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The Binary Model

Just as our understanding of variation, rondo, and even the ternary forms
is dependent on our knowledge of binary form, so too will our under-
standing of sonata form. Recall that binary form is predicated on two mu-
sical forces: a two-part harmonic structure and a flexible melodic structure
(two-part in the case of simple binary and three-part in the case of round ed).
Of the two melodic possibilities seen in binary forms, the return structure
of rounded binary form is generally considered the primary model for sonata
form. The three-part thematic structure and two-part harmonic structure (in
which the first section extends past the double bar to the interruption) found
in the rounded continuous form is summarized in Example 30.1.

Rounded Continuous Binary Form

thematic design: A digression Al

II I 1

tonal structure: | |

major: I—— V —s digression — V| T—— Vs
minor: I —— [T — digression — Vo T—s VT

Balanced binary form, in which the closing of the A section returns in
A, also figures strongly in the rise of sonata. In fact, the sonata principle
stems from the balanced aspect of stating a musical passage in a nontonic
key, and then restating it later in the tonic.

Senata form may be seen as arising from the merging of rounded ad
balanced binary forms. From rounded continuous binary form, composdrs
draw the three-part melodic structure of A—digression—A’, which dictates
the framework of the entire sonata form’s exposition, development, and re-
capitulation, in which exposition and recapitulation correspond to A and
A’ and the development corresponds to the digression. In fact, even the tell-
tale repeat signs that characterize most binary forms are retained in the
sonata: [: exposition :: development-recapitulation :|. From continuous
rounded binary form, the modulatory schemes of I-V (in major) and i-III
(In minor) are retained in sonata form.

From balanced continuous binary form, sonata form borrows and sig-
nificantly expands the arrival harmony in each reprise, often with the ad-
dition of a new theme. Thus, the new tonal area at the end of the a
section/exposition is often accompanied by a new theme, as is the transpo-
sition of this material to tonic in the A’ section/recapitulation. The critical
idea is that material presented in a nontonic key in the expositioh generally
returns in the tonic in the recapitulation. Tn Example 30.2 is a skeletal out-
line of sonata form, flanked above and below by outlines of rounded con-
tinuous and balanced continuous binary forms. Arrows show the specific
contributions of each binarv tvne to fashinnino the canaia farm
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M. A ?HHU HL . m 02 and STA. Does “second theme” mean the contrasting theme that appears at
the new key, or does it refer to the second melodic idea heard in tonic? To

: . avoid this ambiguity, we will label each th i i
e = \ . ' ch theme in a way such that the num-
o MMMW%& 1 ® D @ @ @ @ y vm_..H or m.%m_m,:mﬁmm its tonal area location (first or second) and a letter a—z
i A ) = : indicates its order. For example, given three themes in the FTA and two in
: = iS00 i s il STA, you would label them as 1a, 1b, Ic, 2a, and 2b respectively.

| _ . Listen to the small sonata movement by Beethoven in Example 30.3 and see
mwamﬁ_MOZ UmﬂmwO@ngﬁ%mﬂ?mﬁ_cfwdoz if you can label the five subsections. Be aware that you will encounter passages

that seem not to belong to any one of the five sections. For now, we'll ignore

; ¥ ¥ Y
. those passages. Keep the following questions in mind as
) . . you proceed:
- me_.m.ﬁ& | — FTA p . 1. What is the large-scale tonal progression? Does it %o:moﬁs to our
e I sac o e : models of binary form? If not, what are the differences?
of sonata L o e |

EXAMPLE 303 Beethoven, Piano Sonata no. 19 in G minor, op. 49
|+ no. 1, Andante :

mOHﬂm‘.ﬂm HunUn:U—m s - e T e P e s Sty m\

i
C. Balanced
continuous I @\\l.l 6 M e |
binary I N v

Sonata Principle
(material not in tonic goes to tonic)

