, local harmonic progression is held to be the most
important factor in expressing formal functions in themes
(or themelike units). This detailed study of the ways in
which surface harmonies and their progressions relate to
form distinguishes my approach from virtually all previous
theories.

The theory clearly distinguishes formal function from group-
ing structure. "To the extent that traditional theories of form
employ labels indicating formal functionality (like ante-
cedent, consequent, main theme, transition, exposition, and
coda), such identifications usually correspond directly to a
work’s “grouping structure”—that is, to the variety of dis-
crete time spans organized hierarchically in a work.” In
other words, a given musical group (unit, part, section) is
assigned a single functional label, and, conversely, a given
function is understood to take place within the confines of a
single group. In the theory presented here, on the contrary,
formal functionality arises from harmonic, melodic, and
rhythmic processes that are not necessarily the same as
those that create the work’s grouping structure. Function
and group are often congruent, but this need not always be
the case. In some situations, a group may express more than
one function simultaneously; for example, continuation and
cadential functions may fuse together in a single four-
measure phrase (see chap. 3). At other times, several con-
secutive groups may express the same formal function, such
as when a number of distinct phrases with highly contrast-
ing melodic—motivic material are supported by one ex-
panded cadential progression (see chap. 8). Finally, a given
group can at first be understood as expressing a particular
function but then be reinterpreted as another function (e.g.,
codettas of postcadential function are frequenty under-
stood retrospectively as an initiating function).’® Thus in
this theory, grouping structure and formal function are con-
ceived as different, yet interactive, dimensions of musical
form.

The theory minimizes motivic content as a critevion of formal
function. Most theories of form rely heavily on the identifi-
cation of melodic and motivic relationships for determining
a work’s formal organization. To be sure, the grouping
structure of a given piece is often based on similarities and

dissimilarities of melodic—motivic material. But contrary
to comunon opinion, the formal function of an individual
group does not depend on its motivic content. The appear-
ance of a particular melodic motive—leaving aside its im-
plied harmony-—rarely determines its formal expression. In
fact, a single motive can saturate a musical composition
without obscuring the form, precisely because motives carry
litde in the way of functional implications.!* Given that this
theory minimizes motivic relationships as a criterion of for-
mal functionality, it largely sets aside, ironically, Schoen-
berg’s own preoccupation with Grundgestalt and “develop-
ing variation”!?

‘The theory establishes strict formal categories but applies them
flexibly in analyses. One reason that the traditional Formen-
lebre has fallen out of favor with many historians and theo-
rists is their belief that the use of rigid, abstract categories
of form results too often in procrustean analyses that ob-
scure diversities in style and distort the individuality of the
musical work. Yet forsaking categories would make it al-
most impossible to generalize about formal organization,
and such a situation runs counter to most musicians’ intu-
itions that classical form features regularly recurring pat-
terns of conventionalized procedures. Alternatively, broad-
ening the categories to accommodate virtually all formal
instances would seriously undermine the general theoretical
framework, throw into doubt the meaning of the categories,
and obscure the line between what is, or is not, an exempli-
fication of a given formal procedure.

In this book, categories of form are defined in as precise
and restricted a manner as possible. These categories are
comparable to what Carl Dahlhaus, following Max Weber,
calls “ideal types” (Idealtypen) and thus represent abstrac-
tions based on generalized compositional tendencies in the
classical repertory. A category is not necessarily meant to
reflect frequency of occurrence in a statistical sense: it is
often the case that relatively few instances in the repertory
correspond identically to the complete definition of a given
category. Nor are categories meant to represent standards
of aesthetic judgment, such that passages deviating from the
norim are devalued in any respect.

By strictly defining categories of form, it is possible to
apply them in analysis with considerable flexibility. Al-
though many situations can easily be seen as exemplars of a
given category or procedure, many others defy simple clas-
sification. In such cases, one can present the range of op-
tions and identify which individual characteristics of the
musical passage conform to, and depart from, the defini-
tions of established formal conventions.

It is important from the outset that certain limitations of
the theory be clearly spelled out.

The theory is not a comprebensive account of “form” in music.
Many of the phenomena and issues broadly associated with
“musical form” are not treated here. For example, the role
of motivic development in delineating form is, as already



discussed, largely downplayed in this study. The notion of
form as “durational proportions” is not explored except to
the extent that relatively symmetrical phrase groupings
(4 + 4, 8 + 8) are contrasted with asymmetrical ones as
more or less appropriate to certain formal situations.!® The
ways in which the “dynamic curve” of a work helps define
its form are discussed in a number of contexts but are not
studied exhaustively.!* The relationship of formal function
to Schenker’s conception of form and to other approaches
influenced by him are barely touched on." Finally, many
traditional Formenlebren include considerable material on
the various genres of musical composition. Matters pertain-
ing to genre arise now and then in this book, but much in-
formation has been omitted because of its ready accessibil-
ity in the standard sources (New Harvard Dictionary, New
Grove).

The theory does mot include late-eighteenth- and early-
nineteenth-century accounts of form. Much of the recent work
on classical form has been inspired by a renewed interest in
the authority of theorists contemporary to classical com-
posers.!6 Some music historians are thus likely to be disap-
pointed that the theory presented here makes little refer-
ence to earlier writings on form. This omission is largely
motivated by the goal of developing a modern theory, one
that permits an unfettered rethinking of formal issues while

INTRODUCTION 5

taking advantage of the full history of music-theoretical
thought (which certainly includes the work of theorists
postdating the classical period). As fascinating and sugges-
tive as contemporary writings may be, their ideas on musi-
cal form are limited by a rudimentary theory of harmony
(which understands little about harmonic progression at
multiple levels) and a lack of familiarity with the huge clas-
sical repertory that we have at cur fingertips today. An in-
vestigation of the extent to which late-eighteenth- and early-
nineteenth-century theory incorporates form-functional
observations would be highly revealing, but it must be post-
poned for a later study.

The theory is empirical and descriptive, not deductive and pre-
seriptive. ‘The account of classical form given here is a “the-
ory” only in an informal sense (though no less rigorous in
intent). Principles are derived from empirical observation
and are largely descriptive. No attempt is made to ground
the concepts in some broader system of mathematics, logic,
cognition, or the like, and no proof is offered for the many
assertions made. For some scholars, what is presented here
would indeed not even count as a legitimate theory. I reject
the notion that a humanistic theory must resemble a scien-
tific, axiomatic system, but I welcome any future attempt to
formalize the observations and principles proposed in what
follows.
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1

Some Basic Formal Functions:

An Overview

Most musicians have a general notion of what constitutes
musical form. If asked, they would probably respond that
form concerns itself with how the various parts of a compo-
sition are arranged -and ordered; how standard patterns of
repeated material appear in works; how different sections of
a work are organized into themes; and how the themes
themselves break down into smaller phrases and motives.!
Indeed, this general understanding of form is a fairly accu-
rate one and can be used as the basis of a more detailed in-
vestigation into how the parts of a musical work are defined
and distinguished from one another.

‘More technically, the form of a musical work can be de-
scribed minimally as a hierarchical arrangement of discrete,
perceptually significant time spans, what has been termed
the grouping structure of the work.? Each group-—a self-
contained “chunk” of music (as psychologists would say) at
one level of the hierarchy—can be identified most neutrally
in terms of its measure length. Thus we speak of a two-
measure idea grouping with another two-measure idea to
form a four-measure phrase, which in turn may group
with another phrase of the same length to form an eight-
measure theme, and so on. (Grouping structures are not al-
ways so symmetrical, of course.)

Such identifications by measure length have limited value,
since they say nothing about the content of the groups or
how they relate to one another (except in regard to duration).
Thus, most of the traditional theories of form identify some
groups with labels, such as letters of the alphabet, which indi-
cate whether the musical content of a group is the same as,
similar to, or different from, another group (e.g., A-A’,
A-B-A"). Even more precise are labels that specify the for-
mal function of the group—that is, the more definite role that
the group plays in the formal organization of the work. For
example, a given four-measure group may stand as an “an-
tecedent” phrase in relation to a following “consequent”; an
eight-measure group may serve as the “main theme” of a
minuet; or a seventy-three-measure group may function as
the “development section” in a sonata.

The theory presented here develops a comprehensive set
of such functions with the goal of analyzing classical form
more precisely than it has been before. In addition, the the-

ory defines a set of formal processes (e.g., repetition, trag-
mentation, extension, expansion) and a set of formal zypes
(e.g., sentence, period, small ternary, sonata, rondo). Along
the way, a host of concepts associated with harmony, tonal-
ity, and cadence are introduced and examined. The purpose
of this chapter is to present some fundamental principles of
the theory by way of selected excerpts from the Viennese
classical repertory. Since what follows in this chapter is
merely introductory, many of the ideas are only partially ex-
plained. The reader thus may wish at times to look ahead to
later chapters, in which all the concepts are fully developed
and illustrated and more complete references to the schol-
arly literature are cited.

I begin by illustrating the concept of formal function in
connection with the three most important theme-types of
classical instrumental music——the sentence, the period, and
the small ternary. Each contains a conventional set of for-
mal functions that operate in the structural boundaries of
the theme. Next I examine some additional functions that
frame the boundaries of these themes. Finally, I consider
how themes themselves can acquire unique formal func-
tions at a higher level of structure, namely, the exposition
section of sonata form.

SENTENCE

Example 1.1, the main theme from the first movement of
Beethoven’s Piano Sonata in F Minor, Op. 2/1, presents
perhaps the most archetypal manifestation of the sentence
form in the entire classical repertory. Indeed, this passage
was used by Arnold Schoenberg (the virtual discoverer of
the sentence as a distinct theme-type) for his initial example
of the form, and his student Erwin Ratz followed suit in the
introductory chapter of his treatise.?

The sentence is normatively an eight-measure structure.*
It begins with a two-measure basic idea, which brings in
the fundamental melodic material of the theme. The basic
idea frequently contains several distinct motives, which
often are developed in the course of the theme (or later in
the movement).
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examMPLE 1.1 Beethoven, Piano Sonata in F Minor, Op. 2/1, i, 1-8
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We can readily identify two motives (“a” and “b”) in this
basic idea. But because Beethoven gives them to us in the
form of a single gesture, we should thus regard the basic
idea, not the individual motive, as the fundamental building
block of the theme. Beethoven uses specific compositional
devices later in the theme to highlight more clearly the mo-
tivic duality of the basic idea.

The basic idea is repeated in measures 3—4. This repe-
tition has a number of significant effects, two of which can
be mentioned at this point. First, repeating the basic idea
helps the listener learn and remember the principal melodic—
motivic material of the theme. Second, repetition plays an
important role in demarcating the actual boundaries of the
idea: although the quarter-note rest at the end of measure 2
suggests that the basic idea has ended, the sense of ending is
confirmed when we perceive the idea starting over again in
measure 3. As a result of repetition, the basic idea has been
unequivocally “presented” to the listener, and so we can
speak of this music fulfilling presenzation function and label
the first four measures a presentation phrase.’

Let us now consider the harmonic context in which the
basic idea and its repetition are presented, for the underly-
ing harmony of a passage is an essential criterion. of its for-
mal function. The basic idea expresses the root-position
tonic of F minor (the home key), and the repetition ex-
presses the dominant. The basic idea is thus given originally
in a tonic version, also termed a statement, and the repetition
in a deminant version or response; such an arrangement re-
sults in a statement—response repetition of the idea.

When the V¢ of measures 3~4 resolves to I on the
downbeat of measure 5, we can characterize the resulting
harmonic progression as tonic prolongational. As a general
rule, all presentation phrases have tonic harmony at their
basis. This tonic may be extended literally for four mea-
sures or, more frequently, be expressed by a prolongational
progression featuring neighboring or passing chords. A pre-
sentation is thus defined not only by its melodic—motivic
content but also by its harmonic organization.

At this point we can observe a third significant effect of
repeating a basic idea. Immediate repetition within a pre-
sentation has the result of separating the individual ideas
from each other. At the end of the phrase, we do not have
the impression that thematic closure (or “cadence”) has
been achieved. On the contrary, the strongly ongoing qual-
ity created by a presentation generates demand for a contin-
uation phrase, one that will directly follow, and draw conse-
quences from, the presentation.

The formal function of continuation has two outstanding
characteristics: fragmentation, a reduction in the size of the
units; and barmonic acceleration, an increase in the rate of
harmonic change. Both characteristics are manifest in this
sonata theme.b

In the presentation phrase, the size of the constituent
units (i.e., the basic idea) is two measures. At the beginning
of the continuation phrase, the units are reduced by a half.
As in the presentation, the immediate repetition of the units
helps clarify their size. When we hear the material of mea-
sure § starting over again in measure 6, we realize that the



unit is only one measure long. In this example, the frag-
ments derive motivically from the preceding ideas. But such
a motivic connection need not occur, for the concept of
fragmentation exclusively concerns the length of the musical
units, not necessarily their motivic content.

In the presentation phrase, the harmony changes every
two measures. In the continuation, there is a steady acceler-
ation in the harmonic rhythm. It is a particular feature of
this theme that each of the component units through mea-
sure 6 contains a single harmony, and therefore fragmenta-
tion and harmonic acceleration go hand in hand. In many
cases, however, these processes are not congruent. We will
encounter examples in which the units decrease in size
within a uniform harmonic rhythm or, conversely, in which
an increase in the rate of harmonic change occurs without
any corresponding fragmentation of the units.

Let us now briefly examine the motivic organization of
the continuation phrase. We have already seen that the
fragmented units derive from the basic idea. To create the
fragmentation, Beethoven simply detaches motive “b” from
the basic idea, thus giving that motive special attention. An-
other way of understanding this process is to say that mo-
tive “a” has been largely eliminated, that all that remains is
the leaping grace note of measures 5—6 and the arpeggiated
chord in measure 7. In that same measure, the sixteenth-
note triplet, the most prominent rhythmic idea of motive
“b, is abandoned, and the melodic descent occurs via
eighth notes instead. This systematic elimination of charac-
teristic motives is termed Jguidation. Fragmentation and
liquidation frequently work together, as in this example. In
principle, however, they are different compositional proc-
esses: fragmentation concerns the lengths of units, and lig-
uidation concerns the melodic—motivic content of units.

The continuation phrase of this sentence ends with a baif
cadence (HC), which effects closure for the entire theme. Ca-
dential function is the third formal function—beside pre-
sentation and continuation-—in the sentence theme-type.”
A cadential idea contains not only a conventionalized har-
monic progression but also a conventonalized melodic for-
mula, usually of falling contour. The melody is conventional
because it lacks motivic features that would specifically as-
sociate it with a particular theme. In this sense, the caden-
tial idea stands opposed to the basic idea, whose characteris-
tic motives are used precisely to define the uniqueness of
the theme. When we hear measures 1-2, we immediately
identify them as belonging to a specific piano sonata by
Beethoven, but when we hear measures 7-8 alone, we
could well imagine them closing any number of themes
from different works.

We can now understand that the purpose of motivic
liquidation is to strip the basic idea of its characteristic fea-
tures, thus leaving the merely conventional ones for the
cadence. Not all themes feature liquidation, and when
they do not, the composer achieves the same end by simply
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abandoning material from the basic idea and writing a ca-
dential melody that is not directly derived from the earlier
idea.

Although continuation and cadential are separate func-
tions, we can observe that the cadential idea of measures
7-8 grows naturally out of the preceding measures. The
processes of fragmentation, harmonic acceleration, and liqui-
dation begun in measure § extend all the way to measure 8,
and thus the cadential material here seems to be genuinely a
part of the continuation process as well. Indeed, the two
functions of continuation and cadential normally fuse into a
single “continuation phrase” in the eight-measure sentence.
(We will see later in this chapter, in connection with a subor-
dinate theme, that the two functions can occupy individual
phrases of entirely different melodic—motivic content.)

A second example illustrates again the main features of
the eight-measure sentence and also reveals some additional
characteristics of the basic functions already introduced.
Example 1.2 forms the opening theme of the slow move-
ment from Beethoven’s final published work, the String
Quartet in F, Op. 135. (The theme proper begins in mea-
sure 3; it is preceded by a two-measure introduction, to be
discussed in connection with ex. 1.5.) Measures 34 bring a
basic idea whose repetition in the following two measures
creates a presentation phrase. The subsequent continuation
features fragmentation of the two-measure idea into one-
measure units and concludes with a perfect authentic cadence
(PAC) in measure 10.8

Let us now examine some details that distinguish this
sentence from the preceding one. As before, the presenta-
tion phrase prolongs tonic harmony in root position.? But
whereas example 1.1 contains a statement-—response repeti-
tion of tonic and dominant versions, the repetition in this
example brings no fundamental change of harmony. Such a
repetition is termed exact, even when there are ornamental
differences in melody or harmony.

Another difference between the examples concerns the
content of the fragmented units. In the piano sonarta, the
fragments retain a motive from the basic idea. In the quar-
tet, they bring entirely different melodic material. Yet
structural fragmentation can still be identified there despite
the lack of motivic connection between the basic idea and
the shorter units of the continuation phrase. The frag-
mented units of this example also display a new, third type
of repetition, in which the entire fragment in measure 7 is
transposed to different scale-degrees in measures 8—g. This
sequential repetition is particularly characteristic of continua-
tion function. By convention, we refer to the initial unit
as a model and each unit of repetition as its sequence. Thus
sequential repetition can also be termed model-sequence
technique.

At the harmonic basis of sequential repetition is a seguen-
tial progression of the harmonies——that is, chords whose
roots are organized according to a systematic intervallic
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EXAMPLE 1.3 Movzart, Eine kleine Nachtmusik, K. 525, i, 1-8
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pattern. In the example here, the roots progress by a series
of descending fifths (F, Bb, Eb, Ab, Db). Harmonic sequence
is an important characteristic of a continuation. The ongo-
ing quality of such a progression-—its projection of har-
monic mobility—coordinates perfectly with the forward
impetus to a goal associated with this formal function.

At this point we may inquire whether the continuation
phrase of this excerpt brings about an acceleration of har-
monic rhythm, another trait of continuation function. The
foreground harmonies progress at a fairly consistent rate of
two chords per measure, hence, no acceleration. But this
level of harmonic activity does not necessarily conform to
our listening experience. The dominant seventh chords
that prolong the tonic in the basic idea and its repetition
seem not to represent genuine harmonies in their own
right; thus we perceive a kind of harmonic stasis through-
out the presentation phrase.!? In comparison, the sequen-
tial progression of the continuation phrase brings a palpa-
ble sense of harmonic motion and increased activity. We
see, therefore, that an analysis of harmonic acceleration
can be problematic and requires careful judgment about
the relative structural importance of the constituent chords
in the progressions.

As in the sonata example, the fragmented units of the
quartet lead directly into a cadential figure to close the
theme. Here, however, the perfect authentic cadence cre-
ates a greater sense of closure than does the half cadence of
the previous example.

PERIOD

The two themes from Beethoven just examined exemplify
the principal features of the sentence, although they express
the main functions of the form in diverse ways. Most funda-
mentally, the themes differ with respect to their cadential
closure. Whereas the sonata theme remains structurally in-
complete because of its ending with a half cadence, the
quartet theme fully completes its essential harmonic and
melodic processes by means of a perfect authentic cadence.

That formal units can express varying degrees of caden-
tial closure allows for the possibility of creating thematic

organization based largely on such cadential differentiation.
If an initial unit ending with a weak cadence is repeated and
brought to a fuller cadential close, then we can say, follow-
ing traditional usage, that the first unit is an antecedent to
the following consequent. Together, the two functions of an-
tecedent and consequent combine to create the theme-type
normally termed period.

Like the sentence, the period is normatively an eight-
measure structure divided into two four-measure phrases.!!
Example 1.3, the opening of the slow movement of Mozart’s
Eine kleine Nachtmusik, K. 525, illustrates the model period
form. Like the presentation of a sentence, the antecedent
phrase of a period begins with a two-measure basic idea.
The same features of a basic idea discussed in connection
with the sentence apply to the period as well. Instead of im-
mediately repeating the basic idea, however, measures 3~4
of the antecedent phrase bring a contrasting idea that leads to
a weak cadence of some kind.

