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Abstract

THE ROLES OF SYMMETRICAL MEASURE GROUPS
IN MOZART'S PIANO SONATAS
by

Robert A. Delfausse

Advisor: Professor Joel Lester

This dissertation focuses on the listener’'s expectation
whiie listening to a phrase (ar to other types of measure
groups) that the phrase will be completed within a specific
number of measures. The author discusses groups of examples
from the piano sonatas in order to show that Mozart uses
several techniques to ci~eate and cantradict this expectation
in subtle ways. Each of these techniques requires the lis—
tener to reinterpret a passage’'s rhythmic structure, which
tas a psychological effect that is dramatically appropriate
at specific points within a movement. There are; for exam-
ple, twc techniques by which Mozart contradicts the listen-
et ‘s expectation that a cadence will occur at a particular
moment. By immediately creating a new, equsally strong ex-—
pectation of when the cadence will occur, Mozart pastpones
and dramatizes the arrival of the cadence. Two other
techniques diraw the listener’s attention to a modulating
measure group in a dramatic way, underscaring the structural
significance of the key taward which it moves.

A symmetrical measure group, as defined in the disserta-—
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tion, has an exclusively duple-ordered structure; its length
in measures is equal to some power of two (twa, four, eight,
etc.). Mozart’'s music aften prompts the listener to expect
a symmetrical measure group after hearing little more than
hal+ of such a group. The ease with which symmetrical
structure can be implied allows Mozart to create and contra-
dict the listener’'s rhythmic expectatiaons with great subtle-
ty. The contradiction of the listener ‘s expectatians often
involves elision {abridgemant) of the implied symmetrical
group bv a new measure group. Mozart’'s elisions aof eight-
bar groups frequently aoccur well before the final measure.
It is likely that most listeners and performers feel the
etfects of such subtle elisions without being aware of their
basis in symmetrical structure.

In the final chapter the author describes in greater
detail the listener’'s gradual perception of a large symmet—
rical measure group. He then distinguishes between the
analytic approach of the dissertation, based on this gradual
perception, and several analytic approaches presented in the

recent theoretical literature aon rhythm.
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FREFACE

This dissertation describes rhythmic structure in
Mozart’'s piano sanatas by examining the listener’'s chrano-
logical experience of hearing variagus passages. This ap-
proach has been suggested by the passages themselves, in
which Mozart seems to employ the listener’'s ability to
perceive rhythmic structure as a basis for increasing the
dramatic dimension of his music. A constant focus through-
out this study, one that allows us to recaognize a special
relationship between Mozart and his listener, is the listen—
er’‘'s farmation of an expectation of how long a particular
measure group will last.

This dissertatiaon focuses on the foreground of Mozart’'s
music. Heinrich Schenker ‘s theory of levels of tonal
structure has become a caonsistent and invaluable basis for
today’‘s theoretical discussion, and it might well be expect-
ed that any new study would distinguish among foreground
events i terms aof their architectural importance within the
the tonal structure of a movement. This study, however,
caonsiders tonal events primarily within the context aof the
foreground rhythmic structure ot a movement—-—a structure
that is described as a succession of measure groups. The
premise of the study is that foreground rhythmic structure

Al

has its own grammar, a ygrammai- necessary not aonly to
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vii

articulate impartant tonal events, but to control the pace
at which all events in the movement occcur. A focus on this
kind of rhythmic structure allows the analyst to recognize
the dramatic aspect of a movement’'s unfolding in time. This
study regards all measure groups within the rhythmic struc-
ture of a movement as equally important in this dramatic
sense, even when the groups abviously cantrast in terms of
their hierarchical importance within the movement s taonal
structure.

The reader may also be surprised at the absence in this
study of the terms expansiaon and extension, terms that have
been a part of our analytic vocabulary for several decades,
and that might seem appropriate to describe many of the
passages I discuss. I have avaided these terms because they
do not adequately describe, with regard to Mozart’'s music,
the independent rhythmic structure and dramatic function
that unexpected measures can have. As stated above, this
study gives equal attention to all discernible measure
groups, 2ven theoge that might be dismissed as mere expan-—
sions ar extensions of groups considered to be more essen-—
tial to the musical fabric.

A few words should be said about the listener whose
perceptions play such an integral role in this study. The
iistener I have in mind may be either a trained musician or
a layman having anly a basic familiarity with music of the

Classical period. In either case I assume that the listener
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is attentive, and is sensitive to the elements that can im-—
bue a movement with a sense of drama. I should also stress
that the perceptians and expectations I ascribe to the lis-—
tener prabably do not exist on a fully conscious level.
This would be equally true of the experienced listener who

can anticipate a movement ‘s every turn.

The reader may legitimately question whether the lis-
tener just described is a living, breathing person or,
rather, a hypothetical construct. In the first case, the
assertion that a given passage will elicit a specific expec—
tation from any listener fitting the above description is
clearly untenable. In the course of reading this study, the
reader will no doubt repeatedly assume the role aof the lis-
tener, questioning whether he or she has at a given moment
the expectation I describe. Understanding "the listener" in
this concrete sense, the reader should freely substitute the
phrase "may expect" whenever I state that the listener
"expects" or "certainly expects" a measure group to last a
certain number of measures.

The reader should also regard the listener describad in
this study as a hypothetical construct. It will be seen
that the expectaticns of this hypothetical listener arise in
direct response to the presence of certain features in a
given passage. The features necessary to trigger an expec-—
tation in this listener are autlined in the first chapter,

and serve as the basis for discussing each of the musical
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examples in the dissertation. Whenever 1 state that a pas-
sage does or does not strongly elicit an expectation, the
statement reflects not only a subjective judgement, but the
extent to which these same features are present in the
passage.

Regarding the listener in this hypothetical sense, as
a listener who responds with caomplete consistency to the
presence of certain features in a passags, our attention is
shifted o the music itself, and to the fact that passages
from all periads in Mozart’'s creative life seem to address
this hypothetical listener in the same way. °Putting aside
the issue of whether an actual listener has a specific ex-—
pectation, we can examine this dissertation’s principal
assertion: that Mozart repeatedly attempts to create an
expectation in his listener. This kind of assertion about a
composer 's intent is most dangerous when it is made with
regard to a single passage. The assertion is less irrecspon-
sible, however, if it is stated as having resulted from a
process of inductive reasaning, its strength restinag on the
similarites among numerous passages that individually sug-
gest the composer ‘s intent. The reader should then regard
the assertion with an appropriate degree oflskepticism, but
must also examine all of the passages that are the basis for
the assertion.

Many of the statements made in this study apply specifi-

cally to the piano sonatas. Yet the reader should be aware
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that my interest in this topic first araose while examining a
passage in one of Mozart’'s piano cnnceftos, and that my
sense of the topic’s validity +followed a broad survey of
works by Mozart in various genres. Recognizing principles
of rhythmic structure comman to examples fram all periods, I
then chose the pianao sonatas as a representative body of
Mozart’'s warks, in order to uncaover the variety of musical
sittuations in which these principles appear, and to examine
the frequency with which passages governed by these princi-
pies occur. Statements made in this study with regard to

these specific questions thus apply only to the pianc

I am graceful for the role that Professor Joel Lester
has played at the various stages of this dissertation. His
comments have affected its style, organization, and content.
Becth the enthusiasm and the reservations he has expressed
have been crucial in the evolution of this study into its
present form. 1 am also grateful for the assistance of
Professors Stoddard Lincloln and Sherman Van Solkema, whose
comments have resulted in a further clarification of the

ideas presented in the study.
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CHAPTER 1
THE LISTENER 'S PERCEFPTION OF SYMMETRICAL MEASURE GROUPS:

A WORKINE YGOCABULARY

Musicians are well aware of the tendencies of Haydn and
Mozart to avoid a cortinuous regularity of phrasing by writ-
ing phrases of ambiguous structure and unexpected lengths.
This study has grown ocut of a general ocbservation that in
many passages in Mozart’'s works this ambiguity of structure
exists only temporarily in the listener’'s experience of
hearing the movement. A phrase by Mozart often begins in a
straightfarward manner, progressing far enaugh for the lis-
tener to form a specific expectation aof its rhythmic and
toinal structure. After the listener has formed this expec-—
tation, samething occurs that contradicts it. Such a con-
tradiction engages the listener’'s sense of musical structure
in a vital way, focusing the listener’'s attention on the
new, structurally ambiguous event. The passage then can—
tinues by incorporating this event within a new group of
measures that reestablishes rhythmic and tonal coherence.
Passages fitting this general description are not actually
irregular in rhythmic structure; their complexity results
from a splicing tagether of groups of measures that are
quite coherent in themselves.

This study approaches the piano sonatas as a represen-—
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tative bady aof Mozart 's works, focusing on the several
points within sonata-form movements at which the listener is
mast often required to make the kind of perceptual adjust-—-
ment just described. The similarities among passages occur-—
ring at caorresponding points in different movements seem to
justify speaking of several distinct compositional tech-
niques. Each of these techniques can be distinguished both
by the specitic procedures it involves and by the dramatic
function it serves within the movement.