Notice that in Example 30.2B, both exposition and recapitulation are divided
into two sections that are defined by harmony. In the first tonal area (FTA),
material is presented in the tonic key, and in the second tonal area (STA),
material is presented in the contrasting key (V in major or Il in minor). No-
tice that the STA in the recapitulation is the point at which material pre-
sented initially in the contrasting key is transposed to tonic. The FTA is de-
pendent on rounded binary characteristics, (as shown by boxes migrating
down from the rounded continuous binary diagram) while the STA is de-
pendent on balanced binary characteristics, (as shown by circles migrating
up from the balanced continuous binary diagram). Thus, the five subsec-
tions of a sonata form are articulated and governed by harmony.
Sometimes, the FTA and STA are referred to as “first themes” and “sec-
ond themes” or “primary themes” and “secondary themes.” The use of the
term “theme” to define what is actually a “tonal area” is confusing and im-
plies that melodic and thematic aspects of sonata form are more important
than the harmonic elements, which are the driving force for sonata form.
(This point is supported by the fact that Haydn often recycled the opening
theme in the second tonal area, but he never recycled the opening tonal area
in the second part of the exposition.) These terms also lead to confusion in
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Beethoven’s movement does indeed blend and mx_ums.& aspects mum
rounded and balanced binary forms. The exposition opens .EEA an FTA in
G minor. The STA begins in m. 16 in III (B> major), which is mxwmnnwmﬂ and
closes the exposition in m. 33, The development begins in Ill, but B> imme-
diately becomes V/VI (B). We secure VI by m. m,.m and that key continues
until m. 48, at which point a tonally unstable section begins. The moE.E.mE
is landed on in m. 54 and expanded by a pedal until m. 63. H?m. nmnm?.z:m.
tion begins in m. 64 with a restatement of the FTA tune, again in G minor.
The STA tune, now transposed to the tonic (G minor), begins in m. 80, and
the rest of the movement remains in G minor. Al ;

The diagram in Example 30.4 reveals why only the mxwuolmﬁob is repeated:
the development and recapitulation .ﬂomm%ma. are over twice as Eb..w as mwm
exposition, and Besthoven achieves a proportional balance by repeating only
the A section.

Tm.: 16 34 : .
three-part |: exposition || development recapitulation||
thematic FTA STA FTA mﬂ>
design: la 2a DA 2a la a
(m. 34) (m. 39) (m. 47) .
two-part tonal i 11 VI A% i
structure: i
| part 1 | | part2

Now that we have determined the large-scale tonal and formal sections
in Beethoven’s movement, let’s return to those passages that we have not
examined. Between the FTA and the STA (mm. @.Lmv is a passage that be-
gins identically to the opening of the piece, and given that it follows a half
cadence, we might expect this to be a nonmm@cma.wg.mmm Emﬁ makes a pe-
riod. Instead, the repetition of the opening phrase is mﬁm_,ma in m. 13 to pre-
pare the motion to III (B%) by its dominant in m. 15. Hgm. seven-measure con-
sequent phrase that leads to the STA is called a transition (Tx). d._mwm.m.ﬂmw
two types of transitions: those that begin with a restatement of the q.:cm
theme, like this example, are called dependent transitions (DTr), .mb& those
that use new material are called independent transitions A.E,Hv. m&...@. type
helps to modulate to the STA and may close in the new tonic or on its dom-
inant, reserving the statement of the tonic for the opening of the m,ﬁ.w. !

Although the melodic material in the STA (in 1I1) mo.E.am contrasting, its
melodic contour bears a subtle resemblance to the opening m.pmﬂm,. the open-
ing motive of a rising sixth and falling third expands Mo a rising seventh and
falling tritone. Notice that the descent from BEP to At is U&mmﬁmg by an as-
cent from B to FS (mm. 16-17). The contrasting tune of the STA ends with
a PAC (in ITI) in m. 29. The following cadential section, 25@: closes the ex-
nasition. is called the closing section (Cl). The closing section follows the
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appearance of contrasting thematic material in the STA and a conclusive ca-
dence of that material. Because the closing section’s purpose is to reinforce
the new key, it usually contains multiple cadential figures that are cast in
two or more subsections that may even contain new thematic material, As
such, the closing section is often longer than the STA’s thematic section,
which may occupy eight or even fewer measures. A double bar (with repeat
signs) usually marks the end of the exposition, just as it marks the close of
the A section in a binary form. Thus, the exposition contains the following
subsections: FTA-transition-STA—closing.