"The notion of a “contrasting” idea must be understood
in the sense of its being “not-a-repetition” The extent to
which a contrasting idea differs from a basic idea may be
striking, as in the example here. At other times, however,
the contrast may be minimal. Nevertheless, the idea in
measures 34 of an antecedent phrase must be sufficiently
distinct from the basic idea that we do not perceive it to be
a repetition, for if it were, we might very well believe that a
presentation was in the making.

It is difficult to generalize about the nature of a contrast-
ing idea, but we can say that it often features characteristics
of continuation function such as fragmentation, an in-
creased rate of harmonic change, harmonic sequence, and a
conventionalized melodic formula for the cadence. In
Mozart’s theme, measures 3-4 (including the upbeat) re-
veal obvious fragmentation and a degree of harmonic ac-
celeration.

The consequent phrase of the period repeats the ante-
cedent but concludes with a stronger cadence. More specif-
ically, the basic idea returas in measures 5—6 and then leads
to a contrasting idea, which may or may not be based on
that of the antecedent.’” In example 1.3, measures 7—8
bring a distinctly different melody for the contrasting idea
of the consequent. Most important, of course, the contrast-



ing idea must end with a cadence stronger than the one
closing the antecedent, usually a perfect authentic cadence.

SMALL TERNARY

A third fundamental theme-type, the small ternary, em-
braces a new set of formal functions. Two basic notions lie
at the heart of this three-part design: (1) a relatively closed
thematic unit is juxtaposed with a structurally open unit of
contrasting content and formal organization, and (2) the
original unit is brought back, but in a manner that ensures
complete closure of the theme.

This formal scheme is traditionally indicated in letter
notation as A-B-A’, and for convenience we can continue
to use this nomenclature for the small ternary form. Such
letter designations, however, are preferably supplemented
by descriptive labels that specify more precisely the formal
function of the three sections. Thus, the initial section is
termed an exposition; the later return of that section, a reca-
pitulation; and the section that stands between these two, a
contrasting middle.}?

The exposition (A) of the small ternary form is frequently
built as one of the conventional theme-types already dis-
cussed—namely, a sentence or a period. Less conventional
thematic designs are occasionally found there as well.'* As
for its tonal plan, the section may remain throughout in its
initial tonality, the homze key, or else the section may modu-
late to a closely related subordinate key (usually the dominant
region if the home key is major, or the mediant if the home
key is minor). In either case, the exposition confirms that
key with a perfect authentic cadence, thus creating sufficient
closure to render the exposition a structurally independent
section. We could say, indeed, that the A section emphasizes
tonic, since its closing chord and (almost always) its opening
one express this harmony.!?

The contrasting middle (B) of the small ternary achieves
its contrast foremost through harmonic means—namely,
by an emphasis on dominant. The final harmony of the sec-
tion is almost always the dominant of the home key, and
frequently the section opens with this harmony as well. In
the simplest case, the B section consists entirely of a stand-
ing on the dominant, a passage supported exclusively by a
dominant prolongation.

This harmonic contrast is usually associated with new
melodic and rhythmic material. In addition, the section
may feature changes in texture, instrumentation, and ac-
companimental patterns. Contrary to popular belief, how-
ever, contrasts of this sort are of secondary importance and
are not required of the form. The contrasting middle of
many a small ternary is based entirely on the motivic and
textural content of the exposition.

Finally, a word must be said about the general phrase-
structural organization of the B section. Compared with the
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exposition, the contrasting middle is less often composed as
a conventional theme-type (indeed, the period form is
never found). Rather, the B section has a Joose organization
in relation to the more tight-knit A section. Although the
distinction between tight-knit and loose organization has an
important role in this book, these expressions are first in-
troduced as vague metaphors whose meaning in relation to
strictly musical phenomena must eventually be clarified.
For the present, I will not attempt to define these notions;
rather, I will gradually demonstrate their significance in
connection with specific examples and the formal issues
they generate. !¢

The recapitulation (A’) of the small ternary has two main
functions: to complete the harmonic—melodic processes left
open at the end of the B section (and by a modulating A sec-
tion) and to create a semblance of formal symmetry by pro-
viding a return of the exposition. In order to realize these
two functions, the A’ section is required, at the very least, to
begin with the basic idea of the A section and to close with a
perfect authentic cadence in the home key. On occasion, the
recapitulation brings back the entire exposition unchanged.
More frequently, however, the A’ section eliminates unnec-
essary repetitions or further develops motives from the A
section. If the exposition has modulated to a subordinate
key, the recapitulation must be adjusted to remain in the
home key so as to provide tonal unity to the theme.

Example 1.4 shows the main theme of the second move-
ment of Beethoven’s Piano Concerto No. 1 in C, Op. 15.
The A section (mm. 1~8) is a fully conventional period: a
two-measure basic idea is followed by a two-measure con-
trasting idea, leading to a weak, half cadence in measure 4; 2
consequent phrase then repeats the material of the an-
tecedent and closes with a stronger, perfect authentic ca-
dence in measure 8.

The B section (nm. g—14) achieves its contrasting char-
acter most obviously by new motivic content. More signifi-
cantly, however, it contrasts with the exposition by empha-
sizing dominant harmony. The section not only opens with
this harmony but also concludes with a half cadence in mea-
sure 12. The cadential dominant is further intensified by its
own dominant (Vi/V), both preceding and following the
cadence. From the upbeat to measure g through the begin-
ning of measure 10, the dominant scale-degree also is em-
phasized when the bass line leaps down to the low Ebs on
the second half of each beat.!” All this dominant emphasis
generates considerable harmonic tension, which is eventu-
ally resolved in the recapitulation.

Let us now examine in detail the formal organization of
this contrasting middle. The section begins with a new two-
measure idea. Like the basic idea of a sentence or period
form, this idea is essentially grounded in tonic harmony de-
spite its literal beginning with a dominant. The idea begins
to sound again, in the form of an exact repetition, which, if
realized, would create a normal presentation phrase. But in
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EXAMPLE 1.4 Beethoven, Piano Concerto No. 1 in C, Op. 15, ii, 1-18
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the second half of measure 11, the harmony is substantially
altered, and the passage arrives on dominant harmony for
the half cadence. Following the cadence, measures 1214
function as a standing on the dominant, within which the
unit size is fragmented in measures 12 and 13.

How can we understand the overall phrase structure of
this B section? If we focus exclusively on the disposition of
its melodic—motivic content, we might be tempted to rec~
ognize a sentence form (i.e., a two-measure idea that is re-
peated and subsequently fragmented). Such a view, how-
ever, ignores the fundamental harmonic and cadential
organization of the passage and thus misinterprets its form-
functional behavior.

First, the opening four measures do not prolong tonic
harmony, and thus we cannot speak of a genuine presenta-
tion phrase. Moreover, the presence of a cadence at the end
of this phrase rules out a presentation, since this function, in
principle, does not end with a cadence. The possibility of a
sentence is further weakened when we recognize that mea-
sure 12 brings the only cadential moment in the passage.
Thus unlike a real sentence, the fragmentation of the basic
idea follows, rather than precedes, the harmonic—~melodic
goal. As a result, the conclusion of the harmonic process of

the section (as marked by the half cadence in m. 12) does not
coincide with the conclusion of the broader grouping
process (end of m. 14), which sees the establishment of an
idea, its repetition, and its ultimate fragmentation.'®

Since the sentence model is not applicable to an analysis
of the B section, we might wish to consider whether the pe-
riod model offers any help instead. In particular, the pres-
ence of a half cadence at the end of a four-measure phrase
suggests an antecedent function. This interpretation is not
convincing, however, because measures 11-12 (with upbeat)
seem to be more a repetition of the basic idea than a con-
trasting idea, as expected by an antecedent phrase.

‘We can thus conclude that the contrasting middle sec-
tion acquires a nonconventional form as a result of two
main features: (1) the initial four-measure phrase is neither
a genuine presentation nor an antecedent (although it has
elements of both), and (2) the half cadence does not come at
the end of the fragmentation but, rather, precedes it. Both
these nonconventional aspects yield a significantly looser
organization in relation to the more tightly knit periodic
design of the preceding exposition.

Let us now turn to the A’ section (mm. 15-18). In com-
parison to the exposition, the recapitulation is significantly



reduced in size and content. lts four measures consist of a
restatement of the basic idea from measures 1—2 and a new
contrasting idea (i.e., one not found in the A section), which
leads to a perfect authentic cadence. In effect, the A’ is built
exclusively as a consequent. And this phrase alone fulfills
the two primary conditions of recapitulation function—
opening with the basic idea from the A section and closing
with a perfect authentic cadence in the home key.

It is easy to understand why Beethoven does not simply
restate the entire period of the A section, for the music that
he has eliminated is structurally superfluous. It is unneces-
sary to bring yet another half cadence (as in mm. 3-4), espe-
cially after the dominant emphasis of the B section, and it is
redundant to repeat the basic idea (as in mm. 5-6), since the
listener is by now familiar enough with this material. A sin-
gle consequent phrase is thus sufficient to give the impres-
sion of recapitulating the essential content of the A section.

FRAMING FUNCTIONS

Up to this point we have been discussing the form-func-
tional constituents of the three principal theme-types: pre-
sentation, continuation, and cadential for the sentence; an-
tecedent and consequent for the period; and exposition (A),
contrasting middle (B), and recapitulation (A’) for the small
ternary. All these functions occur within the boundaries of
the themes as defined by their structural beginning and end.

Some themes contain music standing outside these
boundaries-—material that functions as a “before-the-
beginning” or an “after-the-end” These seemingly para-
doxical functions can perhaps be made clearer by analogy
to a running race. The beginning of the race is literally
marked by the opening gun; the end, by the moment when
each runner crosses the finish line. But the full experience
of the race also includes the time preceding and following
these temporal boundaries. The period of time when the
runners set themselves up in the starting blocks and wait
for the officials to fire the gun is filled with a sense of accu-
mulating tension, which is temporarily released when the
race finally gets under way. What happens after the run-
ners cross the finish line belongs to the complete experi-
ence of the race as well. The runners do not merely stop
cold, but instead they gradually release their physical and
psychical energy by slowing down into a sprint, followed
by some brief walking.

A musical theme contains similar temporal phases. The
theme’s structural beginning is articulated by the start of its
basic idea; its end is defined by the moment of cadendal ar-
rival. Occasionally, the theme is framed by material that pre-
cedes and follows these structural limits. Such framing func-
tions are termed introduction and postcadential, respectively.
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Introduction

An introduction to a theme (or thematic introduction, as it
may more technically be called) is generally short, two to
four measures at most.'? Sometimes one or two chords
alone suffice, such as at the start of Beethoven’s Eroica Sym-
phony. The melodic—motivic component of such an intro-
duction is either weakly defined or entirely absent, so that
the expression of a genuine basic idea can be saved for the
structural beginning of the theme. Thematic introductions
usually emphasize tonic harmony, although in certain situa-
tions (such as at the beginning of a subordinate theme),
dominant harmony may be employed.

Introduction function is well illustrated by example 1.5,
which immediately precedes the Beethoven quartet theme
discussed in example 1.2. This two-measure introduction
presents a gradual establishment of the tonic triad through
the staggered entrance of each of the four instruments.
Even on first hearing, we would not likely mistake these
measures for the beginning of the theme, since they possess
no distinct melodic profile. Our impression that they serve
an introductory function is confirmed with the arrival of the
true basic idea in measures 3 -4, marking the structural be-
ginning of the theme.

Despite the lack of motivic material and harmonic pro-
gression, these measures institute a distinct dynamic process.
The term dynamic is used here in a broader sense than
merely “intensity of sound” (i.e., loud or soft, crescendo or
decrescendo). Rather, dynamic activity involves the system-
atic growing or diminishing of tension and excitement cre-
ated by a variety of musical means, including changes of in-
tensity. As a general rule, a thematic introduction features
what Wallace Berry terms a progressive dynamic—one in
which there is an increasing buildup of energy and anticipa-
tion.?0 From a rhythmic point of view, this dynamic growth
is usually described as an “anacrusis,” an upbeat, whose cor-
responding “thesis,” a downbeat, is the structural beginning
of the theme.

A progressive dynamic is clearly manifest in this exam-
ple, not only by the actual crescendo but also by the accu-
mulating texture. In fact, the analogy of runners taking
their place in the starting blocks is particularly appropriate
here, where each instrument enters one after the next.
Moreover, the lack of melodic material creates an anticipa-
tion for the appearance of a distinctive melody at the begin-
ning of the theme. A definite anacrustic quality is also pre-
sent in these measures. When the downbeat at measure 3
arrives, it is interesting to obsetve how Beethoven suddenly
pulls back the intensity level (soz£0 voce). This change in in-
tensity should not be entirely surprising, since the moment
of beginning, the downbeat, has sufficient structural weight
not to require any additional emphasis.
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EXAMPLE 1.5 Beethoven, String Quartet in F, Op. 133, iii,
-4

presentation
introduction b.i.

Lento assai,
cantante ¢
tranquillo

Postcadential Function

Introductions to themes are relatively rare, as most themes
literally start with their structural beginning. More fre-
quently, a theme may include postcadential material, music
that follows the point of cadential arrival. In general, post-
cadential functions appear in two main varieties, depending
on the type of cadence closing the theme. A perfect authen-
tic cadence can be followed by a closing section containing
codettas; a half cadence can be followed by a standing on the
dominant, a phrase type already discussed in connection
with example 1.4 (mm. 12-14).%!

Both types of postcadential function prolong the final
harmony of their preceding cadence. In addition, both tend
to feature a recessive dynamic, in which the energy accumu-
lated in the motion toward the cadential goal is dissipated.?

Closing section, codettns. A closing section to a theme
consists of a series of codettas; rarely does a closing section
contain a single codetta. In most cases the initial codetta is
repeated, after which fragmentation brings reduced ver-
sions of the same codetta or else entirely new ones. The
grouping structure of an extensive closing section can
therefore resemble a sentence.

An individual codetta can be as short as a single chord or
as long as a full four-measure phrase. Codettas usually corn-
tain melodic—motivic material different from that found in
the theme itself, though, at times, material from the open-
ing basic idea or from the closing cadential idea may be
reused within the codetta. As a general rule, melodic activ-
ity tends to center on the tonic scale-degree in order to pre-
serve the melodic closure achieved by the cadence and to
prevent the codetta from sounding like a new beginning.

Harmonically, a codetta prolongs the root-position tonic
of the cadence. This prolongation can take a variety of
forms. In some cases, a tonic pedal in the bass voice under-
lies the entire codetta; at other times, tonic and dominant
harmonies alternate with each other (the dominant thus
functioning as a neighboring or passing chord). Frequently,
the tonic prolongation features a local tonicization of sub-
dominant harmony.?3

A codetta occasionally has a cadential progression at its

ExaMPLE 1.6 Beethoven, String Quartet in F, Op. 133, iii,
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basis. This fact has resulted in some serious misunderstand-
ings about the nature of cadence and codetta. When some
theorists or historians refer to the closing section as a “ca-
dental area” or a “cadence phrase,” they are suggesting that
the music has a cadential function. But only the material
leading to the cadential arrival—the point that marks the
structural end of the theme—can truly be said to fulfill ca-
dential function. A closing section (and its constituent
codettas), on the contrary, plays an entirely different role,
namely, a postcadential one. Thus, whereas an individual
codetta may indeed resemble a cadental idea, these two
units of musical form remain conceptually (and experien-
tially) distinct.

The Beethoven quartet theme (see ex. 1.2) includes a
brief closing section, shown here in example 1.6, which
consists of codettas based on the cadential idea of the
theme.?* Following the cadence in measure 10, Beethoven
writes a one-measure codetta by shifting the cadential
melody into the bass voice (played by the cello). He then
repeats the codetta in the second half of measure 11 by
transferring the idea back to its original location in the
upper voice. The passage concludes with a single, short
codetta built over a tonic pedal (and including a neighbor-
ing subdominant). This final half-measure codetta repre-
sents fragmentation in relation to the preceding one-
measure codettas.

Standing on the dominant. When a theme (or a portion
thereof) ends with a half cadence, the final harmony can be
prolonged by means of a postcadential standing on the
dominant. We have already seen an instance of this proce-
dure in the Beethoven concerto theme (see ex. 1.4). The B
section reaches its harmonic goal with a half cadence on the
downbeat of measure 12. The dominant is then prolonged
to the end of measure 14 through the use of its own domi-
nant (V/V) as neighboring chords. In this example, the
postcadential area is based on material of the half cadence
itself. Such a procedure recalls how the quartet theme uses
the cadential idea for the codettas. More often than not,
however, the melodic—motivic content of a standing on the
dominant is entirely new.



INTERTHEMATIC FUNCTIONS:
A SONATA EXPOSITION

Up to this point we have been focusing on the functional
constituents of individual themes—that is, on the formal
properties of the various phrases or sections associated with
a single thematic unit. These intrathematic functions, as they
may be termed, are linked together in a specified order and
thus establish a kind of “syntax” of formal organization.
Thus, a typically syntactical sequence of functions— pre-
sentation, continuation, cadential, and closing section—
creates a theme conforming to the formal conventions of
music in the classical style. Conversely, the following suc-
cession of functions— continuation, closing section, caden-
tial, presentation, and introduction—is entirely nonsyntac-
tic and unstylistic.

Just as the component parts of themes are functionally
differentiated, so, too, are the various themes (or themelike
units) in movements. Moreover, these interthematic functions
also occur in a conventonalized order (depending on the
full-movement form) and thus give rise to a higher-level
formal syntax. To conclude this opening chapter, let us
briefly consider the nature of interthematic functionality in
connection with the three principal functions of an exposi-
tion section of sonata form—main theme, transition, and
subordinate theme.

As discussed, the definition of intrathematic formal func-
dons depends largely on their underlying harmonic progres-
sions in a given key. For the interthematic functions, issues
of tonality—relations among various keys—come more to
the fore. Inasmuch as most complete movements contain
multiple themes, tonal monotony would result if all of the
themes were to reside in the same key. Consequently, most
movements feature a prominent modulation away from the
initial home key to a new subordinate key, one that is closely
related to, and ultimately dependent on, the home key.
Eventually, the home key returns (often after the music has
explored additional related keys) and is fully confirmed in
order to provide tonal unity to the movement as a whole.

‘The various themes and themelike units of a movement
directly participate in expressing this tonal design; hence,
their formal functions are fundamentally based on their re-
lationship to tonality. In a sonata-form exposition, the muain
theme expresses the home key through cadential closure.
Likewise, a later-occurring subordinate theme confirms the
subordinate key. Standing between these two functions is
the transition, a themelike unit that destabilizes the home
key and (usually) modulates to the subordinate key.

"Tonal considerations are thus central to the functional
distinctions among themes and themelike units. But tonality
alone does not account for the differing phrase-structural
designs manifested by these functions. Rather, we can in-
voke again the distinction between tight-knit and loose to
help characterize the varying formal organization of the in-
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terthematic functions. As a general rule, the main theme is
the most tight-knit unit in a sonata exposition, whereas the
transition and subordinate theme are distinctly looser in
structure.?’

As mentioned, tight knit and loose are metaphors that
defy simple definition. Yet I can now offer some general ob-
servations about which musical factors help create one or
the other type of formal expression. Tight-knit organiza-
tion is characterized by harmonic—tonal stability, cadential
confirmation, unity of melodic—motivic material, efficiency
of functional expression, and symmetrical phrase groupings.
Loose organization is characterized by harmonic—tonal in-
stability, evasion or omission of cadence, diversity of
melodic—motivic material, inefficiency or ambiguity of
functional expression, and asymmetrical phrase groupings
(arising through extensions, expansions, compressions, and
interpolations). These distinctions are well illustrated by
the exposition from the first movement of Beethoven’s
Piano Sonata in F Minor, Op. 2/1, whose main theme
served as the initial example of this chapter.

Main Theme

As already discussed, the main theme of this exposition is a
model sentence form (see ex. 1.1). Tight-knit organization is
expressed in a number of ways. Harmonic and tonal stability
are created by both the clear establishment of the home-key
tonic in the presentation phrase and the cadential confirma-
tion of that key at the end of the continuation. (Greater har-
monic stability and a correspondingly tighter form would
result if the theme closed with an authentic cadence rather
than a half cadence.) The melodic material is unified
through the use of motives derived exclusively from the
basic idea, and the grouping of this material into two four-
measure phrases is highly symmetrical. Finally, the con-
stituent functions (presentation, continuation, and cadential)
are presented in the most compact and efficient manner pos-
sible. Every detail of the musical organization contributes to
the functional expression, and nothing can be eliminated
without obscuring an aspect of that functionality.