Although this chapter contains several examples of such
techniques, it has the broader task af describing the char-
acteristics of musical structure that must be present for
the listener to form an expectation of how long a particular
phrase or group of measures will last. It is first neces-—

cary to define the term measure group as it is used in this

study, and ta distinguish among several different kinds of
measure groups.?

An underlying assumption of this study is that a move-
ment by Mozart consists of a succession of measure groups of
various sizes. Very occasionally a single measure seems to
stand alaone, but in general measures cohere in groups by
virtue aof homogeneity of design and unity of function. 6n
additional assumption is that the listener is able ta per-—

ceive the rhythmic structure aof individual measure groups.

1 I have underlined the first appearance of terms used
repeatedly in this study.
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This ability varies according to the complexity cf the
particular group ‘s structure, however. The term group is
purposely vague, allowing its application to both the small-
est and largest groupings of measures, and avoiding precaon-
ceivad notions of the meanings of such terms as phrase, sen-—
tence, and period. The analytical approach used in this
study attempts to recognize the boundaries af all the mea-
sure groups within a movement, to describe the particular
function and energy of each group, and to describe the
rhythmic character of the transition from one group to the

mavd
LR E=S M8

« This approach begins with no preconceptions concern-—
ing the rhythmic structure of any single group, allowing +or
the great variety in rhythmic structure that groups within a

single movement can show.

Active, Static, and Transitional Measure Groups

The function and energy of a particular measure group
can usually be described by placing it within one of three’
general categories. 0Occasionally a group seems to belong to
none of these categories, or to show characteristics of two
of them. Despite its limitations, this typology is helpful
in determining the rale of a particular measure group with
respect to a cadence, and in recognizing the @oundaries
between consecutive measure groups.

An active measure qraoup is characterized by motion
toward a cadence. It begins and continues in such a way.

that the listener expects it to end with a cadence. 0Often
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the meladic character af an active group is a primary factor
in implying a cadence; groups generally described as phrases
and themes fall within this predominant category. On the
other hand, groups that would not be so described can also
generate an expectation of a cadence. Active measure graups
receive the most attemtion in this study, just as they
accupy the listener ‘s attention for the greater part aof a
movement.

The final chord of a cadence can fall within the struc-—
ture of an active measure group, yet this chord may also
initiate a new group that has the sole function of prolong-

ing the chord. 1 refer to this type of group as a static

measure graup.
Transitional measure groups have the function of pre-

paring a following active group. A transitional group
usually introduces a voice-leading motiaon necessary for the
active group to begin. This motion may invaolve a modulation
to a new key area, or it may occur within an already estab-
lished key area. A measure group can also show a transi-
tional function by more purely rhythmic means. A static
group, for example, can assume a transitional function
simply by continuing or accelerating melodic motion until
the next active group.

The listener, perceiving the preparatory function aof a
transitional group, does not hear its connection with the

following active group as a cadence, even though this con-

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



nection may involve a dominant—-tonic progression. The lis-
tener ‘s expectation of a cadence thus develops only within
active groups. Active groups alone are characterized by the
separate stages of beginning, continuation, and cadential
closure.

In a movement of a pianc sonata by Mozart the succession
of measwe groups aof various lengths, rhythmic stuctures,
and functions constitutes the overall rhythm or pacing of
the movement. Each group plays an appropriate role. Within
a sonata—form movement, for example, a fifteen-bar active
group that moves taward the cadence aof the second key area
has a different functiaon than a six-bar static group pro-
langing the final tonic chord of that caden&e- A three-ber
transitional group in the middle of a development section
may quietly praovide 2 modulation preceding an extended theme
in a new key. In short, the aim of identifying measure
groups in Mczart’s music is naot simply to divide a movement
into segments, but to recagnize the role of each successive
group in dictating the pace aof the movement. The succession
of measure groups articulates the rhythmic structure of the

movement in a very complete sense.

Symmetrical Measure Groups

This study focuses on the roles of symmetrical measure
groups within the conception of rhythmic structure just
described. Symmetrical measure groups -fall into two cate-

goriesy, those which appear literally in the music, and thaose
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which are only implied. A graup aof the first kind shows an
exclusively duple-ordered structure. Such a group might
cansist of two, four, eight,; or sixteen measures; its length
is always equal to some power aof two. Any segments within
the group will divide the group or segments withirn the group
evenly, that is tao say, symmetrically. An implied symmetri-
cal group continues long encugh to convince the listener
that it is a symmetrical group of a specific length, but
does nat complete this implied structure.

While all three types of measure groups described above
may show literal symmetry, in general only active groups are
able to imply a symmetrical structure. The duple ardering
that becomes apparent as an active symmetrical group unfalds
suggests to the listener the possibility of a complete sym-
metrical group. The beginning of a motion toward a cadence
in the second half of the group allaws the listener to form
a specific expectation of its length. The existence of this
rhythmic expectation, and thus of the possibilities of
either fulfilling or contradicting it, underlies the several
compositional techniques described in this study.

The active role of the listener is crucial in the faor-
mation of such an expectation of length. Given the relative
ease with which the listener can follow the progress aof a
duple—ordered measue group, it seems justified to assert
that the listener counts the measures of an active symmetri-

cal group, albeit in a semiconscious way, in expectation of
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its eventual completion.® This counting is simultaneously a
purely rhythmic process——a counting of duple—-ordered pulses
——and an interpretive act, by which the listener recognizes
the unity of the group and interprets its structure.

The listener’'s counting of measure-pulses within an
active symmetrical group is essential in a way that one’'s
counting aof beats within measures is not. The number of
beats in each measure of a movement is generally consis-—
tent.~ The number of measure-pulses that will cohere as a
distinct group, however, is subject to the great variety of
measure groups that can appear within a movement. The group
may or may not show duple ordering. If it does, the lis-—
tener is oniy alerted to the passibility of a symmetrical
group. The listener cannot assume, as one can with regard
to the number of beats within every measure, that the
measure group will contain a given number of measures. An
active symmetrical group of greater length requires the

listener to interpret its structure over a longer span of

2 Carl Bchachter has nointed ogut that duple arderinag
has the advantage of allowing the listener to perceive most
easily the various levels of pulse within a given span.
"There is a far greater disproporticn between successive
levels." for example, if measure groups reflect triple
ardering (t, 3, 9, 27, Bl rather than duple ordering (1, 2,
4, 8, 18). "Rhythm and Linear Analysis: Aspects of Meter,”
soon to appear in The Music Forum 6.

= This is only generally, not always, the case in
Mozart ‘s music. The slow movement of the Symphony in C,
K. 9331, for example, although notated in triple meter,
switches several times to duple meter. A more common devia-—
! tion from the natated meter is the switch to compound meter,
in which each notated measure contains two measures.
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time. The listener must weigh the relationship of each new
segment to the preceding segments, and consider the proba-
bility that a particular musical event is a signal of clo-
sure, indicating a symmetrical group of a specific length.
The expected moment af closure assumes a dramatic importance
and rhythmic weight corresponding to the length of such a
graup.

Contradiction of the Listener ‘s Expectation of Symmetrical
Structure by the lise of Elision

The rhythmic affect achieved when the listener’'s expec-—
tation of a symmetrical group’s length is contradicted is
dramatically different frﬁm the effect achieved when that
expectation is fulfilled. Mozart uses several compasitional
operations to contradict the listener’'s expectation of
symmetrical grougs, but the technique that he uses mast
frequently, and in the widest variety of situations, is

elision. This technique has been described by theorists

since the late eighteenth century, and the term itself has
been assigned various meanings by more recent thearists. In
this study it always indicates an abridgement of a measure

group’s impiied length.? Exampie 1-1, which reproduces the

4 Heinrich Christoph Koch’s discussion of the "suppres—
sion of a measure" in his Versuch einer Anleitung zur Compo—
sitiaon (1782-93) is the first discussion of this composi-
tional operation of which I am aware. He does not consider
this technique from the perspective of the listener’s expec-
tation, but only as a way of joining two four—-bar phrases as
a "campound phrase." See Introductery Essay on Compasition:

The Mechanical Rules aof Melody, Sectiagns 3 and 4, translated
by Nancy K. Baker (New Haven: Yale University Press, 1983),
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Example 1—-1. Sonata in D, K. 311/1.