The development is usually the freest section in a sonata form and is
analogous to the digression in a binary form. Material presented in the ex-
position is transformed, although composers are free to spread their wings
and introduce one or more new themes, explore new and often remote har-
monic areas, and develop thematic and motivic material through transfor-
mations that include thematic fragmentation and sequence. Given the im-
provisatory character of the development, there is often a complete absence
of regular phrasing and periodicity. Thus, developments are often the most
complex and dramatic sections of the movement. Underneath the chaotic
surface, however, lies a logical unfolding of tonal and melodic events that
imbue the form with a sense of coherence,

Beethoven begins his development with a variation of the theme from
the STA, followed by a new melody in B major (V1) that enters in m. 38 (la-
beled “x” in Ex. 30.4). The melody from the closing section enters in m. 46,
ushering in a tonally unstable section that drives to the dominant and the
interruption in m. 54. The retransition is the area in which the dominant
prepares the return of the tonic. In major-mode sonata forms, the dominant
would be secured much earlier, in the STA, and from that point is implic-
itly prolonged through the development and explicitly restated at the re-
transition, which expands the dominant and moves to the interruption that
immediately precedes the recapitulation.

Almost always, the recapitulation repeats many events of the exposition,
but it contains crucial changes, the most important of which is that not only
the FTA's material but also that of the STA and closing section is stated in
the tonic. Given the appearance of thematic and closing material in the tonic,
we can see how the recapitulation expands and combines attributes of
rounded and balanced forms. Specifically, the return of the FTA corresponds
to the A’ section of a rounded binary form, and the return of the STA cor-
responds to the balanced binary form, in which the closing part of the A sec-
tion reappears in the A’ section in the tonic. Composers often alter the re-
capitulation by compressing thematic material from the FTA, introducing
brief tonicizations using modal mixture, or even reversing the order of
themes from the exposition’s FTA and STA. Thus, even though the transi-
tion reappears in the recapitulation (albeit rewritten), it no longer functions
as a transition, because the STA remains in the tonic. Beethoven's recapitu-
lation (mm. 64£f) begins identically to the A section. Notice that the HC that
originally moved to Il in the exposition is transposed so that it is a HC in
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the tonic (m. 79). Because there is no key change between the FTA and STA

in the recapitulation there is no need for a functioning transition. After the tween sections plays havoc with attempts to define a first theme and a sec-

transition, the STA tune recurs in the tonic, exactly as expected. ond theme, but, as you will see, it poses no problem to our analytical label-
Although the movement could have ended in m. 97, Beethoven instead ! ing system,

concludes the movement with cadential material from the STA in a coda.
Codas occur at the very end of the closing section in either or both the ex-
position and the recapitulation. They are optional, as the name implies (in
English, “tail” or “appendage”). They serve to confirm the tonic and often A FTA
to incorporate material from the FTA or STA. Material is often stated over i

a pedal point, which creates a strong cadential feeling. Finally, codas often Allegro I =
emphasize the subdominant, which provides a large plagal motion that ex- 04 - = B =
tends the prevailing tonic. , Violino Ao P : = £

0

called a monothematic sonata form, The lack of thematic differentiation be-

L
T
e

Thus, sonata form is an expanded structure that appropriates features
from both the rounded and the balanced binary forms in a three-part design
whose sections are conventionally termed exposition, development, and re- f
capitulation. Harmonically, sonata form in the Classical period is an expan- .JJH.
sion of the binary’s large-scale two-part tonal structure. The first tonal mo- | Viola i dly—y !
tion (I to V in major) is incomplete: tonic begins the exposition and gives “
way to the dominant in the STA (in minor keys, 11T is often the first tonal
goal, as we saw in the Beethoven movement). The dominant is prolonged | Violoncello
(often through highly elaborate tonicizations of other keys) to the end of the
development section, where it is left incomplele by creating a giant HC. Usu- !
ally a linking dominant seventh helps to resecure the tonic, which begins
the second tonal motion in the recapitulation. Tonic is prolonged through
the entire recapitulation until the very end, where the structural dominant B. STA (using FTA theme)
harmony leads convincingly to the structural tonic in a giant PAC. The di-
agram in Example 30.5 provides a complete summary of the prototypical
events that occur in a sonata form written in either major and minor modes.