Transition

The transition, shown in example 1.7, begins in measure g
and stretches to measure 20. The section begins with a re-
statement of the main theme’s basic idea in the lower voice.
The appearance of this idea in a C-minor harmony throws
the prevailing tonal context into doubt, for this minor har-
mony would not normally be interpreted as dominant in
the home key of F minor. (A genuine dominant harmony
contains the leading-tone of the key.) Instead, these mea-
sures suggest tonic in C minor, analogous to the har-
monic—tonal context at the beginning of the main theme
(see ex. 1.1, mm. 1-2).
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The basic idea is neither repeated (as in a presentation
phrase) nor juxtaposed with a contrasting idea (in the man-
ner of an antecedent). Rather, it is followed by four mea-
sures that display features of continuation function: frag-
mentation into one-measure units (cf. mm. §-6 of the main
theme), acceleration of harmonic rhythm, and a descending
fifth sequential progression.? In measures 1516, the tonal
context is finally clarified when the continuation phrase
concludes with a half cadence in the subordinate key of Ab
major. Beethoven then extends the sense of arrival by twice
repeating the half-cadence idea, thus creating a postcaden-
tial standing on the dominant for four measures.

How does this transition express a looser organization?
Most obviously by its harmonic and tonal instability in rela-
tion to the main theme. At first, the sense of home key is
disrupted by the C-minor harmony, which seems to func-
tion as a new tonic. But the key of C minor never receives
cadential confirmation, nor is its tonic even prolonged by a
dominant (as in mm. 3—4 of the main theme). The subse-
quent move to Ab, the genuine subordinate key, renders the
transition modulatory. Additional harmonic instability is
imparted by the sequential progression and by the domi-
nant emphasis of the postcadential area.

In additional to harmonic—tonal means, the transition
acquires a looser organization by virtue of its asymmetrical
grouping structure—2 mm. (basic idea) + 6 mm. (continu-
ation) + 4 mm. (standing on the dominant). Moreover, the
formal functions of these groups, though fully identifiable,
are not as efficiently expressed or as clearly defined as are
those in the main theme. For example, the continuation is
extended by two measures over its typical four-measure
length in a tight-knit sentence.?’ Since these two measures
are not essential for establishing continuation function,
their presence creates a degree of redundancy that loosens
the functional expression. Moreover, the moment of caden-
tial arrival at measure 16 is somewhat obscured by the repe-
tition of the half-cadence gesture within the standing on
the dominant (which dominant chord—m. 16, m. 18, or m.
20—represents the real cadence?). Finally, the lack of a full
presentation phrase renders the transition’s beginning less
solid, and so looser in expression, than the opening of the
main theme.

With respect to this last point, the absence of a presenta-
tion must not be seen to reflect 2 compositional weakness.
An additional statement of the basic idea is hardly necessary
in light of its firm establishment in the presentation of the
main theme. Likewise, the foregoing observations on func-
tional inefficiency and cadential obscurity are not meant to
imply a faulty structure of any kind. On the contrary, these
loosening techniques are entirely appropriate to the transi-
tion’s fundamental functions—namely, to destabilize the
home key, to effect a modulation to the subordinate key,
and to motivate the appearance of the subordinate theme,
which will eventually confirm the new key.
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Subordinate Theme

The subordinate theme, shown in example 1.8, begins with
a new two-measure basic idea. (This “new idea” is actually
an inverted variant of the main theme’s basic idea; see ex.
1.1, mm. 1-2.) With the repetition of this basic idea in
measures 23-24, the melodic—motivic requirement for
presentation function is fulfilled; however, we may wonder
whether the harmonic requirement—the presence of a
tonic prolongation—is satisfied as well.

At first glance, measures 21~24 would seem to prolong
dominant harmony (of A} major) as a result of the bass
pedal. But temporarily ignoring the pedal, we can also hear 2
tonic prolongation, since the goal of the melody, the Ab on
the third beat of measure 22 (and m. 24), demands to be
supported by this harmonic function.”® In this latter inter-
pretation, the tonic is not merely a neighboring chord to the
preceding and following dominant; rather, the dominant is
subordinate to the tonic. We can thus recognize two levels
of harmonic activity in this phrase: (1) a surface level con-
taining the tonic prolongation, which satisfies the harmonic
requirement of presentation function, and (2) a deeper level
containing the dominant prolongation (created by the bass
pedal), which undermines, but does not obliterate from our
perception, the lower-level tonic prolongation.?®

A continuation phrase starts in measure 25. The basic
idea begins to be repeated again, but before reaching com-
pletion, the melodic line leads abruptly into a new eighth-
note motive (“x”). The continuation develops this motive,
fragments the preceding two-measure units of the presenta-
tion phrase into half-measure segments, and accelerates the
harmonic rhythm.

The continuation reaches a climax at measure 33 with a
prominent arrival on IS. At this point, too, the melodic and
rhythmic material changes when motive “x” gives way to a
long, descending scale passage. The resulting four-measure
phrase is then repeated (beginning in m. 37) and extended
by an extra measure in order to bring a perfect authentic ca-
dence on the downbeat of measure 41. To understand the
formal function of this new phrase (and its repetition), it
is necessary to carefully examine its underlying harmonic
organization.

The repeated phrase (nm. 37~41) features a complete
aunthentic cadential progression: -1~V ")-1. The initial
phrase (mm. 33~-36) is also based on this progression, but
the promised cadence is evaded when the bass descends
stepwise (through a Vichord) onto the I® in measure 37,
which initiates the repetition of the phrase.

In all the themes that we have looked at so far, the au-
thentic cadential progression is a relatively short harmonic
tormula constituting the last part of a continuation or con-
sequent phrase. In this example, however, the cadential pro-
gression is expanded to the extent that it supports an entire
phrase, one whose melodic—motivic content fully distin-
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guishes it from the preceding continuation. A phrase built
exclusively on such an expanded cadential progression (E.C.B)
can be said to have a uniquely cadential formal function.

Following the authentic cadence in measure 41 comes a
section made up of three short codettas (mm. 42-48). In
traditional theories of sonata form, such a passage is often
termed a “closing theme” or even a “cadence theme?” Since
these codettas do not constitute a genuine theme in the
sense developed in this study and since they are clearly
postcadential in function, we can label these measures a
closing section, as defined earlier in this chapter.

Let us now interpret the structure of the subordinate
theme (including its closing section) in terms of the criteria
for tight-knit and loose formal organization that I have de-
veloped thus far. In comparison to the eight-measore main
theme, the subordinate theme distinguishes itself most
obviously by its greater length—twenty-eight measures.
Within its temporal boundaries, the subordinate theme
consists of the same formal functions found in the main
theme: presentation, continuation, and cadential. However,
these functions assume a distinctly looser form. In the
tight-knit sentence of the main theme, continuation and ca-
dential functions are fused into a single four-measure con-
tinuation phrase. The entire theme thus acquires a syminet-
rical 4 + 4 grouping structure. The subordinate theme, on
the contrary, becomes considerably looser when the contin-
uation and cadential functions are given their own distinct
phrases that possess a different melodic—motivic content
and harmonic progression. Moreover, these functions are
both extended and expanded to create an asymmetrical
4 + 8 + 4 + 5 grouping structure for the theme proper.
Adding seven measures of the closing section (grouped 2 +- 2
+ 3) further lengthens the theme and renders it all the
more asyminetrical.

Distinguishing between processes of extension and ex-
pansion is useful and important, especially since this subor-
dinate theme features both loosening devices.’® Extension
results from “adding on” material to stretch out a particular
formal function in time. Continuation phrases are fre-
quently extended when more units of fragmentation are in-
cluded in the phrase than are necessary to express the func-
don. It usually takes only two measures of fragmentation to
make the continuation function evident to the listener; thus
the sense of continuation is fully manifest in this subordi-
nate theme by the end of measure 277. But Beethoven then
extends the phrase by five more measures of fragmented
material (mm. 28-32) and thereby significantly loosens the
functional expression of the phrase.’!

Extension can also occur with cadential function. In that
case, an implied cadence fails to materialize, and the func-
tion is repeated in order to achieve the cadential goal. The
subordinate theme could have closed with an authentic ca-
dence in measure 37, but the cadental evasion motivates a
repetition of the entire cadential phrase that substantially

extends the function. Delaying the expected cadence makes
its eventual arrival seem all the more powerful, thus dra-
matically reinforcing the subordinate theme’s primary func-
tion of confirming the subordinate key.

Whereas extension occurs after a function has already
been expressed, expansion arises in the process of establish-
ing the function. Expansion involves the internal lengthen-
ing of component members of the function over their nor-
mative size in tight-knit themes. This loosening technique
is most commonly associated with cadential function, in
which the individual harmonies of the cadential progres-
sion are lengthened compared with their relatively com-
pressed appearance (usually in two measures) at the end of
a tight-knit phrase.’? Expansion thus resembles the rhyth-
mic technique of “augmentation,” in which the durational
values of the individual notes of an idea are systematically
increased so that the original proportional relations among
the durations is retained (i.e., doubled or quadrupled). In
this subordinate theme, the component harmonies of the
cadential progression are twice the length of those in the
main theme (cf. ex. 1.1, mm. 7-8). But expansion tech-
nique does not require that the durational proportions of
the normative form be strictly maintained. A single har-
mony of the cadential progression, for example, can be-
come highly expanded in relation to the other harmonies
(a procedure exemplified in the discussion of subordinate
theme organization in chap. 8).

We have seen how extension and expansion significantly
loosen the continuation and cadential areas of this subordi-
nate theme. The presentation is loosely organized as well,
although it achieves its looser form not by phrase-structaral
means but by harmonic ones, namely, its underlying domi-
nant pedal. As pointed out, the foreground harmony of the
passage projects a tonic prolongation, but this inherent har-
monic stability— particularly appropriate to the expression
of a structural beginning—is undermined by the destabiliz-
ing dominant prolongation, a progression more naturally
associated with an after-the-end, postcadential function (or
sometimes a structural middle, as in small ternary form).*?
Consequently, the harmonic situation at the opening of this
subordinate theme is not entirely supportive of an initiating
formal function, and a looser organization is created from
the resulting functional ambiguity (is the phrase still part
of the preceding standing on the dominant, or is it a new
beginning?).

if the subordinate theme is distinctly looser than the
main theme, how does the former stand in relation to the
transition section, which also features a looser organiza-
tion? In general, itis difficult to compare degrees of loosen-
ing between transitions and subordinate themes, since both
functions use many of the same loosening techniques. Nev-
ertheless, somewhat different devices tend to be empha-
sized by the two functions. In this exposition, the transition
is rendered loose by harmonic, tonal, and cadential means,



whereas the subordinate theme acquires its looser form
from extensions and expansions of the grouping structure.

Although it may be difficult to judge whether in a sonata
exposition a given transition is more or less loose than a
subordinate theme, the subsequent development section is
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almost always distinctly looser than any of the interthematic
functions in the exposition. Indeed, a development com-
bines harmonic--tonal instability with phrase-structural ex-
tensions and expansions to create the most loosely orga-
nized part of an entire sonata movement.’*
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Fundamental Progressions

of Harmony

The important role of harmony in defining formal func-
tions should be evident from the preceding chapter. The in-
trathematic functions (such as presentation, continuation,
and cadential) are especially contingent on specific types of
local harmonic progression. Thus one of the earliest tasks
in any formal analysis—indeed, perhaps the first task—is
to determine the underlying harmony of a given passage.
This chapter, a kind of brief Harmonielebre, systematically
presents the fundamental harmonic progressions used by
the classical composers to articulate formal functions. For
ease of comparison, the progressions are exemplified as
simple paradigms in the key of C major.!

HARMONIC FUNCTIONS

Before dealing directly with progressions of harmonies, we
must first define the individual barmonic functions that make
up a progression. Chapter 1 illustrated the concept of func-
tionality with respect to formal organization. Traditionally,
however, the concept has been associated more with har-
mony than with form. In the last quarter of the nineteenth
century, Hugo Riemann developed an extensive theory of
harmonic functions (Funktionstheorie),* which he offered in
opposition to the prevailing theory of scale-degree progres-
sions (Stufentheorie, “step theory”).? Although Riemann’s
ideas continue to dominate modern German thinking, har-
monic theory in North America is largely rooted in the
scale-degree tradition. Aspects of the functional approach
have nevertheless made themselves felt on this continent,*
and, accordingly, this book, too, incorporates notions of
harmonic functionality in a general scale-degree theory of
harmony.

The strict scale-degree theory recognizes seven distinct
and independent harmonies in a given tonality. These har-
monies are identified by roman numerals denoting the
scale-degrees on which the roots (or fundamentals) of the
harmonies stand. The functional theory rejects the notion
of seven independent harmonies and instead recognizes
three fundamental functions, which embrace all harmonic
formations in a key. These functions form a logical progres-
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sion that serves to express tonality. The most important
function is tonic, the central harmony of a key, the one to
which all others ultimately relate and derive their meaning.
The second function includes harmonies whose primary
role is to progress to the tonic. These are dominant func-
tioning harmonies, all of which contain the leading-tone.
The third fundamental function comprises a variety of har-
monies whose primary purpose is to lead to the dominant.
Traditional functional theory speaks of a “subdominant”
function in this connection, but the alternative term pre-
dominant is used here because this function includes a num-
ber of harmonic formations not directly related to the har-
mony built on the fourth degree of the scale.’

The harmonic theory employed throughout this study
combines features from both the scale-degree and the func-
tional theories. Since the former is widely known, it need
not be discussed any further. The latter, however, requires
more elaboration to specify how the various harmonies and
chords of a key are classified in relation to the three funda-
mental functions.b

1. Tonic function. Tonic funcdon is usually represented
by the major or minor triad built on the first scale-degree
(tonic) of a key. In certain contexts, the triad built on the
submediant (VI) degree of the scale has a tonic function
and can frequently “substitute” for an expected I chord, es-
pecially when following a root-position V (the “deceptive
resolution” of the dominant).

2. Dominant function. Dominant function is most often
represented by a major triad or a major—minor seventh
chord built on the fifth scale-degree. The leading-tone di-
minished triad in first inversion (VII%) and the leading-tone
seventh chord (VII7 and its three inversions) also have a
dominant function when they resolve to a tonic harmony.
These leading-tone chords are not considered dominants
when in some sequential situations, they progress to non-
tonic harmonies (such as TII).

3. Pre-dominant function. The large number of pre-
dominant harmonies in a key generally relate to one of two
main types—those built above the fourth degree of the
scale and those derived from the dominant of the dominant
(V/V).
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EXAMPLE 2.1 Prolongational progressions—pedal point
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EXAMPLE 2.2 Prolongational progressions—neighboring chords
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EXAMPLE 2.3 Prolongational progressions— passing chords

&

b) @

) ] 2) h)

TRl

(325 18

[ N 1\
[ N [ Y

I J0.VHE
[ S 1\ 10

b BRI
QTR

NI IR R

@ B R
ALY TR

N

TR G TR

TR b TR

T (S T
TR el

Tk Tl

1
? |

TN WL
TN
IR TR R
ele TR
TR TR R
TS R

77
T
|

N

[ (VII% 16 I (V§)1° I (V) 10
3 4

I 10
v 3

Many harmony texts suggest that the subdominant triad
leads most typically to the dominant. An examination of the
classical literature reveals, however, that the supertonic
triad in first inversion (I19) is the more characteristic pre-
dominant. Both 116 and IV can be enriched through the ad-
dition of dissonant sevenths, and even greater variety can be
gained by means of modal mixture (or modal borrowing), in
which chords containing notes from the minor scale are
used in major-mode contexts, or vice versa. The “Neapoli-
tan” or “phrygian” harmony in first inversion (+II) is an-
other important pre-dominant, especially in minor.

One group of pre-dominants features the chromatically
raised fourth scale-degree, which functions as the leading-
tone of the dominant. The significance of the raised fourth
degree is highlighted by its normally being placed in the
bass voice, so that its motion to the root of the following
dominant is all the more enhanced. The most typical pre-
dominant of this type is the diminished seventh VII’/V;
the less dissonant V6/V and V¥V are also regularly en-
countered.
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The three varieties of augmented sixth chords—the so-
called Italian, German, and French sixths—are an impor-
tant subclass of pre-dominant harmonies. They are usually
buile over the sixth degree of the natural minor scale. On
occasion, however, they are also found over the raised
fourth degree, thus revealing their kinship to secondary
dominants of V.

HARMONIC PROGRESSIONS

Let us now consider how the functions just described can
be arranged to make progressions of harmonies. Most pro-
gressions can be classified into one of three categories—
prolongational, cadential, and sequential. Each category
pertains to specific roles that progressions can play in the
pitch organization of a particular musical passage: a profon-
gational progression sustains in time an individual harmony
(within an implied tonality); a cadential progression con-
firms a tonal center; and a sequential progression projects a




melodic—contrapuntal pattern independent of harmonic
functionality.”

Prolongational Progressions

A harmonic prolongation is created when a single harmonic
entity is perceived in the listener’s imagination to be sus-
tained through time, despite the presence of an interven-
ing chord (or chords) of different harmonic meaning. The
prolonged barmony thus “remains in effect without being lit-
erally represented at every moment” throughout the pro-
gression.? The intervening chord can be considered a subor-
dinate barmony because it remains under the influence and
control of the prolonged harmony. Prolongation thus en-
tails two levels of harmonic activity: a local level that con-
tains the succession of prolonged and subordinate har-
monies and a deeper level that contains the prolonged
harmony alone.

For the listener to sense that an individual harmony is
being prolonged, the subordinate harmony must form a
strong functional connection to the prolonged harmony.
Failing that, the progression must feature a conventional
contrapuntal process that establishes an intimate voice-
leading bond among all the chords. Both these conditions
are often met within a prolongational progression.

The many different prolongational progressions can be
grouped into four main types according to the composi-
tional technique associated with the prolongation. These
techniques include the use of (1) a pedal point, (2) neigh-
boring chords, (3) passing chords, and (4) substitute chords.
Most of the progressions discussed and illustrated here pro-
long tonic harmony, although many of them can prolong
harmonies on other scale-degrees as well.

Pedal point. The most perceptually forceful way of pro-
longing a harmony is by means of a peda/ point. The pedal,
which lies in the bass voice throughout the progression, con-
tains the root of the prolonged harmony (ex. 2.1).” In most
cases, this harmony appears at the beginning and end of the
progression. The bass note of the subordinate harmonies is
replaced by the pedal note, thus significantly reducing the
structural status of these harmonies; hence, they always are
placed in parentheses in the analysis located below the
music.!? Since the missing bass often makes it impossible to
determine the position of the subordinate chords, they are
indicated in root position unless a specific inversion is im-
plied by the context in which the progression arises. Prolon-
gations featuring pedal points are prominently employed in
connection with postcadential function. Example 2.1b, with
its tonicized subdominant, is frequently used in codettas; ex-
ample 2.1¢ is typical of a standing on the dominant.

Neighboring chords. An individual harmony is prolonged
by one or more neighboring chords when the prolonged har-
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mony remains in the same position (root position or in-
versions) from the beginning to the end of the progres-
sion. In such cases, a melodic neighbor-tone motion is
usually (but not necessarily) present in one or more of the
voices (ex. 2.2).

Example 2.2a resembles the cadence formula described
by many harmony textbooks. This progression can indeed
be classified as cadential according to criteria to be devel-
oped in the next section. In actual compositional practice,
however, the simple I-V-I progression is often better un-
derstood as prolongational.

Passing chords. A given harmony is prolonged by one or
more passing chords when the prolonged harmony changes
position from the beginning to the end of the progression.
Such prolongations usually see a passing tone in the bass
voice lying between the root-position and first-inversion
forms of the prolonged harmony. A variety of chords can be
built over this passing tone, as shown in example 2.3a-f.
Another common prolongation finds an ascending passing
motion in the soprano (usually 3-4—3) against a bass that
leaps in contrary motion (ex. 2.3g). A passing chord may
arise, however, without any of the voices literally displaying
passing motion (ex. 2.3h).