3 (witdd)
Allc.gro con spirito L. ell.
o @ oo P #‘Fftﬁ > ‘Pn ol o LA P-L#:Ep_ﬁg_
(MW 1 T 3 ) U S | I P ol 1 ) | ) I 3 3 i 1)
1 14 - 1. [ & L 1 ) g 1 1 1 LT i L 4 1 11 7 11 | -
! . y 1 ) I s S Rnatnend ! . % E‘l | — e |
S .
' (] 1 L l ‘ g 8. ’ ‘ N 4
g > 1 -1 1 E &Y 5. ] il 3 | p— 1
.L) nﬁi al LA il ‘] —’ : = p i }F ‘.f l. ][ 1 ':y 1 1
—S D g ——— g — ”‘i—i—
Sy >
-3- O\IAA)
5 . 2o el-
o T 2 } t
D P SN I SR L NN
g ()—1L " 1 o | { ‘C} 71— ) g _b o —f—=
U | v ) A ) o l,} ) 4
] P
L. _” 1 2 £ o o
—'Y'“ ,:Ij. ) 'F > r E— % ‘_j A S O N S 0 e a3
r e —r
! f t o35 —Fjgjj:#—i!jﬁi_ﬂ;‘;tﬁ:
: \\_/
2 -6~
tr o £
=04 — — S ypp Rt PR,
o7 At £1 ey IS f ol -
(;% ot g.y,,.,,"‘r e ==
o = ——
f
. . e 3 .. Py
oy — s - _ o2 § $—2 ¢
v ﬂ t =1 in i - i f' r*}.?_r ri z £ i ? 1 —
= ‘F } ]

efl-

3 —”Fr—f’-?ﬂ»r” EELLrphts AN e =
- e e A —'—{ = ﬁp:p: s
S Eéﬁ?i;L=;' === ==SS==2
( e e e e e e
Ii 1 . | Sem—— <. ! 1 4 I 1 { 1

54-56. The ambiguous usage of the term elision stems from
its use ta describe two different aspects of a passage. It
is necessary to determine which aspect is being described:
the missing measure (or measures) of the first phrase, or
the sense of tanal averlapping that often occurs in this
situatiaon. Using the term in the first sense, ane can say
that the first phrase is elided (abridged) by the second, or
that the secand phrase elides the first. Using it in the
second sense, one can say that the first phrase elides
(connects ar averlaps tonally) with the second.
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Example 1-1, continued.
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first key area from the first movement of the Sonata in D,
Ko 311, illustrates the interdependence of elision and an
expectation of symmetrical structure.®

This passage contains three elisions, each of which
abridges an implied symmetrical group. Measures 1-3 and 4-é
imply faur—-bar groups, and measures 7—-12 an eight-bar group.
Three questions help to focus the discussion of each of
these elisions and of every passage in which Mozart first
creates and then contradicts an expectation of a measure
group’s length: how is the expectation created, how is it
contradicted and simultaneously replaced with a new expecta-

tien; and what purpase might this perceptual adjustment

® The rhythmic analysis shown above the staff in
example 1-1 establishes the farmat for all the analyses in
this study. Upward extensiaons of barlines indicate the
beginning of a new measure group. The actual length of each
measure group is indicated over the group by the number of
measures: —-3—, —4-—, -15-, etc. For asymmetrical groups
(a three—bar group., for example) and caompleted symmetrical
groups the number of measures appears aver the midpoint of
the graup (over the midpaint of a measure in the first case,
over a barline in the second case). For elided symmetrical
groups the number of actual measures appears over the mid-
point of the implied group (over a barline). The abbrevia-
tions written through many of the vertical extensians of
barlines indicate specific relationships between the adia-—
cent graups. These relationships are explained in the text.
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serve within the overall pacing of the movement?

The listener ‘s expectation that a symmetrical group will
have a specific length requires that the group shaw two ele-
ments: duple ordering, and motion toward a goal. The duple
ordering is established from the beginning af the group.
The groups in example i-1 (bars 1-3, 4-46, and 7-12) are
typical of Mozart’'s mast frequent and effective procedure:
two similar segments compicise the first half¥ of each group,
after which the second half shows a change af design and
continuous motion toward a cadence. Measures 1-2 (and 4-0)
contain twa similar aone-bar segments {(the melody resting in
the second quarter of each bar); measures 7-10 contain two
two-bar seaments. Changes of design at measures 3, 4, and
11 mark the second halves of these implied symmetrical
groups, vet meladic elements are retained from the first
halves, indicating the unity of the groups.

Duple ordering alaone cannot create the expectation of a
symmetrical group of a specific length. Without motion
toward a goal, the symmetry of the group can be recognized
only after the fact, after it has come to rest and another
group has begun. The listener can sense the length of the
group, however, if the second half introduces rhythmic and/
or tanal elements not heard during the first half, elements
implying motion toward closure. The use of a2 continuous
iine aof shoarter note values, heard in the l=ft hand in mea-

sured 3 and &, and in the right hand in measure 11, is a
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characteristic way in which Mozart creates a sense of accel-
eration toward a goal. A change in dynamic level from soft
to ioud, as at bar 11, often underscores the urgency aof the
new motian.

Cadential harmonic motion--the introduction of the
subdominant and/or dominant cadential functions——is a clear
signal to the listener that an active symmetrical group is
approaching its goal. The II7 and V7 chords in the secaond
half of measure 3 (and measure 6) are an unmistakeable
signal that the group’‘s goal, the teonic chord, will arrive
at its fourth and final measure. The listener’'s tonal and
rhythmic expectations of the group thus arise at the same
moment; they are actually a single expectation.

Measures 7-12 proceed just as clearly toward a cadence
after the first half of the implied group prolaongs the
initial tonic by moving to and back from the daminant. The
ascent to the highest pitch in the phrase early in the
second half of the group (d5, bar 11) is another signal of
impending ciosure; here, as is usually the case, it is
clasely paired with the arrival of the cadential subdominant
function (II®, bar 12). Although the elision at measure 13
interrupts this group after six measures, that is, after
only the cadential subdominant function has been heard, the
listener has probably formed a rhythmic and tonal expecta-

tion aof the group by this point. The listener expects, I

believe, an eight-bar phrase, the dominant chaord arriving in
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the seventh bar, the tonic arriving in the eighth bar.

Two factors enable the listener to recognize that an
elision has occurred: the appearance of musical material at
the point of the elision (after the barline) that cannot be
canstrued as a continuation (or completion) of the implied
group; and the structural coherence of the elidinag aroup.
Both factars may be present, caontributing together to the
listener ‘s recagnition, or one of the two, most aoften the
second, may be the decisive factor. The eliding groups at
measures 4 and 7 of example 1-1 do not immediately caontra-
dict the listener ‘s sense that a four-bar phrase has been
completed. The opening phrase implies at the end of measure
3 an ending on scale step %, an ending that is tanally
incomplete anly in the sense of callirg for another phrase
ending an ?.b Measures 4-46 in turn imply the ending on ?
that follows at measure 7. Thus the eliding groups become
apparent only as they continue, although the listener
guickly recognizes measure 4 as the beginning of a repeti-
tion of measures 1-3, and measure 7 as the beginning of a
new phrase.

I use the term hidden elision whenever the eliding group

can temporarily be heard as a continuation of the previous

© Johann Philipp Kirnberger discusses the listener’s
recognition of such tonally incomplete phrases. "We have a
phrase that is indeed comprehensible, yet after which anath-
er ar several more phrases are expected to complete the
meaning of the period." The Art of Strict Musical Composi-—
tion, translated by David Beach and Jurgen Thym (New Haven
and London: Yale University Press, 1982), 40S.
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group. Hidden elisions differ from more abviocus elisions in
that they require the listener to reinterpret the rhythmic

status of a portion of music that has already been heard. I
refer to this type of reinterpretation, based on the coher-—

ence of the new group, as retrospective hearing.

Tha elisions at measures 4 and 7 barely qualify as hid-
den elisiaons; the upward-resolving appoggiatura at measure 4
and the changes aof dynamic level and accompaniment pattern
at measure 7 are partial indications of the elisions.” Thus
a briet digression from our discussion of example 1-1 is
necessary here in order tao provide a clearer example of this

technique (see example 1-2).

Example i1i-2. Sonata in C, K. 279/11.
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At the end of measure 32 the listener can have anly a
tentative expectation of what will follow, but probably

interprets measures 29-32 as twao two-bar segments within a

7 The rhythmic analysis in example 1-1 places the
abbreviation "hidd." in parentheses for this reason.
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larger measure group. These two segments could easily be
heard as the first half of a modulating phrase having the
symmetrical structure just described as typical of Mozart
(2+2+4, see page 11). Regardless af such an expectation,
the listener ‘s sense that a second segment has been com-—
pleted at measure 32 is contradicted when measure 33 repeats
the meladic motive of measure 32. The parallelism between
these two measures suggests a new, four—-bar symmetrical
group beginning with two ane-bar segments. At measure 34
the acceleration of motion toward a cadence confirms the
structure of this new group at its midpoint. In contrast to
a straightforward elision, where the rhythmic reinterpreta-
tion takes place almost immediately, the hidden elision here
allows measure 32 to be construed at first as a continua-—
tion. It is only when the music continues into measure 33
that the coherence of the new group,; apprapriating measure
32 as part of its structure, retrospectively indicates the
elision.