1
Violino 11 e e s e e
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EXAMPLE 30.5 Sonata Form

exposition development recapitulation
(thematic design in 3 sections)
FTA Tr STA (1 retrans. ETAsETe& STA Gl —
(coda) (fragmenting of theme; (coda) f = ! = u_x

sequence, tonicization
Il |: of other harmonies) |

major: [——to V—V—V () — v— T S e
minor: _H > to T — I — I1T El/?iﬂ _,,_ _T||il|v<l:_ Additional Characteristics and Elements of Sonata Form
(harmonic structure in 2 parts) (interruption) The slow introduction, Some movements cast in sonata form contain slow

introductions that touch on foreign harmonic territory and chromatic key
. areas and incorporate modal mixture. This is particularly common in large
H works, such as symphonies. Slow introductions usually begin on the tonic
iy || (although I is not well established) and eventually move to and close on a

Example 30.6 illustrates one of Haydn’s string quartets in which the open-
ing of the FTA theme reappears in the STA. Haydn frequently uses the same
theme (although often varied) in both the FTA and the STA, to create a form
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half cadence. Because the slow introduction wanders harmonically before
moving to V, and because V is often extended, hovering, and waiting to re-
solve to the tonic, the introduction can be heard to function as a hugely ex-
tended upbeat that resolves to the tonic “downbeat” at the allegro FTA.

Harmonic anomalies. Two harmonic anomalies frequently appear near
or at the point of recapitulation. The first is the false recapitulation, in which
the theme from the FTA appears in the “wrong” key. The real recapitula-
tion, in which the theme is repeated in the correct key, usually follows soon
thereafter, Thus, false recapitulations are actually part of the development.
The second harmonic anomaly is the subdominant return, in which the re-
capitulation begine not on I but on IV. This procedure arose to create har-
monic interest in the recapitulation since so much of it is traditionally cast
only in the tonic. Given the exposition’s tonal model of root motion up a
fifth from I to V, and given that the STA in the recapitulation must appear
in the tonic to prepare for closure of the movement, composers solve the
problem of stasis simply by beginning the recapitulation down a fifth from
the eventual tonic that occurs in the STA. The chart below illustrates this
procedure:

’ Vv 1
STA in exposition \ STA in recapitulation \
up a fifth: It up a fifth: 1Y

Nineteenth-century sonatas. Sonata form remained important in the
nineteenth century but continued to change. Occasionally, the nineteenth-
century sonata used a three-key exposition incorporating mediant relations.
For example, Bruckner’s Sixth Symphony, in A major, moves I-iii-V in the
exposition and I=vi-IV in the recapitulation before returning to tonic.

?.E.ﬁﬁ& Interlude: Sonatas of Haydn and Mozart

To provide analytical models for your own analysis, we will continue with
an analysis of two sonata movements, the first by Haydn and the second by
Mozart. In addition to exploring the form of these movements, we will see
how each composer fleshes out the structure. In the Haydn sonata, we will
focus on tonal issues to see how surface events penetrate into deeper musi-
cal structures and influence the form. In Mozart's piece, we will discover
how an analysis of motivic expansion helps to clarify the meaning behind
what appears to be tonal chaos in the development.

Haydn: Piano Sonata no. 48 in C major, Hob. XVL35,
Allegro con brio

Haydn's well-known Piano Sonata in C major provides a good introduction

to analysis of sonata form, although it does not always strictly adhere to tra-
5 . o naaata frrn ) is reallvimet g (formCat
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all, but a dynamic process in which certain conventions of form can often
be counted on to appear. In beginning your study, listen to the piece, mark-
ing the following events and providing roman numerals: \
Exposition
FTA
Tr
STA
cl
Development
Retrans
Recapitulation
FTA
bz
STA
cl

Also mark the introduction and coda, if present.

g PLE 30.7 ‘ﬂm%n_bw Piano Sonata no. 48 in C major, Hob. XV1.35, Allzgro con brio
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The piece begins without an introduction; at m. 1 the exposition commences
with the FT'A in the tonic. The opening eight-measure theme begins with sim-
ple arpeggiations (mm. 1-4) followed by a mostly stepwise descent with in-
complete neighbors (mm. 5-8). A bit of melodic reduction reveals a stepwise
motion from the repeated G that descends a fifth to C in m. 8 (Example 30.8)

EXAMPLE 30.8 Haydn, Sonata in C, mm. 1-8
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scent until the final cadential motion iiz-V-I; the contrapuntal motion and
voice exchange in m. 6 simply prolong the E® in m. 5. The dominant har-
mony that closes m. 4 and begins m. 5 links the two four-measure units.