In some prolongational progressions, the passing chord
is not an independent harmony because of its unstable
six—four position or its weak functional relation to the pro-
longed harmony. Such passing chords are placed in paren-
theses in the analysis at all times and are given an added
label, p (passing), to show that they arise primarily from
contrapuntal processes and only minimally from harmonic
ones. The passing chord in example 2.3c arises entirely out
of the counterpoint and thus should not be analyzed as a 1T’
harmony. Not only is the progression I-1I"-1 nonfunc-
tional, but also the “seventh” (C) is doubled and incorrectly
resolved, thus violating the fundamental voice-leading for
chordal sevenths. For these reasons, the symbol m’ (minor
seventh chord) is used in place of a roman numeral.

Substitute chords. Some chords can participate in pro-
longing a given harmony because they express the same
fundamental function as does the prolonged harmony. In
such cases, the original and substitute harmonies have two
chord-tones in common, which largely accounts for their
functional similarity (ex. 2.4a—c). Passing chords can be in-
troduced between the original and substitute harmonies to
form even more complex prolongations (ex. 2.4d-¢).1!

In the preceding examples, the root of the substitute
chord lies a third below the original harmony. In some situ-
ations, a chord lying a third above participates in the pro-
longation (ex. 2.4f~g). Here, the substitute chord is under-
stood to arise out of passing motion in the soprano voice
with the simultaneous elimination of the root (ex. 2.4h; cf.
ex. 2.4f).
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Cadential Progressions

"The harmonic progressions just discussed involve the pro-
longation of an individual harmony irrespective of the func-
tion that it may uldmately serve in a given tonality. As soon
as we assign a specific function to the prolonged harmony
—be it tonic, dominant, or pre-dominant—then a tonal
center of some kind is logically assumed. Thus a given pro-
gression can prolong a “C-major harmony,” but this har-
mony can be understood not only as tonic in the key of C
major but also as dominant in F major or even pre-dominant
in G. The task of confirming that an implied tonality is in-
deed the actual tonality of the musical passage in question
falls to a second category of progressions— cadential progres-
sions.)2 'The strongest tonal confirmation is achieved by an
authentic cadential progression; a weaker confirmation, by a
balf-cadential progression.

Authentic cadential progressions. A complete cadential
progression is made up of the fundamental harmonic
functions in the following temporal sequence—tonic, pre-
dominant, dominant, and tonic. (The two cadential tonics
are distinguished as nitial and final tonics, respectively.) An
incomplete cadential progression occurs when the initial
tonic or pre-dominant (or both) is omitted.

For the authentic cadential progression to possess suffi-
cient harmonic strength to confirm a tonality, both the
dominant and the final tonic must be in root position, their
most stable form. The fundamental-bass motion of a de-
scending fifth (or ascending fourth) is exposed in the bass
voice so that the sense of a strong harmonic progression can
be projected most powerfully. If the dominant were in-
verted, then the move to the tonic would necessarily result
in a stepwise motion in the bass, thus usurping the melodic
function of the upper voices and undermining the bass’s
own role as bearer of the harmonic fundamentals. If the
final tonic is inverted (or otherwise altered harmonically)
then a deceptive cadential progression is created (a variant
type to be discussed in connection with ex. 2.9).

Pre-dominant function within an authentic cadential
progression is built most often over the fourth scale-degree
in the bass, although it is occasionally found over the sec-
ond or sixth degrees as well.!1* The initial tonic is usually
placed in first inversion, probably so as not to anticipate
(and thus spoil) the solid effect of the final root-position
tonic. !4

The basic form of the authentic cadential progression is
shown in example 2.5a. Note that the pre-dominant har-
mony above the fourth scale-degree is not the subdomi-
nant triad, as many textbooks suggest but, rather, the first-
inversion supertonic triad. To be sure, the IV chord is
regularly encountered (ex. 2.5b), but the version with 116 is
more typical of the classical style.!®
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As already mentioned, either the initial tonic or the pre-
dominant may be omitted, thus yielding an incomplete ca-
dential progression. In such cases, the initial tonic is left out
more often than the pre-dominant is, for eliminating the
latter results in the loss of a fundamental harmonic func-
tion. Excluding both of these harmonies occurs infre-
quently in the literature.

Let us now examine how each of the three harmonies
that precede the final root-position tonic triad can be varied
and embellished, beginning with the dominant and moving
backward through the pre-dominant to the initial tonic. We
can then consider how altering the final tonic leads to a de-
ceptive cadential progression.!®

1. Dominant embellisbments. 'The principal embellishment
of dominant harmony (besides adding a seventh, of course)
occurs through the use of a “cadential six—four” chord con-
structed over the fifth scale-degree (ex. 2.6).17 The frequent
use of the cadential six—four helps clarify, perhaps, why ¢ is
preferred to IV as the main pre-dominant harmony in ca-
dential progressions. If we compare example 2.5a with 2.5b,
we see that the II in the former creates a more active and
directed melodic line, in which the motion from the second
scale-degree to the leading-tone can be filled in by a passing
tone, supported by the cadential six—four {ex. 2.6). When
the IV chord is used instead (ex. 2.5b), the melody tends to
be static, and adding a six—four embellishment would fur-
ther emphasize the tonic scale-degree.

2. Pre-dominant embellishments. The pre-dominant func-
tion in an authentic cadential progression can take a variety
of forms. In addition to the common use of 1I¢ and IV, the
“Neapolitan” or “phrygian” sixth chord (+1I%) is occasion-
ally found above the fourth scale-degree, usually in minor-
mode contexts (ex. 2.7a~b).

The most frequently employed embellishment of pre-
dominant function appears over a chromatic passing tone
lying between the fourth and fifth scale-degrees in the bass
voice (ex. 2.7¢~h). In some cases, two consecutive dimin-
ished seventh chords prolong pre-dominant harmony (ex.
2.7h): the first diminished seventh is built on the regular
fourth scale-degree, and the second, on the raised fourth de-
gree. Although the first chord is spelled like VII7, it does
not have a dominant function but instead serves in this con-
text as a replacement for the pre-dominant II¢ (from the
minor mode).!8

Pre-dominants can also be built on the second and sixth
degrees of the scale by changing the position of the har-
monies (ex. 2.7i-k).

3. Initial tonic embellisbments. As already pointed out, the
initial tonic occurs most frequently in first inversion, but
the root-position form occasionally appears as well (ex.
2.8a). The initial tonic can be embellished, especially in
expanded cadential progressions, by a neighboring V? (ex.
2.8b). Various chromatic alterations can convert the initial
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tonic into a secondary dominant of IV or 11, thus emphasiz-
ing motion into the pre-dominant (ex. 2.8c—d).

4. Deceptive cadential progressions. The deceptive caden-
tial progression is created when the final tonic of the au-
thentic cadential progression is replaced by a related har-
mony.!” The most common form of this progression sees
the bass ascend stepwise from the fifth scale-degree to the
sixth, which supports a submediant substituting for the im-
plied final tonic (ex. 2.9a). This progression can be embell-
ished by a passing secondary dominant of VI (ex. 2.9b).
Further variants arise when different harmonies are built
over the sixth degree in the bass voice (ex. 2.9c).

In less frequently encountered instances of the deceptive
cadendal progression, the dominant leads to a first-inversion
tonic rather than to the expected root-position form (ex.
2.9d). In order to make the move to I more compelling, a
passing V1 is frequently inserted following the root-position
dominant, which itself often contains the six—four embel-
lishment (ex. z.9e).?° A more dramatic deception can be
achieved by converting the final tonic into a secondary
dominant seventh of the subdominant (ex. 2.9f); the addi-
tion of a chordal dissonance makes the tonic too unstable
for cadential articulation.?!

Half-cadential progressions. In the authentic cadential
progression, the final tonic is the harmonic goal of the pro-
gression. The dominant occupies the penultimate position
and thus creates a powerful dynamic impulse into the final
tonic.

In the half-cadential progression, the dominant itself be-
comes the goal harmony and so occupies the ultimate posi-
tion. To be sure, this dominant usually resolves to tonic,
one that normally initiates a new harmonic progression, but
within the boundaries of the half-cadential progression it-
self, the dominant possesses enough stability to represent a
harmonic end.

"To acquire the requisite stability for an ending harmony,
the dominant of the half-cadential progression must take
the form of a root-position triad. Adding a dissonant sev-
enth-—appropriate to the penultimate position in an au-
thentic cadential progression—would overly destabilize the
ultimate dominant of a half-cadential progression.

Except for omitting a final tonic and ensuring that the
dominant is a consonant triad, half-cadential progressions
can contain the same harmonies as authentic cadential ones
do. Complete progressions include an initial tonic and a
pre-dominant; incomplete versions omit one of these func-
tions. All the authentic cadential paradigms (with the ad-
justments just mentioned) thus apply to the half-cadential
progression as well. Several other paradigms, in which the
ultimate dominant is approached by descending motion
from the sixth degree (usually lowered), are especially asso-
ciated with that progression (ex. 2.10).
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Sequential Progressions

Sequential progressions involve harmonies arranged ac-
cording to a consistent intervallic pattern among the indi-
vidual voices of the chords (e.g., 2 56 soprano—bass pat-
tern).?? Although some sequential progressions exhibit a
degree of harmonic functionality among their constituent
chords, this aspect of the progression is secondary to the
fundamental purpose they are meant to serve—to move the
music away from, or return it to, a particular harmonic
function or tonal center. Thus sequential progressions are
especially suitable for destabilizing harmonic activity in a
given key or for modulating from one key to another.

A sequential progression normally begins with a chord
that has a definite harmonic function within a key. The sub-
sequent chords are linked together according to a particular
melodic—contrapuntal pattern and consistent root motion,
and the final chord restores a clear functional meaning in
either the initial key or, in the case of modulating sequences,
a new key.??

Sequential progressions can express a large number of
melodic—contrapuntal patterns. Moreover, the same pro-
gression of harmonies can yield different patterns depend-
ing on how the individual notes of the chords are distrib-
uted among the voices. As a result, sequential progressions
are most easily classified on the basis of the interval gener-
ated by the roots of the component chords.

Sequential progressions can feature consistent root mo-
tion by descending or ascending fifths, thirds, or seconds,
thus yielding six categories of sequential progression.?* The
following discussion treats each category by focusing on the
conventional contrapuntal patterns associated with the pro-
gressions, as well as the degree of harmonic functionality
that they express.

Descending fifth. The most commonly used sequential
progression features chords whose roots are organized into a
series of descending fifths (or ascending fourths) (ex.
2.112a-b). This “circle-of-fifths” progression (as it is fre-
quently called) can be varied in manifold ways through chord
inversion, chromatic alteration, and added dissonances (ex.
2.11C~ Q).

Compared to the other categories of sequential progres-
sions, the descending fifth pattern features the strongest
harmonic—functional expression. Since the root motion of
a descending fifth lies at the basis of every dominant-to-
tonic progression, this functional relation is implied, by
analogy, at each link in the sequential chain (e.g., VI-II, or
HI-VI), even if the “dominant” does not actually contain
the leading-tone of the “tonic”?

Despite the prominent sense of harmonic functionality
inherent in the descending fifth progression, its use never-
theless promotes a weakening of the harmonic—tonal envi-
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ronment. Whereas each link may be functionally related,
the overall direction of the progression remains somewhat
in doubt until it is completed. To be sure, many sequential
progressions have conventional ending points (indeed, the
descending fifths progression normally concludes with tonic
harmony). But in relation to prolongational or cadential
progressions, which strongly imply their final harmony, se-
quential progressions are more open-ended and often con-
clude with an unexpected harmony or in a different tonality.

Ascending fifth. 'The strong functional drive exhibited by
the descending fifth pattern is entirely absent in sequential
progressions by ascending fifths. Most such sequences begin
with tonic harmony and progress to the submediant (ex.
2.12), at which point the sequential chain is broken and the
music proceeds to pre-dominant harmony (usually IV).

Descending third. The unembellished form of descending
third progressions is illustrated in example 2.13a. More
often, however, the leap in the bass voice is filled in by step-
wise motion, which produces intervening passing chords in
first inversion (ex. 2.13b~c).

The passing chords introduce a degree of harmonic
functionality. Since each root-position harmony is followed
by a passing chord whose fundamental is a fifth above (or a
fourth below), the latter stands as a “dominant” in relation
to the former. When the root-position harmony is a tonic,
then the passing chord is its literal dominant, and when the
root-position harmony is another scale-degree, then the
passing chord is a dominant “by analogy” These dominant-
like passing chords then resolve deceptively to the next
root-position chord, which can be understood as a tonic
substitute.?s This functional interpretation is made even
more evident when the passing chords themselves are
placed in root position (ex. 2.13d).

Ascending third. The ascending third progression is the
least frequently used sequential pattern in the classical
repertory. Its unembellished form is rarely, if ever, found. A
version employing passing chords is more viable (ex. 2.14).
Each passing chord is the “dominant” of the following main
harmony of the sequence, and thus a degree of functionality
accrues to the progression. Yet even this pattern seldom ap-
pears in the literature.”’
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Descending second. Sequential progressions by descend-
ing seconds pose a potential problem of voice-leading:?8 if
the chords appear in root position, then parallel fifths can
easily arise. Therefore, the unembellished form of the de-
scending stepwise progression finds all the chords in first
inversion (ex. 2.15a), thereby eliminating any interval of a
fifth against the bass. The progression is frequently embel-
lished by a series of 7~ 6 suspensions (ex. 2.15b). Sequential
progressions of this category express little, if any, sense of
harmonic functionality, since there is no syntactical rela-
tionship between harmonies whose roots move in a step-
wise descent.??

Ascending second. 'The potential problem of faulty paral-
lels encountered with the descending second progression
applies to ascending ones as well. Using first-inversion triads
can eliminate the difficulty (ex. 2.16a), although this version
occurs infrequently in the literature. Instead, the stepwise
ascent usually remains in root position while the parallel
fifths are broken up by means of a 56 pattern formed by
one of the upper voices against the bass (ex. 2.16b).

This contrapuntal procedure generates intervening first-
inversion chords that stand, by analogy, in a dominant-
tonic relationship to the succeeding root-position chords.
This functional implication can be made even more explicit
through chromatic alterations in the bass, so that each
six—three chord becomes a genuine secondary dominant
(ex. 2.16¢). Finally, 2 more emphatic dominant-to-tonic ex-
pression is produced when the intervening chords them-
selves are placed in root position (ex. 2.16d).

Like descending second progressions, ascending second
ones have little inherent functionality. Nevertheless, the
passing chords that tonicize each member of the sequence
(either literally or by analogy) and the ascending motion of
every voice help propel the progression forward and create
a powerful tension-building effect.

One form of the ascending stepwise progression resem-
bles an embellished version of the deceptive cadential pro-
gression (ex. 2.16¢).’0 The potential ambiguity of this pro-
gression can be effectively exploited by composers who
wish to make obscure whether a particular formal unit has a
continuation function (as supported by a sequential pro-
gression) or a cadential function (as supported by a decep-
tive cadential progression).’!
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Sentence

The sentence is an eight-measure theme built out of two
four-measure phrases.! In this grouping structure, which
Ratz indicates as (2 x 2) + 4, the theme expresses three
formal functions—presentation, continuation, and caden-
tial.} The opening phrase contains the first of these func-
tions and thus is termed a presentation phrase. The second
phrase incorporates the remaining two functions. For the
sake of simplicity (if not absolute theoretical consistency),
this unit is normally termed a continuation phrase.*

Before proceeding further, it is necessary to clarify the
meaning of “measure” in the definition and description of
formal units. All musicians are taught early in their training
that a measure is the unit of time defined by the “bar lines”
placed throughout a composition. But what a listener per-
ceives as “one full measure” of music does not necessarily
correspond to the notated bar lines of the score. We thus
need to distinguish between a rea/, experiential measure and
a notated measure. The former, which may or may not cor-
respond to the latter, is the only valid measure for an analy-
sis of form based on our musical experience.

The distinction between real and notated measures
arises when the composer adds or deletes bar lines to facili-
tate reading the score of movements whose tempo is very
slow or very fast. In an adagio movement, for example, we
may perceive that a single real measure actually occupies
only one half of the notated measure. In such cases, we can
use the formula R = %N as a shortcut for indicating the re-
lationship of real (R) to notated (IN) measures. Triple-meter
scherzo movements, conversely, typically feature real mea-
sures that embrace two notated measures, thus R = 2N, A
fast first or last movement may also be notated in this way.’

Unfortunately, it is impossible to specify just how much
musical content makes up a real measure of music. But
the following general guidelines may help us determine
whether the notated measures of a given work correspond
to our sense of the real measures. First, it helps us to recog-
nize that the notational scheme does not change during the
course of a given movement, unless the tempo changes at
some point.5 We must be careful not to make an initial hy-
pothesis about the status of the notated measures based on
the work’s opening ideas, only to discover that we must
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change our interpretation in light of new material later in
the movement. Second, we can be guided by our knowledge
of formal conventions in the classical style, as the following
examples illustrate.

EXAMPLE 3.1: In this Adagio movement, each notated measure
seems to hold two real measures, and thus we can recognize the
presence of an eight-measure sentence notated in four measures.
We might question why this passage could not be analyzed as a
simple four-measure antecedent phrase of an eight-measure pe-
riod, so that R == N. Further examination of the movement reveals
these opening measures to be the complete main theme, with the
transition beginning immediately at measure 5. As a general rule, a
main theme lasts at least eight real measures. Moreover, few main
themes in the repertory are composed of a single antecedent
phrase. Thus our original interpretation of an eight-measure sen-
tence (R = AN) is supported (though by no means fully validated)
by the norms of classical form.

EXAMPLE 3.2: This famous theme is an eight-measure sentence no-
tated as sixteen measures (R = 2IN).7 If we believe that R = N,
then we meet with a basic idea lasting four real measures, which
runs counter to our knowledge that the basic idea of most main
themes is two real measures in length. Our familiarity with classi-
cal norms, combined with our intuitive sense that each notated
measure does not contain sufficient materjal for a real measure of
music, helps confirm our interpretation that R = 2N.

The definitions of formal units presented in this book
are given in terms of real measures. Thus the sentence form
discussed in this chapter contains eight real measures,
whether or not the theme is notated as four, eight, or six-
teen measures.?

PRESENTATION PHRASE

The eight-measure sentence begins with a four-measure
presentation phrase, consisting of a repeated two-measure
basic idea in the context of a tonic prolongational progres-
sion.” The presentation functions to create a solid struc-
tural beginning for the theme by establishing its melodic—
motivic content in a stable harmonic—tonal environment.
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The initial statement of the basic idea sets forth the funda-
mental material of the theme, and the immediate repetition
of the idea fully “presents” it as such to the listener. The
tonic prolongational progression provides the requisite har-
monic stability.

Basic Idea

Many books on musical form begin by discussing the very
smallest units of formal organization, a collection of sev-
eral notes usually termed a motive.!® (The terms “cell” and
“germ” are frequently encountered as well.) The textbooks
then show how these motives group into larger units, which
in turn combine to form even larger units, and so forth.
The impression is that a composition is constructed out of
tiny building blocks (often just a single interval formed by
two notes), which represent the fundamental units of for-
mal structure for the work.

This view of form has some merits (particularly for late
romantic compositions by Brahms, for example), but it
does not apply well to classical compositions. Admittedly, a
work in this style features the grouping of lower-level units
into higher-level ones during the course of its unfolding.
But the smallest motives should not be construed as the
fundamental building blocks. Rather, the classical work ini-
tially groups together several motives into a single gesture,
a larger idea lasting two real measures. This basic idea is
small enough to group with other ideas into phrases and
themes but large enough to be broken down (fragmented)
in order to develop its constituent motives.!! Indeed, the
opening material of a classical theme typically is inte-
grated into larger formal units as well as disintegrated into
smaller motivic elements. The two-measure basic idea is
just the right size to act as the starting point for both these
processes.!?

As a general rule, the initial statement of a basic idea em-
phasizes tonic harmony, usually in root position. In the vast
majority of cases, the idea begins directly with the tonic,
which often literally prevails throughout the entire idea, as
in example 3.2.1% Subsequent statements of the basic idea
may be supported by different harmonies.