The eliding group at measures 7-12 of example 1-1 begins
with the scale step ? and root-position tonic chord implied
by the preceding group. Theorists have generally concurred
with regard to elisions like this one that the listener
hears both an ending and a beginning. It should be empha-
sized, however, that in situations like this the listener
hears the eliding measure {(or a portion of it) first as an

ending and then as a beginning. Heinrich Schenker implies

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



146

these separate stages in the listener’'s perception in one of

his comments in Free Composition. He is discussing the

elision at measure 35 of Mendelsschn’'s Songs Without Words,

<

rn 2licicn similar to the ane at

Ete) 4 1 —
No. 3¢ {z=xasple 1-3?,

measure 7 of Mozart ‘s Sonata.

Here . . . the fourth bar of the second 4—measure
group is reinterpreted as a first bar. Incidentally,
music is the only art in which an ending can also be a
beginning; this situation is clearest when one single
tone is involved. In this phenomenon lies the root aof
any possible reinterpretation of metric values.®

Example 1-3. Mendelssohn’'s Songs Without Words, MNMo. 30.
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® Free Composition, translated and edited by Ernst
Oster (New York: Longman, 1979), 125-264.
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Rhythmically, there is a retrospective reinterpretatiﬁn:
what briefly sounds like an ending is reinterpreted by the
listener as a beginning.

Tonal closure can certainly occur across an elision,
despite the listener’'s rhythmic reinterpretation. There are
various degrees of tonal closure, howevar, and two aspects
of the Mozart passage make the listener ‘s sense aof tonal
closure at measure 7 relatively weak. The first has to do
with the size of the symmetrical group preceding the eli-
sion. The principal cadences in Mozart ‘s piano sonatas
consistently appear at the end of the largest groups in the
movement. The listener’'s sense of tonal closure seems to
depend partly on the length aof time during which closure can
be anticipated. Here there is only an implied four-bar
group and its repetition.

The second aspect of the passage preventing a strong
sense of tonal closure concerns the function aof the eliding
group. As in all elisions involving scale step ? and the
roat-pasition tonic chord as a tonal pivot, the listener’s
reinterpretation involves hearing this chord as an initial

tonic rather than a cadential tonic, that is, as the first

chord of a new group. The degree aof taonal clasure the
listener hears varies according to the audible function of
this new graoup with respect to the elided graoup. In the
Mendel ssohn passage, the eliding group is a statiec group

prolonging the final cadential chord; its primary function
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is to draw attention to the arrival of this chord.® In
Mozart ‘s Sonata the eliding group at measure 7 is itself an
active group, and it draws attention to itself by showing
broader dimensions (two-bar segments) and a new character
and texture. Perhaps one function of the first six measures
of the movement is to prepare and give way to this broader
beginning. The first two elisions pravide continuity,
avaoiding the pauses that would follow cadences accurring
within four-bar groups.

The elision at measure 13 has a mare dramatic function.
I have already suggested that the listener expects measures
7-12 to conclude in two more measures with a full cadence.
An eight—har phrase ending with a full cadence would provide
a thorough sense af closure for the first key area. The
eliding group immediately contradicts the listener’'s expec-—
tation of this cadence; however. At measure 13 the expected
cadential formula (£-3) does not appear in the left hand,
and the right hand begins a new pattern from c#2 instead of
descendingy typically, to a* and then dramatically working
its way toward e= (ﬁ). The eliding group ‘s surprising
prelongation of the dominant chord acts as a structural

signpast, preparing the following materials in the daminant

. The movement is a short sonata form, without devel-
opment. The elision occurs during the cadence of the secoaond
key area (and at the correspanding point in the recapitulation).
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key in a dramatic way.?°

The structural coherence of measures 13-16, a static
group, clearly confirms the elision. Static groups are as
often asymmetrical as symmetrical, cohering well enough by
virtue of a repeated pattern (far exsmple, 3x1 or 3x2).
Symmetrical structure provides a static greoup with a further
degree of cohesiveness, however, which can play an important
role in confirming a dramatic elision. Such a static group
seems to campensate far the disruptive effect of the elision
by appraopriating the interrupted symmetry of the elided
group. Usually such symmetrical structure becomes apparent
only after the static greoup has ended. Here, however, a
symmetrical four—bar group becomes apparent with the accel-
eration of melaodic motion beginning at its midpoint. This
acceleration implies the arrival of the group’s goal, the
final dominant chaord, at its fourth bar (bar 16). Such a
clear mbtinn taward a goal could have resulted in an addi-
tional eliding group at this point.2?

The principles of balance and variety operate in two
ways in this first key area. The literal symmetry of the

final static group provides relief after three successive

1o This prolonged dominant chord of course does nat
prepare the key af the domipant in a tonal sense, vet the
second—-key—area themes in the piano sonatas are quite aften
preceded by a half cadence in the tonic key. See, for
example, the first movements aof K. 280, K. 281, K. 283,

K. 284, K. 330, K. 545, and K. S47a.

11 Example 1-5 illustrates such an elision of a static
group.
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elisions of implied symmetrical groups. The listener’s
expectaticon of symmetry, after being denied three times, is
finally fulfilled in a straightforward manner. The broader
dimensions of measures 7-12 as compared to the aother groups
are also critical to the pacing of this passage. The dif-
ference here is not simply aone of size (vis-a-vis bars 1-3
and 4—-4); the listener hears this group unfold mare slawly
in time. Sections in Mozart‘s sonata—form movements aften
present one large active graup (aor two in the case of longer
sections) surrounded by smaller groups. These larger groups
provide a central focus for the listener s expectation of

rhythmic and tonal closure within the section.

Arrival of the Final Cadential Chord after a Completed

Symmetrical Group: Transference and the Added Downbeat
Measure

The symmetrical groups in example 1-1 are all connected
by elision. One would expect that if the first three groups
were not elided each of them would come to rest in its final
measure (bar 4 of 4, or bar 8 of 8). The next measure group
would then have to begin independently; without any connec-
tion with the preceding graoup. There is, hawever, a means
other than elision by which an active symmetrical group can
imply a goal, engaging the listener’s expectation of its
length, and still have a vital rhythmic connection with the
fallawing group. Measures S4-57 of example 1-4 show this
kind of connection with measures 5@—61, a varied repetitian.

The example reproduces the development section from the
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first movement of the Sonata in G, K. 283.

Example 1-4. Sonata in G, K. 283/I.
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Measures 54-37 show both the duple ordering and the
motion toward a goal necessary faor the listener to farm an
expectation of a symmetrical group of a specific length.
This group implies its symmetrical structure less gradually,
however, than the three elided groups in example 1-1, where
two similar segments form the first halves of the groups.

In example 1-4, the camplementary two-bar segment begirning

at measure 546 constitutes thne second half of the group; thus
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the listener can infer the length of the grocup only as the
cadential motion of measure 57 implies scale step 2 over the
tanic chard (in D-major) as a tonal gaal.

0f greater concern to the present discussion is the fact
that the implied moment of this tonal goal ‘s arrival lies
beyond the symmetrical group. In this situation, the lis-
tener expects the tonal goal of the group to arrive with the
following measure, hearing the entire group as h:aving spent
itself in the process aof approaching the goal.

The implied tonal goal may then appear in one of two
very different ways. Most often the goal occupies the first
measure of a new measure group, as at measure S8 of example
1-4. The beginning of this new group, a varied repetition
of measures S54~37, is somewhat atypical in contradicting the
listener’'s expectation aof scale step 2 in the right iand.
Only the implied tonic chord appears, initiating the new
group. Mare often the expected scale step (usually 2) ar—
rives as well. The listener’'s sense of tonal closure then
depends on the same considerations discussed with regard to
elision: the size of the group showing the cadential tenden-
cy and the audible function aof the new group.

The essential difference between this procedure and
eliston is that here there is no rhythmic reinterpretatiaon.
After having heard a symmetrical group completed, albeit in
a purely rhythmic sense, the listener anticipates that a new

group may begin at this point, the implied tonal goal of the
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first group assuming an initiating function in the new
group. Because the listener can anticipate the new group in
this way, the cadential energy af the previous group seems
almast to intraduce the new group. I rafer to this situa—
tion as ;géggference, suggesting that this cadential energy
is transferred to the new group.

The varied repetition at measures 58-61 implies the same
tonal goal implied by measures 54-57. At measure &2, how-
ever, the expected goal (now providing ?) does not initiate
a new group but appears in an isolated measure. This mea—
sure allows the cadential motion heard in the preceding sym-—
meti-ical group to be campleted.?® I refer to such a measure

as an added downbeat measutre. The adjective "downbeat"

indicates that this measure has the same rhythmic status as

a measure beginning a new group.?™ The tonal and rhythmic

effects of an added downbeat measure stand in contrast to

2 The first description of this compositional prace-—
dure of which I am aware appears in Kirnberger, op. cit.,
407-08. "“[A periodl consisting of an cdd number of mea-
sures has samething disagreeable about it. However, if the
break at the last phrase is made by the daminant in such a
way that the clase to the tonic absolutely requires an addi-
tional measure, the final period acquires an odd number of
measures—~—thirty-three instead of thirty-two, farty-nine
instead of farty-eight-—without offending the ear." The
role of symmetrical structure in Kirnberger's conception aof
the period seems implicit in this description.