Measures 9-16 are an almost literal repeat of mm. 1-8 except for the triplet
accompanimental figure and the more varied harmonic setting in mm. 13-15,
Thus, we are not finished with the FTA until at least m. 16 and the second PAC,

A new theme appears in m. 20; when Fi® (the leading tone in G major) in-
stigates a move to V, we know that we have entered the modulatory transi-
tion. Thus, the proper label for this section is ITr. In general, the use of
accidentals marks the beginning of the transition section, and the dominant of
the key of the STA marks the end of the transition section, (i.e, V/V in m. 35).

Motivically, the beginning of the transition contains a stepwise ascent,
C>-12°-H3, B-FPP-G®, which is reminiscent of the opening arpeggiation (now
{ filled in with passing tones), as well as an inversion of the linear descent from
i G* to C® (Example 30.9). Another remarkable correspondence follows when,
, after G° (m. 24) rises a fifth to D® (m. 26), D descends a fifth to G (m. 30) in
exact imitation of the opening stepwise fifth descent from G? to CS.
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The STA begins in m. 36 with a new theme. However

, EVEn a cursory

examination reveals that the ascending fifth motive recurs (Example

30.10).

mxbgwrm 30.10 Haydn, Sonata in C, mm. 36-41

Cresc.

EXAMPLE 30.11 Haydn, Sonata in C, mm. 44-48

A strong cadence in mum. 44-45 closes the STA. The Cl occupies mm. 46-62:

it begins with yet another manifestation of the descending fifth (filled-in arpeg-
glating figure), which releases the tension of the exposition (Example 30.11).
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EXAMPLE 30.12

A cadential section with coda characteristics (mm. 62-67) restates the
opening theme in V in Example 30.12. Below is a chart that represents the
exposition’s formal and harmonic events.

exposition

FTA ITr STA closing codetta
key: ItoV v Vv V A%
mum..: 1-19 20-35 36-45 46-62 62-67
Development

The development begins humorously, with an apparent return to the tonic,
C major. However, the linear descent of a fifth in the soprano ends in an un-
expected half cadence in A minor (vi). Haydn-a composer with a penchant
for surprise-does not continue in A minor, but instead sets the opening
theme in F major. Only after theme la is completely stated (mm. 71-79) and
an A2 (D3/A4) 5-6 sequence with applied chords accrues dramatic tension
(mm. 80-83) does A minor refurn, Haydn next retraces his harmonic steps
by using a D2 (D5/A4) sequence to return to F major (mm. 86-90). How-
ever, the F harmony continues to descend to B (V/A); the same chord that
was _uwmio:maﬂmvmﬂaonma inm. 71. A pitch that is sustained by pedal point,
almost always 5, usually indicates the retransition, but the pedal here is on
B2, functioning as V of A, rather than on G(V of C). The A* (m. 97) is con-
verted to a Vy that resolves to D? (m. 101), which also becomes a V; on G,
the structural dominant (m. 102). By precipitating such a strong circle of
fifths that moves to the dominant (E-A-D-G), the pedal on E? (m. 94) may
be regarded as the beginning of the retransition.

Finally, the overall key areas in the development, F major (IV) and A mi-
nor (vi), flank G major (V) as double neighbors, thus helping to prolong the
dominant from m. 68 to m. 103.