The melodic content of a basic idea can often be de-
scribed as characteristic, as opposed to conventional. A charac-
teristic melody uniquely defines a theme as an individual,
one different from other themes. A conventional melody,
on the contrary, is interchangeable from piece to piece.
Whereas a characteristic melody normally appears at the
very beginning of a thematic unit, a conventional melody is
typically used for interior passage-work and cadential clo-
sure.'* A basic idea acquires its characteristic quality by the
nature of its constituent melodic and rhythmic motives. A
diversity of intervallic content (combinations of leaps, steps,
and directional changes) and a variety of durational pattern-
ing help bestow individuality on the idea. Conversely, con-
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ventional ideas tend to feature consistent stepwise or arpeg-
giated motion within a series of uniform durational values.

Appropriate to its function as the initiator of a theme, a
basic idea often projects the character of a melodic “open-
ing up” (By contrast, a cadential idea generally results in a
melodic “closing down.”) An opening-up quality is created
most simply by a distinctly ascending gesture. A sense of me-
lodic opening can also be achieved by immediately sound-
ing (and subsequently embellishing) the third or fifth scale-
degrees, thus motivating an eventual descent to the tonic at
the cadence. In cases in which the initial basic idea ex-
presses a weak degree of opening up, the immediate repeti-
tion of the idea usually occurs at a higher pitch level, thus
producing a rising contour at a deeper level of melodic
structure.

EXAMPLE 3.3: The two-measure basic idea initially elaborates the
fifth scale-degree but then drops down to the tonic and leading-
tone, thus creating a closing gesture. The subsequent repetition of
the idea significantly expands the melodic space by leaping to the
high A, opening up a melodic gap that is filled in stepwise by the
continuation phrase. (Example 3.3b is discussed toward the end of
the chapter.)

The melodic end of a basic idea is often marked by si-
lence, which sets off the idea from subsequent material (see
ex. 3.1). A similar effect is created when the final note of the
idea is relatively longer than those that precede and follow
it (see ex. 3.2). Determining the exact boundaries of the
basic idea can be difficult at times. Articulation signs, espe-
cially slurs, sometimes help clarify its limits, but these signs
can also be misleading and must be ignored in the face of
the analyst’s intuitions about the grouping structure of the
idea.’?

A potentially confusing situation arises when the two-
measure basic idea is itself built out of a repeated one-
measure idea. Although it might be tempting in such cases
to consider the one-measure unit as the real basic idea, such
an interpretation usually results in a misleading analysis of
the overall theme.

EXAMPLE 3.4: The initial one-measure gesture (“a”) is repeated ex-
actly in the next bar, which might suggest the expression of presen-
tation function. But then the entire two-measure unit is repeated
sequentially to create the true four-measure presentation phrase
for the complete eight-measure sentence.

Repetition of the Basic Idea

Most repetitions fall into one of three main categories—
exact, statement—response, and sequential. These cate-
gories are based on the harmonic context in which the rep-
etition occurs, not on any melodic considerations. An exact
vepetition of an idea retains the same basic harmony of the
original version. Statement—response repetition brings an ini-
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tial tonic version of the idea followed by a dominant version.
Sequential repetition involves transposing a complete idea
(both melody and harmony) to a different scale-degree.
Since a presentation phrase is supported in principle by a
tonic prolongational progression, not a sequential one, the
category of sequential repetition receives only minimal
treatment at this time.!”

Exact repetition. A basic idea is repeated exactly when it is
harmonized like its original statement. Although the notion
of “exact” applies essentially to the harmonic component,
the repetition usually retains the idea’s fundamental melodic
shape, although it may become ornamented in some way or
another.

exaMpLE 3.5: The opening two-measure basic idea, firmly set in
tonic harmony, is repeated in measures 3—4 with the same har-
monic support. The melodic content of this exact repetition is
identical except for the slight rhythmic ornamentation at its
beginning.

At times, the melody is transposed to a different scale-
degree while the harmony remains the same. Such cases are
classified as exact repetitions, despite the obvious change to
the melodic component.

ExAMPLE 3.6: The basic idea and its repetition are supported en-
tirely by tonic harmony (with neighboring dominants). Because
the harmonic context remains the same, we can identify an exact
repetition here even though the melody of the repeated version
lies a third higher than the original version. Taken together, the
two forms of the basic idea create an ascending stepwise melodic
progression, a Schenkerian Anstieg (see circled notes), that is
complemented by a descending progression in the continuation
phrase. !

Statement-response repetition. The statement of a basic
idea receives a response when an original version supported
ptimarily by tonic harmony is answered by a repeated ver-
sion supported by dominant harmony. A variety of har-
monic patterns can create tonic and dominant versions of
an idea. The simplest case arises when the statement is built
entirely out of tonic and the response is built out of domi-
nant (see ex. 3.2).!? A richer harmonization results if each of
these fundamental harmonies is prolonged by neighboring
or passing chords.

EXAMPLE 3.7: The basic idea is initially supported by tonic har-
mony with a neighboring dominant. The repetition takes the form
of a response, whose basic dominant support is slightly embel-
lished by a neighboring VIS chord on the third beat of measure 3.

One important type of statement—response repetition
involves the motion away from tonic to dominant (I-V) in
the statement and a return from the dominant to the tonic
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(V-I) in the response (see ex. 3.3, mm. 1—4).° In such
cases, the initial harmony of the idea is responsible for ex-
pressing the sense of the tonic and dominant versions. In a
variation on this pattern, a pre-dominant harmony of some
kind (II%, IV, V/V) precedes the dominant that appears at
the beginning of the response.

exampLE 3.8: The presentation phrase features a statement—
response repetition of the basic idea. But rather than having the
tonic move directly to the dominant to signal the response, Mozart
inserts an embellishing pre-dominant (IV%) in the second half of
the statement (m. 2).2!

A statement--response repetition also is created when
the repeated idea is supported exclusively by subdominant
harmony.?? A more complicated version of a subdominant
response appears in example 3.1. The initial chords of each
idea are tonic and subdominant, respectively, and these har-
monies are further embellished by their own dominants in
first inversion (the 1% on the second half of m. 2 being a
“dominant” of IV). The overall progression, however, re-
mains tonic prolongational (I-1°).

Most statement—response repetitions involve transpos-
ing the melody to a different scale-degree in order to ac-
commodate the change in harmonization. As seen in the ex-
amples just discussed, the transposition is usually stepwise,?
except when the melody in both versions circles about the
fifth scale-degree, a tone common to I and V (as in ex. 3.7)

Sequential repetition. A basic idea is repeated sequen-
tially if its entire melodic—harmonic content is transposed
to a different scale-degree. In sequential repetition, both
the melody and its harmonic support are transposed by the
same interval, such as in example 3.4 in which the idea as-
cends by a step.?* A single sequential repetition, as in a pre-
sentation phrase, does not necessarily produce a sequential
harmonic progression. For instance, the move from I o 1?
in example 3.4 takes place in a broader tonic prolongation,
as will be discussed shortly.

Sequential repetition and statement-response repetition
can easily be mistaken for each other if only the melodic
line is considered. As we have already seen, the melody of a
response is usually transposed stepwise, thus superficially
resembling a sequential repetition of the kind found in ex-
ample 3.4. But the harmony of the response is transposed
up a fifth. A genuine sequential repetition transposes both
harmony and melody by the same interval. The concept of
“melodic sequence,” frequently cited in elementary texts,
has no form-functional import.

Tonic Prolongation

According to my definition, a presentation phrase prolongs
tonic harmony. The prolongation is often contained in the
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boundaries of the phrase (see exs. 3.1 and 3.5). Frequently,
though, a response version of the basic idea ends with dom-
inant harmony, and thus the progression is not actually

completed until the arrival of the tonic at the beginning of

the continuation phrase (as in exs. 3.2 and 3.7). In excep-
tional cases, the tonic prolongation concludes after the con-
tinuation phrase has already begun. In example 3.4, the
prolongation ends on the downbeat of measure 6.

Deviations from the Norm

Presentation phrases in a tight-knit sentence rarely depart
from the norms just described.?’ The few deviations that do
occur usually result from expanding the component basic
ideas beyond their normative two-measure size.?¢

ExaMPLE 3.9: The basic idea is internally enlarged to three mea-
sures by augmenting the durational values of the second and third
notes of the melody. The repetition of the basic idea thus results in
a six-measure presentation.”” Example 3.gb reconstructs a norma-
tive version of the basic idea showing how its essential motivic

content could have been easily accommodated to the normal two-
measure length. 2

CONTINUATION PHRASE

The second phrase of the sentence combines the formal
functions of continuation and cadential. Continaation func-
tion destabilizes the prevailing phrase-structural, rhythmic,
and harmonic context (as defined by the presentation) and
features a breaking down of the structural units (fragmenta-
tion), an increase in rhythmic activity (acceleration of har-
monic change and shorter surface durations), and a weaken-
ing of harmonic functionality (sequential progression).
Cadential function brings closure to the theme and is char-
acterized by tonal confirmation (cadential progression) and
the conversion of characteristic motives into conventional
ones (liquidation).

Following the lead of Schoenberg, the second four-
measure unit of the sentence form is termed a continuation
phrase.?” Needless to say, this choice of terminology is prob-



lematical because it fails to specify any cadential function in
the phrase. But for the sake of simplicity, a single-word ex-
pression (analogous to presentation, antecedent, and conse-
quent) seems preferable. Labeling the phrase according to
only one of its constituent functions is motivated by the fact
that the continuation function is usually more salient
throughout the entire phrase than is the cadential function,
which does not normally appear until later in the phrase.’®

Continuation Function

"The presentation of a sentence establishes the fundamental
content of the theme in a relatively stable phrase-structural
and harmonic context: the units of structure are clearly de-
fined as two measures in length, and the tonic prolonga-
tional progression creates harmonic solidity. In the presen-
tation, moreover, the effect of repetition combined with the
absence of any cadential closure sets up strong expectations
for ensuing material that will bring something new, some-
thing that will permit the theme to acquire momentum and
drive. It is precisely the function of the continuation to
destabilize the formal context established by the presenta-
tion and to give the theme greater mobility.

Continuation function is characterized by the following
four compositional devices: (1) phrase-structural fragmen-
tation, (2) acceleration in the rate of harmonic change, (3)
increase in surface rhythmic activity, and {4) sequential har-
monies. Although often closely related to one another in a
given continuation, these are distinct and independent
processes. Moreover, none of them is a necessary condition
of the function.

Fragmentation. "The most common characteristic of con-
tinuation function is the immediate breaking down of the
two-measure unit size (established in the presentation) into
smaller segments. This process of shortening the units is
termed fragmentation.’' The smaller segments are frag-
mented units or, more simply, fragments.

Just as the presentation uses repetition to define un-
equivocally the size of the constituent units, so, too, is the
shortening of the units usually confirmed by a repetition of
the fragments. Consequently, a continuation phrase most
often begins with a one-measure idea, which is immediately
repeated in the following measure (as in ex. 3.5; see also exs.
3.1, 3.2, and 3.7).

Sometimes fragmentation does not occur until after the
continuation phrase has already begun (see ex. 3.4). Often
in such cases, the continuation starts as though it were
going to restate the entire basic idea for a third time, but
before reaching its conclusion, the idea leads into new ma-
terial that effects the fragmentation (see ex. 3.8).

The process of fragmentation exclusively concerns the
length of the musical units, regardless of how the melodic
content of the fragments relates to the preceding mater-
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ial. To be sure, there are many cases in which the frag-
mented units contain motives derived from the basic idea
(see ex. 3.8; see also exs. 3.2, 3.7, and 3.9), but it is just as
possible for the melodic material to change significantly
at the beginning of the continuation phrase (see ex. 3.1;
see also ex. 3.5).

Structural fragmentation has significant consequences
for the higher-level rhythm of a theme. The systematic
shortening of the constituent units results in a marked
rhythmic acceleration. The greater activity thus achieved is
important for creating the impression of mobility essential
to continuation function.

Acceleration of bavmonic rhythm. Another important
component of a theme’s large-scale rhythmn is the rate of
change of its supporting harmonies. The continuation
function typically features barmonic acceleration in relation to
the presentation.

An analysis of harmonic rhythm can sometimes prove
difficult, owing to the hierarchical nature of harmony. Since
each level of harmonic succession in a theme has its own
durational patterning, there can often be more than one de-
scription of the theme’s harmonic rhythm. The problem is
one of determining exactly which chords belong to a given
level, but once they are identified, it is simple to describe
the harmonic rhythm.

As a general rule, the level of harmonic activity most im-
portant to projecting the continuation function is the level
most directly associated with the basic idea, its repetition,
and its fragmented units. We can refer to this as the “level
of the ides unit” In the simplest cases, such as example 1.1
(shown on p. 10), a single harmony supports each idea unit
(i.e., one chord per basic idea and fragment), and thus it is
easy to demonstrate harmonic acceleration on this level of
formal organization.

When an idea unit is harmonized by several chords, it is
more difficult to decide whether every one of these chords
belongs to the level of the idea unit—that is, whether they
all participate in the primary harmonic rhythm of the
theme. Sometimes, individual chords are merely ornamen-
tal and thus play no role in creating a sense of harmonic
change. At other times, the subordinate chords in an idea
unit have sufficient importance to be included in the analy-
sis of the harmonic rhythm.

EXAMPLE 3.10: The new melodic—motivic material at the begin-
ning of the continuation phrase is organized into a two-measure
unit (mm. §-6), thus maintaining the unit size already given by the
presentation. To compensate for the absence of fragmentation,
Mozart accelerates the harmonic rhythm in these measures. To be
sure, the IV chord introduced on the third beat of measure 5 (and
preceded by its own dominant) is a neighboring chord in a root-
position tonic prolongation. Nevertheless, compared with the lack
of any ornamental chords at the level of the idea unit in the presen-
tation, this embellishing of the tonic in the continuation creates a
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sense of greater harmonic activity. Simply to ignore the subdomi-
nant harmony of measures 56 in an analysis of the harmonic
rhythm is to miss an important way in which the composer ex-
presses the continuation function despite the lack of fragmentation.

Increase in surface vhythmic activity. 'The two principal
characteristics (fragmentation and harmonic acceleration)
of continuation function involve rhythmic activity at a rela-
tively high structural level in a theme. But rhythmic accel-
eration can also be projected by events lying at the very sur-
face of the musical texture. ‘The durational patterns formed
by the attack points of every note in a passage create vary-
ing rates of activity. In comparison to the presentation, the
continuation function frequently features shorter note val-
ues, hence an increased animation in the surface rhythm.
Increasing surface rhythmic activity is particularly effective
in the absence of harmonic acceleration.

ExaMpLE 3.11: The root-position tonic from the end of the presen-
tation (m. 4) is maintained throughout the first two measures of the
continuation, thus slowing down the harmonic rhythm. To coun-
terbalance this deceleration, Mozart introduces a flurry of sixteenth
notes, which increases toward the approach to the half cadence.’?

Harmonic sequence. In most of the preceding examples,
the continuation function is initially supported by a tonic
prolongational progression. I the tonic remains in root po-
sition throughout the prolongation, then the harmonic sta-
bility established in the presentation is maintained in the
continuation, as in example 3.10 (see also exs. 3.2, 3.5, and
3.7). But if the tonic is allowed to change from root position
to first inversion, then the harmonic texture of the continu-
ation is made less weighty and more mobile (see ex. 1.1).

Sequential progressions create even greater harmonic
mobility within a continuation. Their inherent instability
make them especially suited for continuation function, one
of whose primary goals is to destabilize the harmonic con-
text established by the presentation.

£xamMpLE 3.6: The presentation features a standard tonic prolonga-
tion created by neighboring dominant chords. On the downbeat of
measure 5, the two notes in the upper voices (D and F) represent
the expected tonic, which would complete the prolongation. The
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missing root of the tonic harmony (B) does not actually sound in
the bass part, as it did analogously after the downbeats in measures
i and 3. Instead, the lower line of measure § expresses a V¥/II,
which initiates a short descending fifth sequential progression, one
that continues in the following measure. The subsequent half-
cadential progression in measures 7—8 brings the theme to a close.?

To be sure, the sequential progression of the preceding
example hardly represents a radical overthrow of the pre-
vailing tonic. Indeed, the descending fifth pattern is the
most harmonically functional of all the sequential progres-
sions, and here it leads quickly back to the tonic. It is en-
tirely appropriate in this case that the use of sequential har-
monies does not overly threaten the tonic’s stability. After
all, this sentence serves as a sonata-form main theme,
which, in principle, should retain a strong, tight-knit orga-
nization. For this reason, main themes do not normally ex-
hibit significant sequential activity.

In fact, the use of sequence is rare in sentences that con-
form to the eight-measure model, no matter where they
may occur within a movement. Because of the restricted
time span between the end of the presentation’s tonic pro-
longation and the beginning of the requisite cadential pro-
gression at the close of the theme, there is little room for
including enough harmonies to make palpable the sense of
sequence. For this reason, sequential progressions occur
most often in a continuation when that function is extended
beyond its conventional four-measure limits, as in example
3.9, which is discussed later in this chapter in connection
with deviations from the norm.

Cadential Function

Music in the classical style is often characterized as highly
goal directed, and many of the principal goals in a composi-
tion are the cadences marking the ends of themes and theme-
like units. Identifying the cadences is thus a critical objec-
tive of any formal analysis. Unfortunately, traditional ideas
of cadence are riddled with misconceptions that stand in
the way of a truer understanding of this important compo-
sitional phenomenon.?* The following discussion attempts
to clear the air of some erroneous notions and to begin lay-
ing the foundations for a more complete and accurate con-



cept of cadence than that found in most theories of musical
form. Additional issues of cadence will be raised in later
chapters as they pertain to formal situations other than the
sentence.

Fundamental concepts of cadence. To begin, let us differ-
entiate three usages of the term cadence (and its adjectival
form, cadential). The first refers to the cadential arrival, the
specific moment in time that marks the structural end of a
thematic region. More simply, this is “the cadence,” the
point at which a symbol such as PAC (perfect authentic ca-
dence) would be placed in the analysis.

The second usage refers to the time span leading up to
this point of arrival, that is, the idea or phrase in the theme
that communicates to the listener that “the cadence” is
forthcoming. This passage of music can be said to have a cz-
dential function because it creates the requisite conditions for
thematic closure by means of specific harmonic, melodic,
and phrase-structural devices.

The third sense of cadence refers to the particular type
of harmonic progression used to confirm a tonality. This ca-
dential progression (which was extensively treated in the pre-
vious chapter) is most often associated with cadential func-
tion. But it can also provide harmonic support for other
formal functions, especially codettas.

With these distinctions in mind, we can now define the
concept of cadential function in greater detail. As a general
rule, the boundaries of the function are limited by its un-
derlying cadential progression. Thus, the initial harmony of
the progression marks the beginning of cadential material
(be it a short idea or a full phrase), and the onset of the final
harmony articulates the point of cadential arrival.

Whereas the presence of a cadential progression is a
necessary condition for cadential function, it is not a suffi-
cient one. The general formal context in which the passage
is located plays a significant role as well. A cadence essen-
tially represents the structural end of broader harmonic,
melodic, and phrase-structural processes. Thus cadential
function implies the presence of prior material —for exam-
ple, presentational or continuational-—on which the caden-
tial function follows in order to effect thematic closure. We
must be careful not to identify a passage as cadential unless
we can demonstrate that it logically ensues from previous
initiating or medial functions.’

In addition to its requisite harmonic component, a ca-
dential function often contains a distinctive melodic profile,
a highly conventionalized formula that occurs frequently in
works in the classical style. This cadential melody normally
has a falling contour, which conveys the sense of “closing
down” a melodic process. The cadential idea thus contrasts
with the basic idea at the beginning of the theme, which, as
pointed out, features a characteristic melody, one that
“opens up” the melodic line.’

Put somewhat differently, cadential material often arises
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when the composer systematically eliminates characteristic
melodic and rhythmic motives introduced in the basic idea,
a technique termed motivic lguidation. Strictly speaking,
any elimination of a characteristic motive represents liqui-
dation, and thus in cases in which the continuation phrase
begins with material that contrasts with the presentation,
complete liquidation takes place immediately. But liquida-
tion is more palpable as a process when the elimination is
gradual, reaching its completion in the cadential function.?”