*= This is the only term used in this study that sug-
gests a relationship similar to the organization of beats
within a measure. The symbal "+ d.b." in the rhythmic
analyses indicates an added downbeat measure. The dotted
extension preceding this symbal, as at bar 62 of example
1-4, indicates the primary relationship of an added downbeat
measure to the preceding active group.
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those of both elision and transference. It always empha-
sizes the tonal closure of the preceding group; elision and
transference may or may not emphasize tonal clasure, depend-
ing on the function of the new group. 5Standing between the
precaeding symmetrical group and the following group, an
added downbeat measure has the rhythmic effect of bringing
the movement to a temparary halt. It results in two
"successive downbeats," since the following group begins
i ndependently,; with its own downbeat measure.??
Transferance is especially important in providing vari-
ety in the way that measure groups follow one another in a
mavement. Its connection of a symmetrical measure group
with a following group contrasts with the pause that occurs
whenever a symmetrical group arrives at a tonal goal at its
final bar. And the sense of rhythmic completion in trans-
ference,; allowing the listener to anticipate the new group,
contrasts with the sense of a missing measure (or measures)
when elision occurs.

Both transference and an added downbeat measure are also

14 William Rothstein discusses the "successive down-
beats” in this situation in Rhythm and the Theary of Struc—
tural Levels (Fh.D. dissertation, Yale University, 1981},
232-33. Rothstein uses the term "overlapping phrases” to
refer to the situation I have described as transference,
and the term "overlapping phrase" to refer to the use of an
added downbeat measure (p. &3). The first term implies an
overlapping of tonal content between the phrases, a concept
that seems to obscure the extent to which measure groups are
tonally as well as rhythmically independent. The term would
not accurately describe the connection between bars S54-357
and 3B-41, where there is a minimal sense of tonal overlap-—

ping.
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impartant means of emphasizing tonal clasure at the end of
active symmetrical groups. The position in which a tonal
goal of a symmetrical group receives the greatest rhythmic
emphasis is the downbeat of the measure follcwing the com—
pletion of the group. The listener can then hear the entire
group as approaching this goal, which seems all the mare
significant for arriving on a downbeat measure. The other
two factors already discussed as cruciai toc the listener’s
sense of tonal clasure work tagether with this third factor.
While the size af the symmetrical group is always an impor-
tant factor, the function of the new group is abviously a
factor only in transference and elision, not when there is
only a single added downbeat measure. The listener ‘s sense
of tonal closure is thus most complete when a static group
begins by transference and clearly prolongs the previous
group's tonal goail. The mament of closure is contirmed
retrospectively as the new group cantinues to prolaong the

tonal goal.

Ambiquity of Measure—-Group Boundaries

The added downbeat measure at bar 62 of example 1-4
creates a rhythmic break befars the retransitiaon to the
recapitulation. This break is softened by the introduction
during measure 62 of the left-hand pedal used in the follow-
ing group. Measure 62 alsag contains the anacrusis to this
group. Thus this édded downbeat measure, necessary for

tonal closure, also has an introductory function.
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This passage can alsao be analyzed—~—and heard—-—-in a dif-
ferent way, measures 58-61 giving way by transference to a
retransition beginning at measure 62. The change of design
in the left hand would actually initiate the new group; the
right—-hand figure beginning in the second part of the mea-
sure would be heard as a response to the left-hand’s initi-
ating gesture; and measures &2-47 would divide into three
two-bar groups. Although I do not subscribe to this analy-
sis, it does call attention to an ambiguity that often
arises when Mozart intraoduces an accompaniment pattern in a
measure of tonal clasure. An eight-bar phrase clasing an
the tonic in its final measure may sound as if it is elided
if a new accompaniment pattern begins at this point.?®

In the great majority of such ambiguous passages in
Mozart ‘s pianao sonatas, the new accompaniment pattern does
not benin a new graup but acts as a transition to a new
group beginning in the next measure. The listener’'s recog-

nition of the new group is based on the character aof the

19 See, faor example, bar 14 of the third mavement of
the Sonata in D, K. 576. The following melody in the right
hand soon eliminates any ambiguity. At bar 18 aof the third
movement of the Sonata in C, K. 279, however, the new left-
hand pattern does begin an eliding group, and the right hand
is heard as a response to the downbeat in the left hand.

The rhythmic relationship aof a melaody to an accaompaniment
pattern that begins before it in the same bar——that is,
whether it is a response within a downbeat measure or an
anacrusis—is discussed by Koch, gp. cit., pp. 11-13. FKoch
offers the compaser guidelines for avoiding ambiguity in
this situation, and thus for determining whether or not the
paotentially ambiguous measure is to be "“"considered in deter-—
mining the length of the phrase."
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following melody. An anacrusis figure in the ambiguocus
measure is typically followed by a forceful meladic gesture
in the follaowing measure. The leap ta b2 at measure &3 aof
example 1-4 is such a gesture, indicating to the listener
that it begins a downbeat measure. There is certainly a
degree of tension between the daownbeats suggested by the
left and right hands in this passage; as the two-bar pattern
repeats, the right hand’s accents (stemming from the leaps
in register) contend against the dynamic accents of the left

hand. I use the term competing downbeats to describe the

sustained rhythmic ambiguity in this type of passage. The
priority of the downbeat suggested by the melody is consist-
ently confirmed LGy the way in which Mozart resolves such

ambiguity.

The Use of a Prototvpe to Create an Expectation of Symmetry

As the rhythmic analysis in example 1-4 shaows, I hear
the retransition as consisting of twa distinct measure

groups: an implied six-bar group elided at its sixth mea-

Both of these groups are transitional in function. The
single chord they prolong is not the cadential tonic chord
of the previous active graoup, but the daminant chard of the
returning principal key of G major. The first graup (bars
63-467) shows neither a symmetrical structure nor motian
taoward a specific tonal goal; the listener cannaot anticipate

when it will end. Yet this group consists of similar two-
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bar segments, the first two aof which arrive at tonal geals
at their second measurés {c® and b?®).** The listener expects
that the third segment will similarly settle on a®! at its
“secand" measure.!? This pitch does arrive, but within the
context of an eliding four-bar group, that is,vin a “"first"
measure.

The listener ‘s expectation of a "second" measure at
measure &8 is aobviously naot based on measure &7 alone, but
on the two preceding two-bar groups as well. These groups
serve as prototypes against which the listener can hear the
elision at measure &8. 1 use this term to indicate a state-—
ment of a measure group that creates the expectation that a
later measure group beginning in a similar manner will have

the same length.?®® This expectation is then contradicted,

16 The analysis over the staff in example 1—-4 indicates
these two-bar groups by shorter vertical extensions of the
barlines. The lengths of these segments (—-2-) are printed
at a lower level than the length af the larger group.

17 1 use quotation marks here and elsewhere in this
study to indicate the listener s counting of measures within
groups. A measure that the listener expects ta be or actu-
ally hears as a "second"” bar or a “"seventh" bar may have to
be reinterpreted as a “"first" bar.

® In Free Composition Schenkear briefly mentions a
"metric prototype" in explaining the concept of expansian:
"an expansion follows from one or more measures of a metric
prototype. There must be an organic relationship. Despite
the fact that prototype and derivation follow one another in
direct succession, their relationship can be recagnized only
from the middleground and the background." Schenker’'s de-—
scription seems tno indicate a specific relationship in the
foreground, yet in his discussion of examples of expansion
he describes expansions based on rhythmic narmalization of
middleground tanal content, that is, not on a preceding

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



usually by elision. A prototype may directly precede the
measure group that differs from it, or it may precede it at
a greater distance in the movement. In the first case the
secand measure group can show melodic and harmonic differ-—
ences with the prototype (as in example 1-4); it need only
show a parallel structure. In the second case there must be
a more literal resemblance between the two groups, and the
prototype is usually a large aor memorable group. Elision of
a two-bar group is impossible without a pratotype, as a
single measurs cannot generate an expactation aof a two-bar
group.

The listener gradually becomes aware aof the elision at
measure 68, althaugh there are immediate cantrasts with the
prototypes. The chord on the downbeat of measure &8 is
mysteriously quiet after the loud accents beginning measures
&2, 64, and &6, and it stops abruptly.?® The new melodic
idea in the secand half of the measufe then begins loudly,
reversing the pattern of dynamics in those measures. It

also reverses the descending motion of the previaus five

foreground prototype. 0Op. cit., pp. 124-25. William
Rothstein has tried to clarify and expand uporn the idea of a
*middleground prototype" that he finds implicit in
Schenker ‘s analyses. Op. cit., pp. 162-71.