EXAMPLE 30.13

Recapitulation

The recapitulation begins in m. 104 with a restatement of theme la, but now
one octave lower than its original presentation. A dramatic change occurs in
m. 111 when, just as the listener anticipates a literal restatement of the theme,
it appears in the parallel minor. This use of modal mixture might suggest that
Haydn is redeveloping material (i.e., that the movement has not really left the
develapment and begun the recapitulation), but in m. 118 he returns to the es-
tablished model by repeating the material of 1a first heard beginning in m. 13.
Suddenly, Haydn skips ahead to the dramatic arpeggiations and half cadence
that characterized the end of the transition section, thus compressing the sec-
ond part of the FTA and the transition into a fifteen-measure phrase, nearly
half the length it occupied in the exposition. The STA is stated in the tonic {mm.
126-35), followed by the Cl (mm. 136-51), at which point a dramatic dimin-
ished seventh chord (m. 141) heralds an extended coda that cloges the piece.
Example 30.13 is a complete formal and harmonic diagram of the movement.

exposition

FTA ITr STA Cl codetta
key: I to V Vv Vv v
mim.: 1-19 20-35 36-45 46-62 62-67
development
C-V/a-F-a retrans: D2 (D5/A4) to V
68-93 94-103
recapitulation

FTA Tilir STA @] coda
key: I -
mm.: 104-10 111-25 126-35 136-51 152-70

This movement generally conforms to our model of sonata form, How-
ever, departures from the norm, such as the pedal point at the end of the
FTA, the very short STA, the curtailed FTA in the recapitulation, and the
dovetailing of the missing material in the transition of the recapitulation,
demonstrate how composers might mold the sonata form to accommodate
their creative impulses.

Mozart, Piano Sonata in Bb major, K. w.ww_ Allegro

In the first movement of Mozart's Piano Sonata in B major, K.333, we
will grapple with interpreting what appears to be a random series of har-
monies in the development. Listen to and study Example 30.14, _onmﬁﬂm the
important formal sections and their controlling key areas.

HOH_ I, 000, s1iEgIv

EXAMPLE 30.14 Mozart, Piano muﬁmﬂm in mv u..,.m
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o The formal structure is extremely clear in this movement. The exposition,
e AT | T G demarcated by the double bar and repeat signs, occupies mm. 1-63. The FTA
== £ 7 oE 2 3 Z 7 . closes at m. 10, the dependent transition begins at m. 11 and closes on the
2 e Erea _ B

T ST D I 3 arpeggiating dominant of the new key, and the STA in V (F major) occupies




mum. 23-36. The closing section is divided into two smaller sections (mum.
38-50 and mm. 50-58), and a codetta closes the exposition (mm. 59-63). The
recapitulation unfolds in the same manner as the exposition (mm, 94-165).
Example 30.15 is a chart of the main formal sections of the movement; no-
tice that the harmonic progression in the development (mm. 64-93) remains
to be interpreted.

Mozart develops the upper neighbor to 5 by harmonizing 6 with Bt major
(IV) in m. 24, thus stabilizing the soprano D°. Notice thal just like the FTA’s
fifth-plus-neighbor descent, the STA’s descent is interrupted by a pause on -
3 (in F major, m. 26). The complete descent does not occur until m., 38.

EXAMPLE 30.16 1

2
3
—
@
w

EXAMPLE 30.15

S

exposition

FTA DTr STA Cl/codetta
mm.: 1-10 11-22 23-38 39-63

I to V

development recapitulation
retrans FTA DTr STA Cl/coda
64-94 94-103 104-18 119-34 135-65
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Exposition

We will now explore the thematic and motivic materials in Mozart's sonata.
Let’s make a contrapuntal reduction of the outer voices of the FTA theme
in order to understand the underlying voice-leading framework from which
motivic figures might emerge. A clear I-ii-V; progression opens the piece,
and is followed by a contrapuntal elaboration of the tonic (mm. 5-6). This
movement does not initially appear to contain any clear-cut motives based
on surface contours, except for the descending scalar sixth (comprising a
tifth, preceded by an upper-neighbor grace note that should be played as a
sixteenth note) that begins the piece.