Classification of cadences. Cadences are classified into
two main types based on the final harmony of the underly-
ing cadential progression. If the goal of the progression is
tonic, an authentic cadence is created; if the harmonic goal is
dominant, a balf cadence (HC) is created.

Authentic cadences are further subdivided according to
the extent of melodic closure achieved at the cadential ar-
rival. 38 In a perfect authentic cadence (PAC), the melody
reaches the tonic scale-degree in conjunction with the onset
of the final tonic harmony. In an imperfect authentic cadence
(IAC), the melody is left open on the third scale-degree (or,
very rarely, the fifth degree). The half cadence is not subject
to further subdivision based on any such melodic criterion.

These three cadences— perfect authentic, imperfect au-
thentic, and half—are the only genuine cadences in music
in the classical style. I must offer additional cadential labels,
however, to cover situations in which an expected authentic
cadence fails to materialize. For example, if the final tonic
of the cadential progression is replaced by a different har-
mony (or occasionally by a tonic in first inversion), we rec-
ognize that a deceptive cadence has appeared in lieu of the au-
thentic cadence.’® Following the deceptive cadence, the
composer normally repeats the material leading up to the
unrealized cadence and closes it with the authentic cadence
originally promised.

EXAMPLE 3.12: The theme heads toward closure with an authentic
cadence at the downbeat of measure 8, but, instead, the dominant
scale-degree in the bass is chromatically raised, and the subsequent
resolution to VI in the second half of the measure creates a decep-
tive cadence. Haydn then repeats the entire continuation phrase,
finally allowing it to reach a true authentic-cadential closure in
measure 12.4

So far, I have not mentioned any cadence featuring the
progression from subdominant to tonic, the “plagal ca-
dence” described by virtually every theory text. An exami-
nation of the classical repertory reveals that such a cadence
rarely exists—if it indeed can be said to exict at all. ! Inas-
much as the progression IV—I cannot confirm a tonality (it
lacks any leading-tone resolution), it cannot articulate for-
mal closure in the sense developed in this book. Rather, this
progression is normally part of a tonic prolongation serving
a variety of formal functions—not, however, a cadential
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one. Most examples of plagal cadences given in textbooks
actually represent a postcadential codetta function: that is,
the IV-I progression follows an authentic cadence but does
not in itself create genuine cadential closure.*

Cadence in the sentence form. As defined here, cadential
function begins with the onset of the cadential progression,
which, in the case of the sentence form, usually occurs
around the middle of the continuation phrase, either at the
downbeat of measure 7 or at the preceding upbeat. If the
ultimate dominant of a half-cadential progression is pre-
ceded by a single chord (thus resulting in an incomplete
progression), the cadential function may begin as late as the
upbeat to measure 8 (see ex. 3.1, m. 4, beats 2 and 3, where
R = %iN; see also ahead ex. 5.9, mm. 7-8).

Sometimes the cadential progression supports a dis-
tinctly new melodic idea of marked cadential character, a
melody that is clearly different from the preceding mater-
ial associated with an exclusive continuation function, as
in examples 3.6 and 3.12 (see also exs. 3.5 and 3.7, in which
the cadential idea derives from the basic idea). Frequently,
though, the cadential idea grows directly out of the melodic—
motivic content of the continuation, as in examples 3.2 and
3.IT.

Any one of the three main cadence types may be used to
close a sentence. The form frequently ends with a half ca-
dence, even though that cadence does not create full clo-
sure of the melodic—harmonic processes that arise in the
theme.* If a sentence ends with an imperfect authentic ca-
dence, the continuation phrase, or a portion thereof, is
often repeated in order to provide greater melodic closure
by means of a perfect authentic cadence.

examPLE 3.13: The initial sentence closes with an imperfect au-
thentic cadence at measure 8. The weaker cadence motivates a
repetition of the continuation phrase, which, after a degree of ca-
dential expansion, closes with a perfect authentic cadence on the
downbeat of measure 13. Rhythmic continuity between the two
continuation phrases is achieved by means of the triplet lead-in at
measure 8.4

Now that the concept of cadence has been somewhat
clarified, it is possible to confront an issue pertaining to the
presentation phrase of a sentence that could not be ade-
quately raised in the earlier discussion of that function.
Since many traditional theories teach that every “phrase”
must end with a cadence, we may be tempted to identify ca-
dential closure at the end of some presentation phrases.
This analytical mistake can be circumvented when we un-
derstand more clearly why a presentation, in principle,
never closes with a cadence.

The absence of a supporting cadential progression in
most presentation phrases automatically prohibits us from
identifying cadential closure in those cases. Occasionally,
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however, a presentation contains a prolongation that ends
with a root-position dominant resolving to a root-position
tonic, as in example 3.13, measures 3—4. Here, the possi-
bility of a cadence is at least suggested. But Beethoven
leaves the melodic line open at the end of the phrase, thus
helping to counteract the cadential implications given by
the harmony.

But there is no cadence at the end of this phrase, or any
other presentation, for a more fundamental reason. Inas-
much as the basic idea itself functions to begin a therme, a
repetition of that idea must also express a similar function
of beginning. Indeed, repeating an opening idea actually re-
inforces the sense of formal inidation. Conversely, to effect
thematic closure, a basic idea must be followed by different
material, a “contrasting idea,” that has the appropriate har-
monic content to express cadential function.

An analogy to natural language may help clarify the dif-
ference between a basic idea and a cadence in music. A
grammatically complete sentence (in language) must nor-
mally contain a subject followed by a predicate. Similarly, a
basic idea is a kind of “subject” for a musical sentence;
hence, a presentation phrase is analogous to a compound
subject. For example, the subject phrase “the man and his
dog” does not form a complete sentence but, rather, sets up
expectations for an ensuing predicate, such as “ran together
across the street.” Similarly, a presentation phrase by itself
does not bring about thematic closure but, instead, sets up
strong expectations for further material that will ultimately
close the theme. Thus, to continue the analogy, the “predi-
cate” of a musical sentence is fulfilled by the continuation
and cadential functions that follow the presentation.

Additional Features

Continuation=>cadential. As defined at the opening of
this chapter, the second half of the eight-measure sentence
combines continuation and cadential functions into one
four-measure phrase. The presence of two different func-
tions in a single group can more technically be termed
form-functional fusion. Fusion poses a problem of terminol-
ogy because formal units are preferably labeled according
to their primary functional expression. The decision to call
the second half of a sentence a continuation phrase reflects
the fact that in the majority of cases, continuation function
is more prominently displayed than cadential function is.
Not only does the phrase begin with continuation function,
but also the processes of fragmentation, harmonic accelera-
tion, and increased surface rhythm often carry on into the
cadential material.

In some cases, however, the cadential component vies
for equal expression with the continuation function, or even
surpasses it. Cadential function acquires this greater status
when the phrase begins directly with the cadential progres-
sion, which is then expanded to support the entire phrase.
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In more loosely organized phrase-structural contexts (such
as a subordinate theme), a phrase built on such an expanded
cadential progression (E.C.P) usually has an exclusive caden-
tial function. This cadential phrase would normally follow a
continuation phrase devoted entirely to that function. The
two functions would thus receive individual phrases of their
own.®

In an eight-measure sentence, a phrase supported by an
expanded cadential progression normally features both con-
tinuation and cadential functions, just like a standard con-
tinuation phrase. Once again, though, the form-functional
fusion in the phrase poses a problem of terminology. To call
the unit a continuation phrase fails to give sufficient weight to
its underlying cadential progression. But to call it a cadential
phrase slights the obvious continuational features so charac-
teristic of the sentence form.

Thus for this particular case, it seems reasonable (albeit
somewhat cumbersome) to indicate both functions by label-
ing the phrase in the following way: continuation=>cadential.
The symbol = stands for “becomes” and denotes a retro-
spective reinterpretation of formal function.®® In other
words, what we expect to be a continuation phrase (follow-
ing, as it does, a presentation) is understood retrospectively
to be a cadential phrase based on an expanded cadential
progression, a phrase that nevertheless contains continua-
tional characteristics.

ExAaMPLE 3.14: The theme begins with a regular four-measure
presentation featuring a statement-response repetition of the
basic idea. We now expect a continuation phrase that will likely
fragment the unit size and increase the rate of harmonic change.
These continuational traits are clearly manifest in measures 5 and
6 of the theme. Indeed, fragmentation carries on into measure 7 as
well. The motion from I to II¢ in measures 5 and 6 suggests the
presence of a cadential progression. But since this interpretation is
not fully confirmed until the arrival of the root-position dominant
in measure 7, it is only then that we can understand retrospectively
that the cadential function was actually initiated at the very start of
the phrase.*’

ExaMPLE 3.I5: The continuation function is not nearly so well ex-
pressed in this continuation=>cadential phrase, owing to the lack
of fragmentation. Instead of reducing the size of the units, mea-
sures §—6 bring a new two-measure idea, which is repeated in
measures 7~8. A sense of continuation function is nonetheless
projected by the slight increase in harmonic and surface-rhythm
activicy.*®

Modulating sentence. All the themes referred to thus far
(with the exception of ex. 3.9) close in the key in which they
begin. Occasionally, though, the continuation phrase mod-
ulates to a new, closely related key. Most often the new key
is the dominant region of the opening key, although the
mediant (“relative major”) is frequently used if the opening
key is minor. In all modulating sentences, the final cadence
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is authentic, for a half cadence is too weak to confirm a new
tonality, especially one that lacks its own tonic prolongation
associated with the presentation function.

A modulating sentence rarely stands alone as an inde-
pendent formal unit. Rather, it tends to link up with other
units to form a larger-scale theme, one that ultimately re-
turns to the original key and closes there with a perfect au-
thentic cadence. Modulating sentences thus are found most
often in the first part of small ternary or small binary forms
(see ahead ex. 7.3).%

Deviations from the Norm

The continuation phrase of the sentence frequently deviates
from its four-measure norm, and almost always so if the
presentation deviates as well. Indeed, the continuation is
likely to be altered more often than the presentation is,
whose four-measure length sets the standard against which
subsequent phrase irregularities can make their effect.’”
The following examples are typical of the ways in which a
continuation phrase departs from the norm.

Extension of continuation function. Additional units of
fragmentation and a thorough sequential progression are
typical means of extending continuation function.’!

eXxaMPLE 3.0: The expanded presentation (discussed earlier) mot-
vates an even more extended continuation. Mozart first states the
basic idea a third tme (mm. 7~9). Ordinarily, such an additional
repetition would be a part of an extended presentation, but since
the supporting harmony no longer prolongs the initial tonic (in-
troducing instead a2 modulation to the dominant region), the re-
peated idea is better seen as belonging to the continuation. The
upbeat to measure 10 brings fragmentation of the second motive of
the basic idea in a descending third sequence, which further ex-
tends the function. The theme closes with a conventional perfect
authentic cadence to confirm the new key.>

Expansion of cadential function.

EXAMPLE 3.16: The extra measure of this nine-measure theme is
created by a small expansion of the cadential progression. (Schoen-
berg speaks of similar situations as a “written-out ritardando )% A
reconstructed normative ending to this theme is shown in example
3.16b, in which the cadential progression represents the final stage
in the harmonic acceleration. (See also ex. 3.13, mm. 11-13.)%*

ExAMPLE 3.3: The second phrase of the theme stretches to six
measures, and the two “extra” measures are created by an exten-
sion of the continvation (m. 7) and an expansion of the cadence
(mm. 8-9, representing a single measure). Measures 5 and 6 of the
continuation, featuring fragmentation into one-measure units, are
regular enough. According to the model form, measure 7 would
then bring a cadential progression ending on the downbeat of
measure 8; indeed, Mozart could easily have written a “galant” ca-
dence formula, as shown in example 3.3b. Instead, the composer
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ExaMpiE 3.17 Haydn, String Quartet in B-flag, Op. 5o/1, ii, 1-6
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allows the melody to hold itself insistently on the fifth scale-degree
(ex. 3.3a, m. 7), giving the impression of even more fragmentation
(into one-beat units). At the same time, the cadential function is
delayed by means of further tonic prolongation (m. 7 to the down-
beat of m. 8). The pent-up energy created by frustrating expecta-
tions of melodic and harmonic closure is finally released in a flurry
of sixteenth notes (mm. 8-10). This three-measure cadential unit
brings a melodic descent (somewhat disguised by register transfer
and passing notes; see circled notes) over a cadential progression
expanded by means of rhythmic augmentation.
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Compression of the continuation phrase.

ExaMpLE 3.17: The continuation phrase is reduced in scope to just
two measures. Yet we can still recognize the basic functional com-
ponents of the phrase: measure 5 brings both the fragmentation
(into half-measure units) and the harmonic acceleration typical of
continuation function, and measure 6 contains the half-cadence
formula to close the theme.%
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Period

The most common tight-knit theme-type in instrumental
music of the classical style is the eight-measure period. The
period is divided into two, four-measure phrases fulfilling
antecedent and consequent functions, respectively. The an-
tecedent phrase begins with a two-measure basic idea, which
is followed by a two-measure contrasting idea leading to a
weak cadence. The consequent phrase repeats the antecedent
but alters the contrasting idea in order to create a stronger
cadence to close the therme.!

Essential to the concept of the period is the idea that a
musical unit of partial cadential closure is repeated so as to
produce a stronger cadential closure. As a result, the two
units group tightly together to form a higher-level whole, a
relatively complete structure in itself. The formal and aes-
thetic effect of antecedent—consequent repetition thus dif-
fers significantly from the repetition found within the
presentation phrase of a sentence. There, a repeated open-
ended unit (a basic idea) yields an unclosed structure that
generates powerful tendencies for continuation.

The general principle of periodic formation just de-
scribed can operate at a variety of levels within a musical
work. For example, the two parts of the small binary form
can sometimes result in a kind of antecedent—consequent
relationship. A similar situation can obtain between the two
parts of the full-movement sonata without development
form. In this book, however, I limit the concept of period to
two tight-knit theme-types—the eight-measure period
(treated here) and the sixteen-measure period (treated in
chap. 5).

ANTECEDENT PHRASE

The antecedent phrase of an eight-measure period begins
with a two-measure basic idea. All the characteristics of a
basic idea discussed in connection with the presentation of a
sentence also apply to the antecedent of a period. By itself,
a given basic idea does not indicate whether it will open a
sentence or a period.2 Which form results from a given
basic idea depends largely on the following two bars of
music. In a sentence, the basic idea is immediately repeated,
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but in a period, the basic idea is juxtaposed with a contrast-
ing idea, one that brings a weak cadence.

Contrasting idea. The contrasting idea of an antecedent
achieves its “contrast” with the basic idea most obviously by
means of melodic~motivic content. In the clearest cases,
the contrasting idea introduces motives distinctly different
from those of the basic idea.

A contrast between the two ideas of an antecedent
phrase may also be achieved, or at least supported, by sec-
ondary features such as texture, dynamics, and articulation.

exaMPLE 4.1: The arpeggiated ascent projected by the basic idea is
complemented by the scalar descent of the contrasting idea. (The
final upward leap of a third at the end of each idea, however, pro-
jects a slight sense of repetition rather than contrast.)

EXAMPLE 4.2: The motivic content of the contrasting idea is en-
tirely different with respect to durational values, harmonic pacing,
and overall melodic countour compared with that of the basic idea.
Unlike the preceding example, the antecedent phrase here ends
with the less common imperfect authentic cadence.

EXAMPLE 4.3: The basic idea is soft and legato. The very start of
the contrasting idea at measure 3 brings a sudden change to a forte
dynamic and staccato articulation.

More significantly, however, the basic idea and contrast-
ing idea differ with respect to their fundamental harmonic
organization. The basic idea is usually supported by a tonic
prolongational progression, and the contrasting idea must
close with a cadental progression. In cases in which the
contrasting idea seems to resemble the basic idea because of
shared motives, the different underlying harmonies distin-
guish one idea from the other.

EXAMPLE 4.4: The basic idea opens with a one-measure rhythmic
motive, one that Mozart used to start a number of his piano con-
certos.’ The beginning of the next idea at measure 3 brings back
this same motive, which might lead the listener to suspect that the
basic idea is being repeated in the manner of a presentation phrase.
But the motive is supported by a completely different harmonic
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progression, one that brings a half cadence to end the contrasting
idea of an antecedent phrase. The return of the motive again at
measure 5, now supported by its original harmonization, signals
the true restatement of the basic idea, which functions to initiate
the consequent phrase.

A contrasting idea often contains characteristics of con-
tinuation function, such as fragmentation, an accelerated
harmonic or surface rhythm (or both), and even a hint of
sequential harmonies.

EXAMPLE 4.5: The two-measure contrasting idea (mm. 3-4) dis-
plays most of the characteristics of a full four-measure continua-
tion phrase——fragmentation (into half-measure units), marked
harmonic acceleration, a stepwise ascending sequence, and a con-
cluding half-cadential progression.

"The notion of the contrasting idea as continuational be-
comes even more apparent when the basic idea itself is com-
posed of a one-measure motive that is imediately repeated,
in the manner of a “small presentation” The entire an-
tecedent then resembles the sentence theme-type. It is more
useful for a comprehensive theory of form, however, if we
distinguish between a sentence-like (or sentential) structure
and a genuine sentence, the latter being a specific tight-knit
theme with the characteristics described in the previous
chapter. In many cases throughout this book, we recognize
the presence of sentential characteristics without wanting to
say that the resulting structure is a sentence proper.

EXAMPLE 4.6: The entire antecendent phrase has a miniature sen-
tential design. The basic idea itself contains a one-measure state-
ment that is immediately repeated as a response, thus suggesting
presentation function. The contrasting idea (mm. 3-4) features
fragmentation, harmonic acceleration, and cadential closure, like a
continuation. It would be inappropriate, however, to consider this
four-measure unit a genuine sentence, since it does not contain
sufficient musical content to make up a full eight-measure theme.*

Weak cadential closure. A basic idea followed by a con-
trasting idea does not in itself constitute an antecedent. Es-
sential to this function is the presence of a weak cadence that
effects partial closure of the phrase. When defining an-
tecedent function, both the half cadence and the imperfect
authentic cadence can be considered weak because each
leaves unclosed some harmonic or melodic process. Of the
two, the half cadence, with its combination of harmonic and
melodic incompleteness, is decidedly weaker than the im-
perfect authentic cadence, which results in melodic incom-
pleteness alone.’ The vast majority of antecedent phrases
end with a half cadence, no doubt to magnify the sense of
cadential differentiation. The perfect authentic cadence can-
not be used to close an antecedent phrase, since this strong
cadence achieves complete harmonic and melodic closure.b
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“Stop” versus “end.” 'The notion of cadence has often
been associated with the “cessation of musical activity” For
many musicians, cadence refers to a stop in the rhythmical
motion of the phrase. To be sure, cadences in the classical
literature often occur at points where the surface rhythm
comes to a temporary halt. Bur this is not invariably so:
many cadences see the rhythmic motion continuing
through to the next formal unit, and sometimes a melodic
lead-in also helps maintain rhythmic continuity.

£XAMPLE 4.7: The end of the antecedent phrase is characterized by
a sudden increase in activity, such that the flurry of eighth-note
runs carries this momentum on through the half cadence (down-
beat of m. 7) to the beginning of the consequent at measure 9. The
phrase thus “ends” with a half cadence, but the rhythmic motion
does not “stop” with that cadence.’

Although a rhythmic stop may be associated with a given
cadence, a cessation of activity is not essential to the con-
cept of cadence. Moreover, rhythmic motion can come to a
halt at places that are clearly noncadential.

EXAMPLE 4.3: The only place where the musical motion com-
pletely stops is in the middle of measure 3, a moment that does not
project any sense of cadence. On the contrary, this point is the
most unstable moment in the phrase.