17 The first edition published in the QOeuvres
Complettes of Breitkopf % Hartel (Leipzig, 1799) places the
forte accent on the +irst beat. Regardless of the placement
of this accent, the dynamic accents at bars 62, &4, and &4
prepare the elision in a subliminal way, suggesting the
alternative downbeat measure that is realized only with the
elision. This kind of preparation for an elision occurs
four times within the expasition of the Sonata in €, K. 330.
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measures. The listener becomes mare certain of the elision
as measure 69 repeats the rhythmic structure of measure 68.
Such repetition, either of a single bar aor of a two-bar
segment, often provides retrospective confirmation of an
elision (as in bars 13-14 gof example 1-1). The symmetrical
structure of this group becomes obvious as it nears comple-
tion, the saft, descending line in measures 70-71 balancing
the two shorter ascents. This completed symmetry provides a
final confirmation of the elisian.

The elision in this passage plays an essential role in
controlling the pace of the movement. A retransition at the
end of a development sectian usually involves a tonal
adjustment; it works its way back to the tonic key far the
beginning of the recapitulation. Here, hawever, the tonal
adjustment of the retransition, the replacement of c# by ch,
could have been achieved with fewer measures and without
manipulation of the listener 's rhythmic expectations. The
rhythmic complexity of this retransition is necessary in
order to create a sense aof structural distance between the
cadence at measure 62 and the recapitulation, ar, phrased
differently, a sense aof return from a structurally distant
point (bar 62). The retransition achievos this by approach-
ing the recapitulation in two distinct stages. The elisian
at measure 68 not only requires the listener to make a
rhythmic reinterpretation; it also alerts the listener that

the eliding group has a different, more urgent function.
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Contrasts of dynamics, design, and melodic directicn within
this group all indicate that it will lead directly inta the

r-ecapi tulation.

Elision of a Static Group without the Use of a Prototvype

The role of the elisian at measure 39 of example 1-5,
from the third movement of the Sonata in B—-flat, K. 333, is
similar to that of the elision in example 1-3. It is the
focal point of a small rhythmic drama, one that is diverting
encugh to enhance the sense of structural separation between
the two surrounding themes. Here, however, the listener’'s
perception of the elision is not based on a prototype. The
elided group, like the active groups in example t-1, implies
a symmetrical structure on its own.

Measures 36-40 stand between the second-key—-area theme
and the returning rondo theme. The daominant chord of the
preceding cadence is expanded so that it completes a large
symmetrical measure group, the expected tonic chord and
scale degree arriving at measure 34. A sense of tonal clao-
sure results from the large size of the symmetrical group,
its arrival at its tonal goal by transference, and the har-
monically static character of the new group. The sudden
lowering of the dynamic level at measure 346 and the fallow-
ing meladic progression a-eb?, however, reveal that the new
group also has a transitional functiaon, redefining the F-
major chord as the dominant chord of B—flat.

Bath of the elements necessary to imply a symmetrical
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Example 1-5. Sonata in B—flat, K. 333/11I.
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group oF a sp=cific length are present at measures 3&-38.
Duple ardering and motion toward a tonal goal become appar-
ent simultaneously, with the acceleration of the progression
a-epZ at the midpoint of the implied group (bar 38). The
introduction of chromatic passing tones also distinguishes
the second half of the group, and intensifies the acceler-
ated motion toward ep=. The loud arrival on the flatted
seventh confirms the implied four-bar group at the same time
that the change of design in the right hand suggests to the
listener that this arrival is a new initiative. The contin-

uvation of this design far two measures (appropriating the
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duple ardering just elided) confirms these two bars as a

separate group.

The Effects of Early Arrival of the Final Cadential Chord
within a Group’‘'s Symmetrical Structure

The symmetrical groups in the preceding examples that
have implied a tonal goal have implied the arrival of that
goal at either the final measure of the group or the measure
following the graoup’'s completian. These two pasitions maxi-
mize the listener’'s sense of the group’s symmetry, allowing
the group’'s mation toward its goal to be heard as a movement
toward completed symmetry. Active symmetrical groups occa-
siaonally arrive at a tonal gqoal at an earlier point. An
eight-bar phrase, for example, can arrive at the tonic chord
of a full cadence at the seventh measure. Such a phrase
completes its symmetry by prolanging this chord for two mea-
sures. The exposition of the first movement of the Sonata
in D, K. 284 ends with such a phrase (see example 1-6).

The arrival of the cadential tonic chord at the seventh
measure (bar S0) results in a stronger rhythmic emphasis
than the more common arrival at the eighth measure. The
explanation of this strength of emphasis lies in the exis-
tence of different levels aof pulse within large symmetrical
measure groups. While counting the single measure—pulses in
this phrase, the listener is aware as well of pulses of two

~measures. The essential changes of harmony occur every two

maasures, accompanied by changes in design and dynamic
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Example 1-6. Sonata in D, K. 284/I.
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level. Since the counting of these broader pulses subsumes
the counting of individua} measures, the listener hears the
beginnings of the larger pulses as points of rhythmic
accent,=°

Such phrases appear infrequently in Mozart‘s piano

sonatas. More frequent, and less convincing as symmetrical

29 This explanation is an example of what Maury Yeston
refers to as "rhythm—to-pitch" analysis, in which the lis—
tenar’'s perception of broader levels of pulse is understood
as determining the accentual strength of a tonal event. The
broader pulses are generally stated in the music, but thevy
may also be "conceptually supplied” by the listener while
the music temporarily fails to state them. The Stratifica-
tion_of Musical Rhythm (New Haven and Londaon: Yale Univer-—
sity Press, 1976), &5-&4, 85.
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structures, are phrases that imply the cadential tonic chard
after six meaéures, but either give way to a new group at
this paint or are followed by a single measure of tonic
resoclution. The extent to which the listener expects to
hear a completed symmetrical graoup in such cases depends
upon the structure of the particular phrase.®! Consider
measures &6—-71 aof example 1-7, which clearly imply a tonic

resoiution at measure 72.

Example 1-7. Sonata in F, K. 280/I11.
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It seems unjustified to say that an implied eight—bar phrase
is elided at measurs 72. Using the terminolagy I have ap-

plied to active symmetrical groups, one could as justifiably
say that a six-bar graup is completed here, arriving at its

tonal goal by transference tao a new group. HMeasures 66—71

21 This expectation can also be prompted by a preceding
prototype, as discussed belaw.
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clearly contain two-bar segments, but ncthing distinguishes
measure 70 as the second half of an eight-bar phrase. Note
that measures 72-77 are alsa a six—bar group (3x2), so that
these two groups together present a broad rhythm to end the
expasition.=®2

Measures 9-14 of example 1-8 imply a symmetrical eight-
bar group far more strongly. The first half of the implied
group consists of a repeated two—bar segment, the second

half of continuous motian toward a cadence. At measure 15

Example 1-8. Sonata in E-flat, K. 282/III.
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22 Mozart broadens the final group to a symmetrical
eight bars at the end of the movement.
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the listener expects the group to be completed in twa mare
measures. These two measures micht have provided a full
cadence (V in bar 15. I in bar 16) or a broad half cadencs
{the ¢ chord resolving in bar 16). In either case, the lis-
tener hears measure 15 as inadequate for rhythmic closure,
and the new group at measure 16 as having begun too early.

I refer to this situation as truncation.

Although examples of truncation occur very infrequently
in Mozart’'s piano sornatas, they have a startling, somewhat
disturbing, rhythmic effect. Truncated groups deny literal
symmetry after the arrival of a tonal goal, nat befare its
arrival, as with elision. Why does Mozart withold the added
measur-e that would also satisfy the listener s sense af
rhythmic closure? 0One general answer is that truncation,
like elisian, provides relief from continucgus symmetrical
structure (see bars 1-23 of example 1-8B). Another is that
the impressiaon of the next active group beginning too early,
as if unable to wait for the completion of symmetry, can
emphasize the greater thematic importance or energetic
character of this group. In this example, the abrupt hal+¥
cadence at measure 15 underscares the preparatory function
of measures 9-15 with respect to the following second—-key-
area theme. In example 1-9 (discussed below), the energy of
the new idea beginning at measure 42 1/2 is more apparent
because it does nat wait for the symmetry of the previous

group to be completed. Truncation speeds the music along
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just at the point that the listener expects it to breathe.

A precediﬁg prototype enables the listener to recognize
truncation with particular clarity.25 Several ihstances of
prototypes indicating a subsequent truncation aoccur in
Mozart ‘s piano sonatas. All of these passages involve a
transition from the notatad meter to compound meter.2< The
final example of this chapter (example 1-9) illustrates not
anly this specialized function of truncatiaon, but alsao
Mozart’'s use within compound meter of the various structures

described in this chapter.

Temparary Use of Compound Meter within A Movement

I have suggested that, within Mozart’'s style, measures
are audible pulses, counted by the listener in expectation
of a measure group ‘s completion. In several mavements of
the piano sonatas Mozart uses campound meter, in which each

notated measure caontains two audible measure—-pulses. When

23 Schenker briefly describes the relatiaonship of a
prototype to a truncation, discussing bars 1-15 of
Mendelssohn ‘s Bongs Without Words, No. 30. An eight-bar
antecedent phrase is the prototype; the conseaquent is onlvy
seven bars long, cadencing on the tonic in the seventh bar.
Schenker doesn’'t discuss the listener ‘s sense of a missing
measure, yet in his graph of the passage he indicates the
surprising effect of the truncation by placing an exclama-
tion point over the seventh bar of the consequent phrase.
Op. cit., p. 125. See figure 149, example 1 aof the supple-
ment of musical examples.