Although the B in the upper voice of m. 1 is clearly an arrival point,
the B (m. 2) that eventually moves to D% (in m. 4) seems to be more im-
portant, given those pitches’ durational, metrical, and registral promi-
nence. Might the initial scalar descent be emerging and expanded over
many measures? Is the I in the upbeat to m. 1 prolonged through the
downbeat of m. 2, before it descends to E? If 50, this expanded phrase
descends to C3 (m. 5), and finally to B (m. 6). However, this arrival on B
is weak because it is supported by a six-three tonic harmony, and there is
no pre-dominant-dominant preceding the tonic. In fact, I is extended un-
til a cadential figure supports the descent of C8 (supported by both ii and
V) in m. 9. The strong, structural arrival of B, echoed at the lower octave
by B (supported by I) in m. 10, completes the descent of the fifth from 5
to L in its original octave. Example 30.16 is a representation of this inter-
pretation. Note that the descent of a fifth (the same fifth descent that
opened the movement) is bisected into two thirds, F~B-D and D-C-B, by
the five-measure prolongation of D. Further, the marked voice exchange
supports the assertion that the descent from D% to B, in m. 6 is subordi-
nate to ifs final descent in m. 10.

The theme in the STA literally repeals the same fifth-plus-neighbor de-
scent from the FTA, in the key of the dominant (F major). However, this time

ik

e

%
k-

Development

The development contains unusual modal shifts and curious tonicizations
that make it difficult to determine any underlying harmanic progression. [t
begins with a simple right-hand restatement of the initial tune in V, with the
upper neighbor, D Note the brief tonicization of G minor (ii of F) in mm.
67-68 before the PAC in F major (mm. 70-71). The vii®8/V (m. 69) that fol-
lows V7 sounds out of place, as if Mozart has marked it for our conscious-
ness. Thus, the bass ascent that begins with F* in m. 64, moves through G3,
A?, B?, and C* The line continues with the D* (supporting the diminished
seventh chord) in m. 69 resolving to C* (m. 70), resulting in another setting
of the familiar motive of a stepwise fifth-plus-neighbor, this time in exact
inversion of the opening gesture of the STA (1-2-3-4-5-6-5) and expanded
over seven measures. Could Mozart be preparing us for other hidden state-
ments of the motive?

The unexpected cadence on F minor (rather than major), in m. 71 and
motion to a Gy harmony in m. 73 implies a tonicization of C minor. But the
“arrival” on C minor is greatly weakened when the bass is left unresolved
on G, creating a consonant six-four harmony. The G enters (m. 76) and de-
scends to an Iz harmony (m.78), implying the beginning of the retransition.
However, once again the listener’s expectations are thwarted when F? rises
to F§, where it becomes the root of a vii®s that resolves to G minor in m. 80.
D major, the V of G minor, is prolonged in mm. §1-86, but a strong cadence
in G minor never materializes. Instead, V3 of B major suddenly appears (m.
87) and moves to V (m. 88-92), prolonged by its upper neighbor, G# (1. 89).
The recapitulation begins in m. 93.
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The goals of the preceding analyses were to understand the mechanics
of sonata form, to show how sonata form is an outgrowth and expansion of

We now step back and interpret the events that were just described in the
development. We know that V (F major) contrels the opening of the devel-
opment and that C minor (albeit weakly) and G minor follow. Thus, a se-
ries of ascending fifths (F-C-G, and D, as V of G) underlies the develop-
ment until the motion to F, as V of B} (m. 87). But many questions remain
unanswered; for example: Why are the tonal areas so weakly tonicized? And
how can we explain the odd shift from the unusually long and unresolved
D major harmony that moves to the weak V4/Bb major (m. 86)? S i : : ==+ EXERCISE INTERLUDE
Let’s look to the eight-measure motivic expansion of the fifth-plus-neigh- 5
bor motive for clues. Remember that the bass F° ascends to G® (V of C mi-
nor) in m. 73. The sustained G® was followed by the chromatic passing tone
G? (highlighted by the unexpected turn to minor), which returned to F° (mm.
76-77). Again, the bass rose to G through Fi®, followed this time by a rapid
descent to D°, which was sustained for six measures. Throu gh registral trans-
fer, D3 then fell to C* (V4/B} major in m. 87), leapt to F° (m. 88), and finally
returned to B at the opening of the recapitulation. Example 30.17 contains
a notated summary of this progression. |

binary form, and to demonstrate how sonata form is a flexible and fasci-
nating vehicle that composers employ to express uniquely personal musical
statements. Discovering and interpreting hidden and transformed manifes-
tations of motives are some of the rewards of analysis.