If cadence does not necessarily entail a stopping of
rhythmic activity, it nonetheless does embody the notion of
structural closure, the marking of a formal end. A rhythmic
stop and a formal end are entirely different musical phe-
nomena: although they often operate together, they are
conceptually (and perceptually) distinct.®

Nonelision of antecedent with consequent. When mea-
sure 4 of the antecedent phrase maintains rhythmic conti-
nuity all the way until measure 5, we might be tempted to
say that rather than ending with a half cadence, the an-
tecedent closes with an authentic cadence, one that elides
with the beginning of the consequent; that is, measure §
would be seen to function as both the last measure of the
antecedent and the first measure of the consequent.” Such
an interpretation, however, usually proves to be faulty. In
most cases, there are specific harmonic reasons that the be-
ginning of measure 5 cannot be considered a cadence. More
important, however, the sense of a formal “goal” in an an-
tecedent almost always precedes the sense of a new begin-
ning for the consequent. It seems that the perception of re-
peating a unit of weak closure with one of stronger closure
is obscured if the boundaries between the units are not
clear. An examination of the classical repertory reveals that
an antecedent phrase rarely, if ever, elides with a conse-
quent phrase.!?
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EXAMPLE 4.7: Because of the continuous rhythmic motion into the
downbeat of measure g, we might be tempted to hear an imperfect
authentic cadence closing the antecedent at that point. But the
bass note Bb in measure 7 is filled in with stepwise motion leading
up to the Eb in measure g, and the resulting change to the ¢ posi-
tion on the third beat of measure 8 undermines the potential for
the dominant to function as the penultimate harmony of an au-
thentic cadential progression. Instead, the dominant (in root po-
sition) on the downbeat of measure 7 must be construed as an
ultimate dominant ending a half-cadential progression. Thus ante-
cedent and consequent do not elide, despite the rhythmic continu-
ity into the latter phrase.

CONSEQUENT PHRASE

The consequent repeats and alters the antecedent so as to
achieve greater closure by means of a stronger cadence. With
few exceptions, a consequent ends with a perfect authentic
cadence, thus fully completing the harmonic and melodic
processes of the theme. If the antecedent has closed with a
half cadence, the consequent may end with an imperfect au-
thentic cadence, although this weaker form of closure rarely
occurs.!!

To create the impression of repeating the antecedent
phrase, the consequent must begin with a restatement of
the initial basic idea. The consequent then closes with a
contrasting idea leading to the cadence. The contrasting
idea of the consequent usually resembles that of the an-
tecedent, although it can also be built out of entirely new
melodic—motivic material (see ex. 4.2).

Harmonic ovganization. In most periods, the basic idea
of the consequent is supported by the same harmony as in
the antecedent— that is, most often by a firm root-position
tonic prolongation. On occasion, the basic idea of the con-
sequent is a dominant version, in relation to a tonic version
of the antecedent. The overall harmonic design of the pe-
riod thus takes on a statement-response character (ant.:

1-V, cons.: V-1).

EXAMPLE 4.8: The basic idea of measures 1—z clearly returns to
begin the consequent phrase at measure 5. But the idea’s new
harmonic support creates a dominant version, compared with
the tonic version at the beginning of the antecedent. Indeed, it
would be possible to place measures 56 directly after measures
1—2 to make a standard presentation phrase featuring a state-
ment-response repetition of the basic idea. (The unusual ca-
dential close of the antecedent phrase is explained toward the
end of this chapter.)!?

A looser harmonic expression is created when the basic
idea of the antecedent is restated sequentially in the conse-
quent, usually by being transposed up a step into the super-
tonic region.
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EXAMPLE 4.9: The consequent phrase begins by sequencing the
initial basic idea one step higher supported by 1I. This sequential
restatement of the main theme’s basic idea proves to have interest-
ing consequences later in the movement for the subordinate theme
of the exposition and that of the recapitulation, as discussed in
connection with examples 8.1 and 11.12, respectively.’?

The cadential progression of the consequent often be-
gins earlier in the phrase than in the antecedent, especially
if the latter ends with a half cadence (which is usually the
case). Since the final harmonies of both phrases normally
occupy analogous positions (e.g., downbeats of mm. 4 and
8), the penultimate dominant of the consequent must be
shifted backward in relation to the ultimate dominant of the
antecedent. In addition, the initial tonic or pre-dominant
(or both) appears earlier in the consequent than in the ante-
cedent. The contrasting idea of the consequent may even
be supported entirely by the cadential progression and thus
resemble the cadental idea closing a sentence.'* As a result
of these various alterations, the consequent phrase acquires
a more powerful cadential expression relative to the an-
tecedent, owing to not only the type of cadence but also
the greater temporal weight accorded to the cadential
progression.

EXAMPLE 4.4: The cadential progression of the antecedent begins
with the VI chord (functioning as a pre-dominant II/ V) in the sec-
ond half of measure 3. In the consequent, the pre-dominant TI6 is
shifted back to the beginning of measure 7 to accommodate the
penultimate dominant in the second half of that measure. The
contrasting idea of the consequent is thus supported entirely by an
authentic cadential progression. (See also exs. 4.6 and 4.9.)

Modulating consequent, cadential strength. Most periods
conclude in the key in which they begin. Often, however,
the consequent phrase modulates, and the theme closes
with a perfect authentic cadence in a related tonality. Like
the modulating sentence, the modulating period rarely
stands alone as an independent theme but, rather, consti-
tutes the first part of a larger thematic unit, such as a small
ternary or small binary (see ahead ex. 6.11). In such cases, it
might be asked how a subordinate-key cadence closing the
consequent phrase can be considered stronger than a home-
key cadence closing the antecedent phrase.

We can answer the question by distinguishing between
two types of pitch closure in a composition: one type in-
volves the degree of barmonic—-melodic closure achieved
within a key (or several keys), and the other type, operating
at a higher structural level, involves the degree of tonal clo-
sure exhibited by a succession of keys in relation to the
home key. The relative strength of cadences is established
on the basis of the first type of closure. When the ante-
cedent phrase ends with a weak cadence, we perceive that a
harmonic or melodic process in the home key remains some-
what open. But when the consequent phrase modulates and
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establishes a subordinate key by means of a perfect authen-
tic cadence, we perceive that full harmonic—melodic clo-
sure in that new key has been achieved. In relation to the
openness of the antecedent, the fuller closure of the conse-
quent is achieved by a stronger cadence.

As regards the tonal organization of a modulating period,
the consequent phrase is more open than the antecedent,
since the latter resides in a subordinate key. This tonal insta-
bility has important consequences for the rest of the com-
position, for the music must eventually return to the home
key (either shortly thereafter or later in the movement) to
achieve tonal closure. Such considerations of tonality, how-
ever, have no direct bearing on the strength of cadences,
whose degrees of closure relate to harmonic~melodic pro-
cesses within the various keys of the composition.

Unlike the consequent, which is free to modulate to a
related tonal region, an antecedent phrase always closes in
the same key in which it begins. (One major exception to
this rule will be discussed shortly.) If the antecedent phrase
were to modulate (and the consequent to remain entirely in
the subordinate key), then the home key, expressed only by
the tonic prolongation supporting the initial basic idea,
could not compete in prominence with the subordinate key.
Thus for the period to attain sufficient tonal stability, it
must first confirm its opening key with a cadence (albeit a
weak one) before modulating and confirming a new key
(with a stronger cadence).

DEVIATIONS FROM THE NORM

Deviations from the model period form occur frequently
throughout the classical repertory. Many of these periods
employ the same techniques of extension, expansion, and
compression discussed earlier in regard to the sentence
form. In the case of the period, however, it is useful to dis-
tinguish further whether a deviation yields a symmetrical or
an asymmetrical grouping structure, for quite different aes-
thetic effects obtain thereby. In addition to these phrase-
structural alterations, deviant periodic forms can arise be-
cause of irregular cadential formations.

Symmetrical Deviations

Like the sentence, the period is divided into two, four-
measure phrases. But even more than the sentence, the 4 +
4 grouping structure of the period suggests a symmetrical
organization, since the consequent phrase repeats the an-
tecedent rather than bringing something essentially new
(as does the continuation phrase of the sentence). For this
reason, alterations to the normative phrase lengths of the
period frequently take place in a way that maintains this
sense of equilibrium between the phrases. As a general
rule, if the antecedent is altered from its four-measure
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norm, then the consequent will be changed to restore the
sense of symmetry.!s

EXAMPLE 4.10: The ten measures of this period exhibit a symmet-
rical § + 5 grouping structure. A reconstructed normative version
(ex. 4.10b) reveals that the theme has undergone two alterations.
First, the half cadence ending the antecedent is extended by an
extra measure of dominant harmony. Second, the contrasting idea
of the consequent is expanded by an additional measure, thus es-
tablishing a symmetrical grouping structure by matching the
length of the antecedent. Moreover, this second change allows the
descending eighth-note motive of the contrasting idea to maintain
its original tonic support (mm. 3 and 8) and also permits the new
cadential melody (mm. 9—10) to correspond rhythmically to that
of the half-cadential extension (mm. 4-5). Despite the apparent
symmetry in grouping structure (5 + §), a certain asymmetrical
quality is projected by the 4 + 6 pattern as defined by the cadence
points.1

The preceding example illustrates well the difference
between extension and expansion. On the one hand, the
structural end of the antecedent’s contrasting idea, as artic-
ulated by the half cadence, occurs in its normative place—
the downbeat of measure 4. Thus the formal functions of
antecedent, contrasting idea, and cadence are fully estab-
lished by that point. Measure 5 merely stretches out these
functions in time. On the other hand, the consequent’s
contrasting idea is not fully expressed until the cadence fi-
nally arrives at measure ro. The phrase is thus lengthened
as a result of an internal expansion of its component mem-
bers, which occurs in the course of establishing the formal
functions.

The next example features a new type of phrase alter-
ation— interpolation.'’ An interpolation can be defined as
musical material that is inserted between two logically suc-
ceeding formal functions, yet seeming not to belong to ei-
ther function. An interpolation is distinguished from an ex-
tension largely through the absence of a motivic connection
between the interpolated material and its preceding func-
tion, so that this function does not appear to be stretched
out in time. (An extension, on the contrary, usually has an
intimate motivic connection with the material that it is ex-
tending.) An interpolation can easily be eliminated in order
to restore a more normative grouping structure.

EXAMPLE 4.11: The antecedent phrase is expanded to five mea-
sures by an interpolated rising eighth-note idea entering in the
second half of measure 2. (The consequent phrase is similarly ex-
panded.) This brief figure seems entirely unrelated to its preceding
basic idea, yet it also does not belong to the contrasting idea (de-
spite some obvious motivic connections). Moreover, the interpo-
lated figure does not give the impression of extending the basic
idea, which is clearly over by the beginning of measure 2. Finally,
both interpolations can easily be excised in order to create a nor-
mative eight-measure period (ex. 4.11b).

Closer examination reveals that the interpolated lines play a
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more important role in articulating formal functionality than
might originally be thought. Note, first of all, that the basic idea
has a strong cadential character: after the inital leap from E up to
G, the melody “closes down” to the tonic scale-degree while being
supported by a V-1 progression. The interpolated figure then
helps project an “opening up” of the melodic process by filling in
stepwise the E to G leap, thus reasserting the initiating character
so abruptly cut short by the end of the basic idea. The contrasting
idea brings a further stepwise ascent to the high A, at which point
the melody suddenly drops down for the half cadence. The gap left
hanging by the high A is then filled in by a short lead-in, which in-
verts the chromatic line of the earlier interpolation. Following the
restatement of the basic idea at the beginning of the consequent,
the interpolated figure restores the high A abandoned at the end of
the antecedent and continues the line, completing it up to C. The
new contrasting idea begins with C (now an octave lower) and once
more carries the stepwise ascent up to A, which then resolves back
to G before leaping down again for the final cadence. Thus, rather
than being merely incidental, the interpolations significantly partic-
ipate in important melodic processes within the theme.

A symmetrically altered period can also result from the
technique of phrase-structural compression.

EXAMPLE 4.12: Both the antecedent and consequent are com-
pressed into three-measure phrases. The antecedent begins regu-
larly enough with a two-measure basic idea, but the contrasting
idea consists of a one-measure half cadence, thus resultingina2 + 1
grouping structure for the antecedent. The basic idea begins to be
repeated at the start of the consequent, but this idea is broken off
at the end of measure 4 when the melody suddenly leaps down a
seventh from C to D. The remaining two measures then make up
a normal contrasting idea, supported harmonically by an authentic
cadential progression. The sudden change of dynamic level back to
piano at the beginning of measure 5 further supports this 1 + 2
grouping structure. The 3 + 3 symmetry at the level of the phrase
is thus complemented by a more subtle, less symmetrical 2 + 1,
1 + 2 structure at the level of the idea unit.

Asymmetrical Deviations

In the preceding examples, the consequent phrase was al-
tered to match a deviation already present in the antecedent
phrase and, in so doing, to preserve the inherent symmetry
of the form. A different aesthetic effect occurs when the an-
tecedent assumes its regular four-measure length, thus
promising a normative period, but the consequent is altered
to create an asymmetrical deviation. The asymmetry usually
arises from an expansion of the consequent, but sometimes
that function is extended when an expected perfect authen-
tic cadence fails to appear for some reason or another, and
the phrase (or portion thereof) is repeated in order to bring
true cadential closure.

EXAMPLE 4.13: The consequent phrase lasts six measures because
of the interpolation of measures 7—8. These two measures, which
belong to neither the preceding basic idea nor the following con-
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trasting idea, can easily be eliminated without disrupting the for-
mal, harmonic, or melodic syntax of the theme. Although it is not
obvious why Mozart inserted these extra measures, we can specu-
late that he wanted to achieve a greater rhythmic drive to the ca-
dence than what a single measure (m. 9) could have provided.
Moreover, the transition section immediately following this main
theme features running sixteenth notes. This rhythm is better
“prepared” by Mozart’s asymmetrical period than by a hypotheti-
cal version that eliminates measures 7 8.1

EXAMPLE 4.14: The consequent promises to end in measure 16,
but a deceptive cadence instead motivates an extension of the
phrase. The cadential idea is repeated (with an important melodic
variant, one that allows the line to reach a climax on the high A),
and the theme achieves closure with the perfect authentic cadence
at measure 20.

Irregular Closure of Antecedent Phrase

Reinterpreted balf cadence. "That an antecedent must
close with a weak cadence is fundamental to the definition
of the function. In some cases, however, this cadence ap-
pears to be irregular, yet we still want to recognize the pres-
ence of an antecedent. One common irregularity occurs
when a presumed antecedent appears to modulate to the
dominant region, closing there with a perfect authentic ca-
dence, as in example 4.8, measures 3—4. Two principles of
antecedent function are thus violated— that it close with a
weak cadence and that it not modulate. Nonetheless, when
the home key is immediately reinstituted at the beginning
of the consequent phrase, the sense of modulation is in-
stantly canceled, and we recognize instead that the an-
tecedent has closed with a reinterpreted balf cadence, as this
commonly occurring cadential formation can be termed.

EXAMPLE 4.15: The opening four-measure phrase consists of a basic
idea followed by a contrasting idea leading to a cadence. As the
opening phrase of a theme, it sounds very much like an antecedent.
Yet we also recognize that at the very surface of the harmonic activ-
ity, measure 3 brings a quick modulation to D major, the dominant
region of the home key, G. The cadential formation at the end of
the phrase is therefore a perfect authentic cadence. There is even
the sense of a brief codetta in the second and third beats of measure
4 to confirm that cadential arrival. Yet when the music returns em-
phatically to G major at the beginning of the consequent phrase, it
is easy to hear that the D-major harmony at the end of the an-
tecedent marks a reinterpreted half cadence in the home key. It
must be emphasized that the cadential formation in measures 34
of this example (as well as ex. 4.8) is literally a perfect authentic ca-
dence. Only in the broader context of antecedent—consequent
functionality does it become a reinterpreted half cadence.’

Melodic ambiguity. Another (potential) irregularity in the
cadential closure of an antecedent phrase arises in connec-
tion with the definition of an imperfect authentic cadence.
As a general rule, this type of cadence occurs when the final
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note in the melody remains open on the third scale-degree.
In cases of an ornamented melody, however, it can some-
times be difficult to say exactly which note is the “final
note” for purposes of this definition. On occasion, the last
note of the melody appears to ornament the more funda-
mental melodic line, whose final note remains open on the
third degree (see again chap. 3, n. 48).

EXAMPLE 4.16: Does the opening phrase end with a perfect or an
imperfect authentic cadence? The decision depends on which

note—the very final D or the preceding F4 on the downbeat of the
measure—Is taken as the true structural end of the melody. Since
an opening four-measure phrase of a theme does not normally end
with full harmonic and melodic closure, we are inclined to believe
that this phrase is an antecedent ending with an imperfect authen-
tic cadence. When we perceive that the next phrase is a genuine
consequent, closing unambiguously with a perfect authentic ca-
dence, our initial hypothesis of a period design is confirmed.
The final D of the antecedent is thus understood to be an em-
bellishment (a “chordal skip”) of the more fundamental melodic
note, F4.20
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Hybrid Themes and

Compound Themes

The sentence and period are presented by Schoenberg and
his followers as fundamentally opposing theme-types. In-
deed, Ratz regards the two forms as distinct not only struc-
turally but also aesthetically:

In the case of the period we have a symmetrical structure that
has a certain “repose in itself” owing to the balance of its two
halves, which are more or less equal. . . . The eight-measure sen-
tence, however, contains a certain forward-striving character be-
cause of the increased activity and compression in its continuation
phrase, making it fundamentally different in construction from the
symmetrical organization of the period.!

This distinction between two fundamental theme-types
notwithstanding, the actual compositional practice is con-
siderably more complex.? Many themes are difficult to clas-
sify within the sentence/period model. To be sure, some
bear little relation to either form;* however, a sizable num-
ber combine features of both types. These latter themes
have received little theoretical discussion. At best, someone
familiar with Schoenberg’s ideas might observe that a given
theme is “more like a sentence than a period” (or vice versa)
but could not describe precisely how the theme fits into a
theoretical framework consisting exclusively of two funda-
mental types.

This chapter develops more fully the idea that an indi-
vidual theme can exhibit both sentential and periodic char-
acteristics. The first part treats simple, eight-measure bybrid
themes, as these mixed forms can be termed. The second
part discusses the sixteen-measure period and the sixteen-
measure sentence; these compound themnes are dealt with here
because they also typically combine form-functional traits
of the sentence and period.

HYBRID THEMES

A hybrid theme, like a sentence or period, is normally con-
structed as an eight-measure unit divided into two phrases of
four measures each. Four categories of hybrids can be iden-
tified based on the internal organization of these phrases.
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Hybrid 1: antecedent + continuation. Many hybrid
themes begin like a period but end like a sentence; that is,
they are composed of a four-measure antecedent followed
by a four-measure continuation.

exaMmPLE 5.1: The first phrase is a standard antecedent—a two-
measure basic idea followed by a contrasting idea ending with a
half cadence. The second phrase begins with new material and
modulates to the dominant region. Since the basic idea does not
return, the phrase cannot be considered a consequent. Rather, the
phrase projects the most typical feature of continuation function—
namely, fragmentation of the preceding two-measure ideas into

one-measure units.*

If the second phrase of hybrid type 1 does not feature
fragmentation, then the sense of continuation is somewhat
weakened. Such cases, however, usually bring a perceptible
increase in the rate of harmonic change so that the continu-
adon function is sufficiently expressed.

EXAMPLE §.2: Following a normal antecedent, the second phrase
brings a new two-measure idea at measure 5 and closes with a sim-
ple cadential figure. This second phrase cannot be considered a
consequent because the opening basic idea is not restated. Due to
the lack of fragmentation, the phrase is not obviously continua-
tional. Yet that function is nonetheless expressed by an increased
harmonic rhythm and a considerably more active bass line (in
comparison to the antecedent).

In the examples just discussed, the first phrase can be
considered a genuine antecedent, despite its not being
tollowed by a consequent. Although the pair antecedent/
consequent creates a logical succession, the two functions
need not be linked together in all formal situations, and
their mutual presence is not a necessary condition for their
individual expression. The same independence holds for
presentation and continuation phrases as well. Intrathe-
matic functions in general need not be confined to the stan-
dard theme-types with which they are conventionally as-
sociated (i.e., period, sentence). Not all combinations of
phrases make up a syntactical arrangement of functions,
however: a consequent followed by a presentation, for ex-
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ample, would be functionally illogical. The hybrid type
antecedent + continuation, on the contrary, is entirely logi-
cal, because an initiating function (antecedent) is followed
by medial and concluding functions (continuation and ca-~
dential, fused into a single continuation phrase). The other
hybrid types also conform to this logical arrangement of
general form-functional elements.