=24 There are four movements in which such truncated
groups (preceded by prototypes) instigate a change to com—
pound meter: the Sonata in C, K. 279/1, bars 17-203 the
Sonata in B~flat, K. 281/III, bars 1-8; the Sonata in C,
K. 330/1, bars 35-42; and K. 330/1I1I, bars 33-39.
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compound meter prevails throughout a movement, as in several
of the slow movements, it does not affect the way the lis-
tener hears the music; it is merely an eighteenth—century
notatianal convention. Observing the score, hawever, one
notices that critical rhythmic events——the arrival of the
cadential taonic chord, or the beginning of a new group by
elision——occur at the second halves of the notated
measures. <"

Mozart’'s insertion of passages in compaund meter within
a movement generally in simple meter does affect the way the
listener hears the music. The listener suddenly hears
measure—pulses that occur twice as often as the pulses pre-
viously heard.=2¢ The groups formed by these faster measure-
pulses can engage the listener’'s expectation of symmetry in
the same manner as groups compased aof the predominant, slow-
er pulses. Example 1-9 reproduces the closing materials
from the first movement of the Sonata in C, K. 330, ane of

the several movements in which this switching to and from

23 Kirnberger offers a simple methaod of distinguishing
compound meter: "these meters——for example, the compound 4/4
and the simple common 4/4-—-can easily be distinguished,
since, in the former, the cadences fall naturally on the
second part of the measure, which would not be possible in
simple 4/4 meter." 0Op. cit., p. 398. Kirnberger's norma-—
tive phrase is four bars long, with the final cadentlal
chaord arriving in the fourth bar.

26 Heinrich Christoph Koch discusses the possibility of
a movement switching between simple and campound meters.
Koch, hcwever, anly discusses "melodic sectians of a simple
meter in a piece composed in a compound meter." 0Op. cit.,
pp. 162-43.
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compound meter occurs.

330/1.

in C, K.

Sonata

Example 1-9.
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Measure 34, an added ddwnbeat measure providing tonic
closure for the second—~key—area theme, also contains the
anacrusis figure for the concluding theme at measure 35.27
This theme begins with a four—-bar antecedent phrase, which

is the prototype for a truncated consequent phrase. The

section in compound meter begins at the second half of mea-
sure 42, allowing the consequent phrase only a half—measure
of tonic resolution. The melody here indicates the new
measure—pulse, as it do2s in the other movements switching
to compound meter.=® The +first bit aof melady arrives at a
goal at measure 43, that is, at its "second" measure in 2/8
meter. It is thus distinguishable as a two—-bar group and,
like the two-bar segments in example 1-4, can éerve as the
prototype for an elision of its repetition. This elision
occurs at measure 44 after a single measure (=half-bar) of
the repetition, with the entrance of an eight-bar active
group equivalent to four notated measures. The new group
appraopriates the goal of the previous group (the twao six-
teenth notes on g=2) for its downbeat, briefly disgquising the

elision. The changes in dynamics and the left hand’'s design

<27 The second-key-area theme, beginning at bar 19, does
not complete a single symmetirical measure groug by bar Z4.
My identification of bar 34 as an added downbeat measure is
explained in Chapter 2, which discusses complex phrases.

=22 See footnote 24. The other analytical options are:
elision at bar 42, in which case the right-hand figure in
this bar is a response to its downbeat; and compietion of
the implied four—bar caonsequent, in which case the figure is
a long anacrusis to bar 43. I hear the first three thirty-
secand notes of the figure as an anacrusis.
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are indications aof the elision; y=t the threefald repetitian
aof the two sixteenths is most critical, revealing the initi-
ating function of this figure within a new group.

The new group has a clearly symmetrical structure. The
midpoint of the group is distinguished by climaxes in regis-—
ter and dynamics, and by the cessation of the left hand. At
measure 48 an added downbeat measure (=half-bar) allaows
tonal closure of this group, after which one hears the same
sequence of groups that began at the second hal+ of measure
42. The large group at measures 50-54, however, gives way
by transference to a concluding set aof groups in simple
meter. The slower dotted rhythm of measure 54, heard just
befare the section in cocmpound meter (bar 41), immediately
slows the pace of the music.

The effect of this section in compound meter on the
overall pacing of the exposition (and the recapitulation) is
unmistakeable. In caomparision with this section, the pre-
ceding forty—one measures aof the exposition and the succeed-
ing final five measures proceed at a stately pace. The
analogy of a walker suddenly doubling his pace accurately
describes the effect this section has of lifting the energy
level of the movement.

The effect of the various rhythmic devices used within
the section can also be described. The truncation in the
middle of measure 42 prevents rhythmic closure and allows

the section in compound meter ta begin surprisingly. It is
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difficult to gauge the extent tao which the listener hears
this beginning at midbar as a "metrical dissonance," yet it
seems most likely that this could occur in a movement like
this one, in which the listener has previously heard down-
beats only at the beginning of the notated measures.=® The
elision at measure 44, since it brings a downbeat measure on
the barline, would have the effect of resoclving such a sense
of dissonance. Dissonance would recur as a result of the
added downbeat measure (=half-bar) at measure 48, and would
be resalved finally at measurz SOC.

This dissertation does naot pursue this line of analysis,
thaugh it may have validity frocm the listener ‘s perspective.
I assume, rather, that the listener accepts the rhythmic
context provided by each successive measure group, and that
the particular way in which a measure group gives way to a
following group has a specific rhythmic effect, which is to
say, a psycholagical effect. The new idea at the middle of
measure 42, for example, is surprising and gives the sense
that the movement is accelerating. The elision at measure
44, too, is surprising and results in a sense of accelera-

tion, yet it achieves its effect in a different way.

2% Floyd K. Grave has suggested that in movements using
compound 4/4 meter Mozart creates a sense of metrical disso-
nance and resolution based an the priority of the notated
barline. Grave does not discuss the appearance of sections
in compaund meter within mavements in simple meter, situa-
tions in which the displacement of the downbeat to the
middle of the notated bar is particularly striking. See

, "Common—~Time Displacement in Mozart," Journal of Musicoloagy
' 3 (1984), 429-31.
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This chapter has given only brief attention to composi-
tional techniques that appear often enough in the piana
sanatas to be described as characteristic of Mozart’'s style.
An example of a technique that has been discussed is the use
of elision within a group prolonging a single chord to
create a sense of structural distance in a movement.=° I
have been mare concerned here, however, tao present a basic
vocabulary and set of principles that can be used to identi-
fy svymmetrical measure groups and describe their rhythmic
effects. The next several chapters focus on specific campo-
sitional techniques with which Mozart engages the listener’s

sense of symmetrical structure for various purposes.

S© This is one of several techniques for which I have
compiled lists of examples from the piano sonatas. These
lists appear in the appendix of this study.
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Chapter 2

COMPLEX PHRASES

The term complex phrase refers to a passage that moves

through several distinct measure groups on its way taward a
cadence. The word "complex" in this term indicates that the
groups within the phrase are rhythmically independent, and
cannot be heard as segments within a large symmetrical
structure. Rather, each of these groups implies its own
symmetrical structure, engaging the listener’s expectation
as to the moment of its claosure, and each of them except the
iast group gives way by elision to the next group in the
phrase. The word "phrase" in the term indicates that the
passage is a single unit from a tonal point of view. It has
a single tonal goal, either the cadential tonic of a full
cadence (? over 1) ar the final dominant chard of a half
cadence. The listener recagnizes that the several groups
comprise a single phrase because of this common tonal goal.
All but one of the examples of elision in Chapter 1
occurr at the point of the tonal goal ‘s arrival.?® In each af
these examples the tonal goal arrives at the moment aof the

elision, although it immediately assumes a new role as the

* The elision at bar 13 of example 1-1 accurs a bar
befaore the expected arrival of the cadential tonic chord.
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initiating event of the new measure group. Such elisions
stress the individuality of both of the measure groups in-
valved. The listener has heard virtually all of the elided
group at moment of the elision, and the appearance of the
graup ‘s tanal goal, despite its rhythmic reinterpretation,
confirms the listener’s sense of the group’s structure.
Elisions within complex phrases generally occur earlier
in the elided group’'s structure. The elision may occur just
as the listener is beginning to anticipate a symmetrical
group of a specific length, at the sixth or seventh bar of
an implied eight-bar group, for example. The listener may
not have heard the cadential subdaominant chord at this
paint. The implication of a symmetrical structure in such
éases is weaker than when an elision occurs later in the
group’s structure, at a point closer to rhythmic and tonal
closure. I wauld suggest nevertheless that symmetrical
structure is still implied in these cases, though certainly
in a more subtle fashion. This subtle implication of sym—
metry is necessary, allowing the listener to hear the groups
on both sidecs af the elicsion as parts of the same phrase.
Elisions within caomplex phtrases may also occur quite
late in the phirase’s tonal structure. In the case of a
campiex phrase ending with a full cadence, an elision might
occur at the arrival of the cadential subdominant or domi-
nant chord. When either of these chords is reinterpreted as

the initial chord of the eliding group, this new group can
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still move forward toward the same tonal goal implied by the
previous groups in the phrase, the cadential tonic chord.
The new group can imply a different symmetrical structure, a
four—-bar structure, for example, if the elided group has
implied an eight-bar structure. The listener still hears
the tonal goal of the new group as the goal of the entire
complex phrase. The rhythmically independent groups within

a complex phrase are thus tonally interdependent.