30.1 Analysis

Listen to and study the following movement. On a separate sheet of pa-
per, answer the series of questions that follows.
Platti, Senata in C Major, Six Sonatas for Harpsichord, op. 4, no. 4
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From the bass line summary, we see that Mozart is projecting the small % i __._x,‘ —p _ﬁ pEa L|{ = auﬁ .“ ..” e
opening gesture (G-F-F~D-C-BF) over the entire development. Remem- | e T e %ﬁm
ber that the very first expanded statement of the descent (mm. 1-10) - ) 4 ol
A £ s———H 2 === =

stopped on 3 (D) for five measures at its midpoint. We now can under- i
stand why Mozart extended D major (the dominant of G minor) for so i
long, from mm. 81-87, and why he didn’t resolve it to its tonic (G minor). m
|
m

We also know why Mozart did not resolve the G* (V/C) to C (m. 75), for
to have done so would have obscured the remarkable linear parallelism.
Finally, in light of the controlling nature of the motive, we understand
why Mozart set the dominant of B> major (F major) in its four-three in-
version in m. 87, rather than the expected and much stronger root posi-
tion; because the four-three inversion (with C in the bass) preserves the
motive’s stepwise descent, which would have been jeopardized had root-
position V been strongly stated:

3 2 i
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Summary of Part 7

We have seen that even though binary form lies at the heart of ternary, rondo,
and sonata forms, there is a crucial distinction between sonata and the other
two forms: ternary and rondo are additive forms, whereas sonata is an or-
ganic form. That is, ternary and rondo forms—while often demonstrating
important motivic and harmonic connections between their various sec-
tions—contain tonally closed units, and thus the omission of one or more of
these sections would not seriously jeopardize the structural integrity of the
piece. Sonata form, by contrast, is a more continuous structure, each part of
which depends on every other part, resulting in a single integrated organ-
ism. Should any section be extracted, the foundation would be shaken and
the edifice would crumble.

We also learned that the basic root motions of tonal music, which we first
encountered in the chord-to-chord progressions beginning in Chapter 7 and
later learned may be expanded by tonicization, also were part of these large
forms. Finally, motivic connections between the various strata of a piece cre-
ated carefully wrought webs that made each piece a unique artwork.

TERMS AND CONCEPTS

closing section (Cl)

false recapitulation

first tonal area (FTA)
monothematic sonata form
second tonal area (STA)
slow introduction

sonata form

»

s

a

exposition
codetta

- development
recapitulation
* coda

@

©

subdominant return

three-key exposition
transition (Tr)

¢ dependent transition (DTr)
¢ independent transition (ITr)

NTRODUETION IO
NINETEENTH-CENTURY
HARMONY: THE SHIFT
FROM ASYMMETRY
TO SYMMETRY

M“ ar too often, people rely on general proclamations to characterize the
new developments of nineteenth-century music. There is some truth
both in effusive and subjective statements such as “it is a period evincing a
lush hodgepodge of thick, wandering harmonies” and in technical and clin-
ically objective statements such as “the chromatic tonal system replaces the
diatonic system.” The music of nineteenth-century composers is indeed lush,
and features thick, rapidly changing harmonies built from novel combina-
tions of four and five voices. And later nineteenth-century music is more
chramatic than eighteenth- and early nineteenth-century music, But neither
proclamation provides us with examples of these new aftributes or with tan-
gible explanations of how early nineteenth-century harmonic practice influ-
ences the music of the late nineteenth and early twentieth centuries.

These final four chapters explore some of the innovations of tonal com-
position that occurred from the early nineteenth century through the first
decade of the twentieth century. These developments were naturally suited
to the artistic sensibilities of the nineteenth century, an era in which sharp
social, philosophical, political, and artistic changes took place. We will start
by tracing the seeds for these new harmonic tendencies in the music of com-
posers such as Mozart, Beethoven, Schubert, and Chopin. From there, we
will witness the flowering of these harmonic techniques in the music of com-

posers such as Wagner, Liszt, Brahms, Tchaikovsky, Wolf, Grieg, Scriabin,
and Berg.
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