Hybrid 2: antecedent + cadential. A second hybrid type
features an antecedent followed by a phrase built exclu-
sively on an expanded cadential progression. In the context
of a sentence, this latter phrase is termed continuation=
cadential because we expect a presentation to lead to a con-
tinuation and because the phrase usually does contain traits
of this function. But in the context of an implied period, as
suggested by an initial antecedent, the situation is differ-
ent: not only do we not expect an ensuing continuation,
but the phrase supported by the expanded cadential pro-
gression often displays few, if any, continuational charac-
teristics. Thus following an antecedent, the second phrase
of this hybrid type can be considered exclusively cadential
in function.

ExAMPLE §.3: The first phrase is a regular antecedent closing with
a half cadence in measure 4. The next phrase brings new material
built over an expanded cadential progression. Since the music con-
tinues to group itself into two-measure units, like the antecedent,
there is no sense of fragmentation; neither is there any acceleration
of harmonic rhythm. (In fact, the harmonies slow down some-
what.) Due to the lack of any continuational features, the phrase is
best labeled cadential.

ExAMPLE §.4: The antecedent phrase itself is sentential: the basic
idea is made up of two, one-measure motives (like a miniature pre-
sentation), and the contrasting idea has manifest continuational
traits. The following phrase is exclusively cadential, for it does not
suggest a continuation function in the least: the new two-measure
melody projects no sense of fragmentation, and the rate of har-
monic change diminishes considerably.’

Hybrid 3: componund basic idea + continuation. By defin-
ition, an antecedent contains a basic idea followed by a con-
trasting idea leading to a weak cadence. If a cadence does
not appear at the end of the phrase, then an essential com-
ponent of antecedent function has been lost. What is the
function of such a phrase? Inasmuch as the lack of cadential
closure creates a sense of open-endedness, the phrase takes
on the character and function of a higher-level basic idea.
Thus the term compound basic idea can be applied to a phrase
consisting of a simple basic idea and a contrasting idea that
does not close with a cadence.b By virtue of its melodic—
motivic content, a compound basic idea resembles an an-
tecedent. In light of its underlying harmony, which is usually
(but not always) tonic prolongational, a compound basic idea
resembles a presentation. Thus the four-measure phrase it-
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self represents a hybrid of antecedent and presentation
functions.

EXAMPLE §.5: At first glance, the opening phrase might seem to be
a regular antecedent: a basic idea is followed by a contrasting idea
ending with a dominant triad in measure 4. But since that domi-
nant first appears in measure 3 to support the entire contrasting
idea, we cannot identify a specific progression to create a half ca-
dence in the final measure of the phrase. Indeed, the phrase con-
tains a single I-V7 tonic prolongation. Because of the lack of ca-
dence, the opening phrase must be defined as a compound basic
idea. The following phrase is a typical continuation featuring frag-
mentation and harmonic acceleration and closing with a perfect
authentic cadence.’

If the phrase following a compound basic idea is built
over an expanded cadential progression, then its function
may be simply cadential or, more often, continuation=
cadential (the latter being appropriate if the phrase contains
continuational characteristics).

EXAMPLE 5.6: The first phrase is a compound basic idea because
the underlying tonic pedal destroys any potential for cadential clo-
sure. The following phrase has an expanded cadential progression
at its basis. Since it also features marked acceleration in harmonic
rhythm, the phrase is best labeled continuation=scadential. (The
final cadence is most likely an imperfect authentic cadence, the
final C being an “overhang”; see chap. 3, n. 48).8

Hybrid 4: compound basic idea + comsequent. In this
fourth, and final, category of hybrid themes, a compound
basic idea is followed by a consequent rather than a contin-
uation, as in the previous category. Thus, the opening basic
idea returns in measures § and 6, and the theme ends with a
perfect authentic cadence. Hybrids of this type differ from
periods in only one respect: they lack the weak cadence in
the fourth measure of the theme.

£xaMPLE §.7: The first phrase is a compound basic idea; the ab-
sence of any harmonic motion into measure 24 prohibits us from
recognizing any cadence there. The second phrase brings back the
initial basic idea (now supported by dominant harmony), and the
subsequent contrasting idea brings an emphatic perfect authentic
cadence to close the theme.’

When a compound basic idea is supported by a tonic
prolongational progression, as is usually the case, the har-
monic organization of the phrase resembles a presentation.
As discussed in chapter 3, the tonic prolongation of a pre-
sentation may not reach completion until after the continu-
ation has begun (see ex. 3.4). The same situation may occur
in connection with a compound basic idea and its following
phrase (be it a continuation or a consequent).

£xAMPLE §.8: The contrasting idea of the compound basic idea is
supported by II, which continues con into the following phrase
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sentence hybrid 3

pres. + cont, c.b.i. + cont.

hybrid 1

ant. + cont.

hybrid 2 hybrid 4 period

ant. + cad. c.b.i. + cons. ant. -+ cons.

FIGURE 5.1 Relation of the hybrids to the sentence and the period.

until the arrival of V7-1 in measures 6—7. Thus a single tonic pro-
longation underlies the first seven measures of the theme, which
then closes with a simple cadential progression. (The absence of
pre-dominant in this cadential progression is due not only to lack
of space but also to the earlier prominence of supertonic harmony
in measures 3—~5.)

The second phrase has a consequent function, as marked by the
return of the basic idea. Note, however, that the increased har-
monic activity in this phrase imparts a degree of continuational ex-
pression as well. Indeed, the consequent phrase in this hybrid cate-
gory frequently accelerates the harmonic rhythm in comparison to
the preceding compound basic idea, whose tonic prolongation
generally brings a relatively slow rate of harmonic change.

Additional issues. Inasmuch as hybrid themes combine
functional elements from both the sentence and period, it is
possible to situate the four hybrid categories within a spec-
trum of formal possibilities, where the sentence and period
occupy the two extreme positions (see figure 5.1). Hybrid 3
(compound basic idea + continuation) is very much like a
sentence, except that the basic idea is not repeated. Hybrid
4 (compound basic idea + consequent) closely resembles a
period. Hybrid 1 (antecedent + continuation) contains as-
pects of the sentence and period in equal measure, and hy-
brid 2 (antecedent + cadential) is somewhat more periodic,
since continuational traits are missing.

Of the logically possible ways in which the various
phrases of the sentence and period can be combined to
make a hybrid, one pattern is conspicuously absent—a theme
that begins with a presentation and ends with a consequent.
As shown in figure 5.2, such an arrangement of phrases
brings a threefold statement of the basic idea. The resulting
redundancy of material within an excessive tonic prolonga-
tion likely explains why this potential type of hybrid seldom
occurs in the repertory.

At this point we might inquire why hybrid themes ap-
pear regularly throughout classical compositions. An ob-
vious answer, of course, is that they offer more options
beyond the sentence or period for shaping a logically satis-
fying theme. But they also offer something more: the latent
ambiguity of a hybrid—is it more like a sentence or more

like a period?-—renders it especially suitable for assimilating
itself to a higher-level unit of more conventional thematic
design, such as the sixteen-measure period, the small
ternary, or the small binary. To be sure, some hybrids stand
entirely alone, although most form part of a larger thematic
whole.10

Aside from the general sense of structural ambiguity la-
tent in all hybrid themes, a more specific technical feature
in the first three categories of hybrids helps explain their
tendency to be used in larger forms. With the exception of
hybrid 4 (compound basic idea + consequent), the basic
idea of a hybrid is stated only once in the theme. This situa-
tion is different from both the sentence and the period, in
which the basic idea appears twice, either immediately re-
peated (as in the sentence) or following an intervening con-
trasting idea (as in the period). Such hybrid themes are thus
useful in certain larger-scale contexts when it is desirable
that the basic idea not reappear within the eight-measare
scope of the theme. One such formal context involves the
sixteen-measure period, a compound theme to be consid-
ered next.!!

Hybrid themes containing a single statement of the basic
idea are also useful as the first section of a small ternary or
small binary when that section modulates to a related re-
gion (usually the dominant). In such cases, a hybrid can
often be more effective than a period in consolidating the
sense of the new key. With the period, the consequent
phrase usually brings tonic harmony of the home key in
measures § and 6 of the theme in order to support the re-
stated basic idea. As a result, there is little room left in the
eight-measure span of the theme for the modulation to take
place. In the case of a hybrid, however, the use of a continu-
ation (or cadential) phrase provides more space in which to
effect the change of key.

COMPOUND THEMES

The simple sentence and period are defined as normative
eight-measure themes whose constituent phrases may be

presentation

consequent

' basic idea e basic idea (repeated)
(1 @

basiz:ai)dea contrasting idea

FIGURE §.2 Uncommon hybrid type— presentation + consequent.



exAMPLE 5.9 Beethoven, Piano Concerto No. 2 in B-flat, Op. 19, iii, 1~17

Antecedent
presentation continuation

Molto
allegra

Consequent
presentation continuation

EXAMPLE §.10 Beethoven, Piano Sonata in C Minor, Op. 10/1, ii, 116

Antecedent Consequent
presentation continuation (lead-in) presentation
b.i.
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shortened or lengthened by standard alteration techniques
(extension, expansion, compression, and interpolation).
More complex versions of these two forms appear regularly
in the classical repertory. Such compound themes are defined
as structures containing sixteen real measures.!2 The com-
pound sixteen-measure period consists of an eight-measure
antecedent followed by an eight-measure consequent; the
compound sixteen-measure sentence consists of an eight-
measure presentation followed by an eight-measure contin-
uation (fusing continuation and cadential functions).!* Like
simple eight-measure themes, the length of a compound
theme may be altered by extension, compression, and so

forth.

Sixteen-Measure Period

The sixteen-measure period is constructed out of two
eight-measure themes. The first theme (built as either a
simple sentence or a hybrid) acquires an antecedent func-
tion by closing with a weak cadence, normally a half ca-
dence but also possibly an imperfect authentic cadence.!*
The second theme (also a sentence or a hybrid) becomes a
consequent by repeating the first theme but concluding
with the stronger perfect authentic cadence. Thus the es-
sential features of repetition and cadence that define an-
tecedent and consequent functions for the eight-measure
period apply to the sixteen-measure period as well.l’

The major difference between simple and compound pe-
riods lies in the internal organization of the antecedent and
consequent units. In the eight-measure period, the four-
measure antecedent (and consequent) phrase is built out of
a two-measure basic idea and a two-measure contrasting
idea. In the sixteen-measure period, the corresponding
“ideas” of the large antecedent (and consequent) are four-
measure phrases, some of which are themselves composed of
simple basic or contrasting ideas. The phrase functions
making up the large antecedent and consequent units are
drawn from those associated with simple themes. The first
half of each unit can be built as a presentation, antecedent,
or compound basic idea, and the second half is most always
a continuation (or else a continuation=scadential). A four-
measure consequent is not normally found within a sixteen-
measure period.!

Most sixteen-measure periods can be assigned to one of
three categories on the basis of these phrase combinations.
Since the eight-measure antecedent is repeated in the sub-
sequent consequent, the following categories are labeled
with reference to the organization of the antecedent alone.

Antecedent = presentation + continuation. A compound
period from this category is made up of two eight-measure
sentences: the first sentence ends with a weak cadence, and
the second, a repetition of the first, ends with a perfect au-
thentic cadence. This type of compound period represents
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the full-fledged development of the simple period whose
four-measure antecedent has a minjature sentential design
(see ex. 4.6).

EXAMPLE 5.0: Both the antecedent and consequent units display
the main characteristics of the sentence: a presentation with state-
ment—response repetition; a continuation with fragmentation,
harmonic acceleration, model-sequence technique; and a con-
cluding cadence (slightly expanded in the consequent to permit the
final tonic to appear on a metrically strong beat).!”

Like the simple sentence, the phrase following the pre-
sentation may be based on an expanded cadential progres-
sion and thus acquire continuation=>cadential function.

EXAMPLE §.10: The antecedent unit contains regular presentation
and continuation phrases. The consequent restates the original
presentation but alters the expected continuation so as to be sup-
ported by a single expanded cadential progression; hence the
phrase is appropriately labeled continuation=> cadential. Such ca-
dentijal expansion, lasting an entire phrase in the context of a com-
pound period, is analogous to a cadential progression that sup-
ports the complete two-measure contrasting idea in a simple
period.

This example illustrates another aspect of periodic structure,
which was examined earlier in connection with the simple pe-
riod-—namely, the tendency for the cadential progression of the
consequent to be more expanded than that of the antecedent.
Here, the antecedent closes with a brief half-cadential progression
from the very end of measure 7 to measure 8; the consequent ex-
pands the progression to four measures (mm. 13-16). (In retro-
spect, we can observe that the continuation of the large-scale
antecedent also begins with a potential expanded cadential pro-
gression in measures §-6, one that is abandoned with the move to

¢ in the middle of measure 7.)!8

Antecedent = compound basic idea + continuation. In
this category, the large antecedent (and consequent) is con-
structed as a hybrid theme of type 3 (compound basic idea
+ continuation). The term compound basic idea gains in
appropriateness more in the context of compound themes
than in the simple hybrids, where it was first introduced.
A four-measure compound basic idea occupies the same hi-
erarchical position in a sixteen-measure period as a two-
measure basic idea does in an eight-measure period.

EXAMPLE §.11: Traditional theory would perhaps identify a “pla-
gal” cadence at the end of the first phrase. But the subdominant in
measure 4 simply embellishes the tonic prolongation that supports
the compound basic idea. Just as the two contrasting ideas in a
simple period need not contain the same material, so may the two
continuation phrases in a sixteen-measure period also exhibit di-
verse melodic~motivic content, as in this example.!?

EXAMPLE 5.12: The second phrase of the antecedent (mm. 7-10)
has continuation=cadential function: the expanded cadential pro-
gression brings a manifest harmonic acceleration in relation to the



EXAMPLE §.11 Mozart, Piano Concerto in A, K. 488, i, 1~16

Antecedent
compound basic idea continuation
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Consequent
compound basic idea continuation
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EXAMPLE §.13 Beethoven, Piano Sonata in A-flat, Op. 26, i, 1~16

Antecedent
antecedent
b.i. ci.

continuation

frag.

r 1 - 1or

Andante con ~
Variazioni . ~~

cresc. #‘ —
‘' I \'%
Consequent
antecedent continuation

e (¢ v& vi 10 VI vii7 1 v
[ fic]

tonic pedal of the compound basic idea (mm. 3~6). The sudden
flurry of sixteenth notes at measure 7 also adds continuational
character to the phrase.

The consequent is significantly altered in relation to the an-
tecedent, especially with respect to harmonic organization. The
last beat of measure 12 initiates a move away from the tonic pedal
of the basic idea. The new contrasting idea is then supported by a
variety of pre-dominant harmonies. The dominant finally arrives
at measure 15 and is prolonged (with the help of neighboring
chords in m. 16) until the final tonic of the perfect authentic ca-
dence. A large expanded cadential progression is thus created, be-
ginning with V¥V (as the initial tonic) and continuing for the re-
maining six measures of the theme.

Because of the underlying harmony, cadential function in the
consequent must be seen to begin in measure 13, but a definite
continuational quality is expressed at this point as well, since com-
pared with the static tonic pedal of the basic idea, the bass line in
measures I3-—I4 projects a significant increase in rhythmic activity.
The consequent phrase thus consists of a two-measure basic idea
followed by a six-measure continuation=cadential phrase. This
formal arrangement is markedly different, of course, from that of
the antecedent. Nevertheless, from the point of view of melodic
organization, we still recognize formal remnants of the earlier sec-
tion: measures 11—14 clearly suggest a compound basic idea, and
the sixteenth-note flurry in measure 15 corresponds to the analo-
gous moment in the antecedent (m. 7).

This theme presents an interesting variant on the technique of
expanding the cadential function in the consequent relative to the
antecedent (as discussed in connection with ex. 5.10). Since the an-
tecedent already featured an expanded cadential progression of
four measures, the cadential progression of the consequent is even
further expanded to six measures. To accommodate this greater ex-
pansion within the eight-measure norm, Haydn uses the contrast-
ing idea of what would have been a compound basic idea as the
starting point of the continuation=scadential phrase.?0

Antecedent = antecedent + continuation.
features hybrid type 1 as the basis of both antecedent and
consequent units.

This category

ExaMPLE §.13: This passage illustrates well the model form. The
initial four-measure antecedent is followed by a continuation fea-
turing fragmentation into two-beat units (which develop the up-
ward fourth leap at the beginning of the basic idea), a marked ac-
celeration of the harmony, and a second half cadence to close the
eight-measure antecedent. The return of the basic idea is saved for
measures 9—I0 to signal the large-scale consequent.?!

The use of a four-measure antecedent as the first part of
an eight-measure antecedent implies the idea of a “period
within a period” or a “double period” (see n. 15). However,
the appearance of a continuation instead of a consequent
undermines genuine periodic expression at the lower level.
Indeed, the classical composers rarely use a simple period to
build the antecedent and consequent units of a compound
period.?? Their avoidance of such a double period has a log-
ical aesthetic explanation: the return of the basic idea in
measures 9—10 of the theme (required for marking the
higher-level consequent) would be preempted, and hence
spoiled in its effect, if the basic idea were to reappear in
measures §—6 in order to project a lower-level consequent.
For the same reason, hybrid type 4 (compound basic idea +
consequent) is not used in a sixteen-measure period because
the appearance of the basic idea to signal the lower-level
consequent would poorly anticipate the higher-level con-
sequent. This problem is circumvented if the large ante-
cedent is built as a sentence or as hybrid types 1 or 3. In the
case of the sentence, the basic idea is immediately repeated,
but it does not return until the beginning of the higher-



EXAMPLE §.14 Haydn, Symphony No. 93 in D, iv, 1-16
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level consequent. With either of the hybrids, the basic idea
appears in the larger antecedent just once and returns only
in measures 9—10 of the compound theme.??

At first glance, some themes in the repertory seem to vi-
olate the general principle just enunciated, inasmuch as
measures 5—6 bring melodic—motivic material resembling
the basic idea, thus suggesting a lower-level consequent.
But a closer look at this “basic idea” reveals that it is sup-
ported by different harmonies and that it returns with its
original harmonic support only in measure 9, which marks
the beginning of the higher-level consequent.

EXAMPLE §.14: The theme opens with a compound basic idea built
over a tonic pedal. The next phrase appears to bring back the basic
idea in the manner of a consequent, but the supporting harmonies,
which are entirely different from those of the opening basic idea,
accelerate the harmonic rhythm and thus suggest a continuation
function. A more exact restatement of the basic idea in measures
9—10, with its initial harmonization, signals the real consequent of
this theme. The last phrase (mm. 13—-16) brings an unambiguous
continuation expressed foremost by fragmentation.?*

Sixteen-Measure Sentence

Model form. The model sixteen-measure sentence consists
of an eight-measure presentation followed by an eight-
measure continuation. The presentation contains a com-
pound basic idea and its immediate repetition, both sup-
ported by a tonic prolongational progression.?’ The con-
tinuation is characterized by fragmentation, harmonic
acceleration, sequential harmonies, or increased surface
rhythm. The cadential progression is usually expanded to
support the final four-measure phrase. The sixteen-measure
sentence most often closes with a perfect authentic cadence;
a concluding half cadence is rare (but see ex. §.18, discussed
shortly in the next section).

EXAMPLE §.15: The presentation features statement—response
repetition of a compound basic idea. The continuation develops
the second motive (“x”) from the initial two-measure basic idea in
the context of phrase-structural fragmentation and harmonic ac-
celeration. (‘The opening motive from the basic idea is also pre-
sent in the bass voice.) Although the underlying harmony of the
continuation is quite functional, I-IV-V-I¢, the use of substitute
chords (VI and bIT) and the choice of bass notes on the downbeats
of each measure strongly suggest a descending third sequential
progression.?%
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Compressed continuation. Whereas it is in the narare of
the period to maintain a balance between its antecedent
and consequent functions, the sentence, with its forward-
striving character, has less need to preserve a symmetrical
phrase structure. In particular, the formal functions of con-
tinuation and cadence can often be fully expressed in fewer
than the eight measures offered by the model form. Thus,
man