Camplex Phiases Ending with Full Cadences

It is paossible to generalize about the rhythmic functian
of complex phrases that end with full cadences. These
phrases accur within thematic sections of scnata-form move-—
ments, sections in which antecedent-consequent phrasing
usually prevails and facilitates the listener’'s perception
of measure—group structure. A symmetrical four—- or eight-
bar phrase ftollaowed by an answering phrase with the same
structure results in a clear symmetrical group. Complex
phrases praovide Mozart with a means of avoiding the thaor-
oughgoing symmetry of antecedent-consequent phrasing while
achieving comparable length. A complex phrase shows sym—
metrical structure only within its independent measure
groups; the phrase as a whale is asymmetir-ical. The listen-
er ‘s perception of the rhythmic structure of the phrase is a
more active and difficult process, as the listener’'s sense
of symmetrical structure is engaged separately by each of

the measure groups within the phrase.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



48

The first thirtéen measures of the first movement of
the Sonata in F, K. 280 are a typical complex phrase. The
rhythmic analysis in example 2-1 is based on the assumption
that ah eight—~bar phrase has been implied after the first

six measures. As in many of the examples to follow, this

Example 2-1. Sonata in F, K. 2Z80/I.
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assumption cannot be proven. It can only be pointed out
that typical components of a symmetrical eight-bar phrase
are present to this point. After the phrase begins with two
two-bar segments, several new elements at measure 5-é6 seem
to indicate the second half of an eight-bar phrase. There
is a sudden change of dynamic level, and the previous two—
bar melodic pattern-—-three quarter notes followed by a

single downbeat note-—is replaced by a one-bar pattern that
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begins with two eighth notes. A sense of acceleration
toward a cadence results from the shorter note values, the
shorter melodic segments, and the faster harmonic rhythm
(two harmonies in two bars as opposed to two harmonies in
the first four bars). The change in the left-hand texture
at measure 3 doesn’t contradict symmetrical structure; it is
a detail that avoids mechanical symmetry.2 The cadential
subdominant chord has not yet appeared, yet the appearance
of the cadential chords within the last quarter of an active
symmetrical group occurs often enough in Classical practice
to be within the listener ‘s range of expectation. If one
does expect the phrase to end within eight measures, ane
expects a descent from scale step 3 after the six—-bar pro-
longation of scale step % and the tanic chord.

The listener s sense of imminent closure is contradicted
by the changes in dynamics, register, and design at measure
7. Even the dominant harmony of this measure is a contra-
diction; a subdominant function would typically support
scale step 3 of the expected r;pid descent. Measures 7-9
subsequently imply a symmetrical four—-bar group, just as
measures 1-6 implied an eight-bar group. Notice again that
at the midpoint aof this graup, measure 9; there is a change

in dynamic level and a change in design, now in both the

2 Edward Lowinsky describes Mozart’'s avoidance of
mechanical symmetry in his article "On Mozart’'s Rhythm."
"Symmetry and variation, order and freedom, similarity and
difference are joined in a highly sophisticated pattern.”

Musical Guarterly 42 (1936), 147.
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left and right hands. This new group is elided at its
final, "fourth" measure by its own repetition. The unex-—
pected return to the dominant chaord of measure 7 avoids the
cadential tonic chord, linking the two groups as parts of a
single phrase.™ This repetitiaon is similarly elided by the
beginning of the transition section (bar 13). The listener
hears the phrase as tonally camplete at this point, by vir—
tue of both the presence of ; over the root-position tonic
chord and the perceivably different function of the transi-
tion section (note the new triplet rhythm); which begins by
prolonging the tanic chord for five measures.

Mozart allows us to hear the passage in another way.
The return to a saft dynamic level at measure 9 may suggest
that measures 7-8 are an insertion, that is, have been in-
serted in the middle of the saft secand half of the ariginal
eight—bar phrase. This is but one instance of many in which
Mozart provides the listener with two possible rhythmic
interpretations of a passage. Mozart most often resolves
such ambiguity soon after he has created it. Here the repe-
tition of measures 7-9 at measures 10-12 reinforces the
unity and separate cadential tendency of this group. From

a tonal standpoint measures 7-8 are indispensable to the

A
—

A
entire phrase, as they contain scale steps 4 and 3 aof the

meladic descent. The ascending sixth e—c in the the bass

F See bar 4 of example 1-1, where the appearance of the
tonic chord at the moment of elision has the opposite effect.
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also unifies these three measures, and recalls the ascending

sixth a~f* in the middle voice in measures 3-&.

The second key area in the first movement of the Sonata
in C, K. 330 contains a complex phrase having three separate
groups (see example 2-2).

Example 2-2. Sonata in C, K. 330/1I.

Allegro moderato
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Measures 19-27 are not part of the complex phrase, but are
an antecedent phrase for which the entire complex phrase

serves as the consequent. The first—inversion dominant
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chord at measure 21 and the arrival of scale step % an the
downbeat of measure 22 call for ancther phrase providing
more camplete tonal clasure. This four—bar antecedent
phrase is also the prototype for the first elision within
the complex phrase (bar 25). After measures 23-24 begin
with a varied repetition of measures 19-22, the following
two measures hardly provide the tonsl closure the listener
expects aof a four—bar consequent phrase. Measure 25, like
measure 21, begins over a first—inversion dominant chord,
and in measure 26 the melodic ascent (b2—c2-d=) and the
change of design in the left hand imply continuation.

The elision at measure 25 is hidden because of the toral
and rhythmic ambiguity of measures 25-26. These two mea-—
sures do provide-the expected dominant and tonic chaords,
campleting the four-bar group implied by the antecedent
phrase. Yet, because they do not praovide full taonal clo-
sure, the listener tends to hear them as a new gesture,
denying the implied eight-bar group (4+4). The elision is
further disguised because it does not entail a drastic
rhythmic reinterpretation. Measure 25 is rhythmically
accented as the beginning of a two-bar pulse regardless of
whether it is the "third" measure of the implied four—-bar
consequent phrase or the "first" measure aof the eliding
group. Elisions are more immediately apparent when they
entail the reinterpretation aof an even—-numbered measure

.

within the preceding group as the downbeat measure of the
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new group. Notice, however, that the shift to mezzoforte at
the third measure of the antecedent has prepared the more
dramatic shift to forte at measure 25. Together these two
dynamic accents suggest the possibility of reinterpreting a
"third" measure as a downbeat measure.<

The listener’'s tentative separation of measures 25-26
fraom the preceding group is supported by the subsequent
repetition of this two-bar pattern. The listener retrospec-
tively groups measures 25-26 with the similar two-bar seg-
ments that follow it (the segment at bar 29 is incomplete),
since these five measures sound like a harmonically static
beginning of a new active group. Thus the twa-bar segment
at measures 25-26, rather than completing a four-bar group,
prolongs an initial tonic chord of a new group. The listen-—
er hears the dominant chord of measure 253, like the subdomi-
nant chords of measures 27 and 29, as a neighbor chord of
this initial tonic chord.

The ultimate confirmation of such a retrospective rein-—
terpretation is the symmetrical structure and cadential clao-
sure of the new, eliding group. The central group of this
complex phrase does nat providé this confirmation, however.
Measures 25-29 can be heard as the beginning of an eight-bar
active group, yet this implication is extremely subtle,
allowing the listener to form only a tentative expectation.

There are na new features to distinguish measure 29 as the

4 See bars 63-71 of example 1-4 and footnote 19 of Chapter
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midpoint of such a group, and the group is elided before any
motion toward a cadence is heard.

The elision by which the final group of the complex
phrase enters is no less aobvious because of this subtle
implication of an eight-bar group; it is based only an the
expected completion of a two-bar segment, for which measures
259-26 and 27-28 have ssgrved as prototypes. The elision
belongs to the category of elisions in which an expected
even—numbered measure is immediately reinterpreted as a
downbeat measure, resulting in a surprising shift of rhyth-
mic emphasis that did not occur with the elisian at measure
25. The melodic contrast of measure 30 with measures 26 and
28 makes thé elision immediately apparent. Notice that the
shift to forte within the secaond two-bar group (bar 28) has
prepared the listener for this second elisian, much as the
dynamic emphasis at measure 21 prepared the firét elision.
The final group of the camplex phrase confirms its rhythmic
independence by unfolding as a symmetrical four-bar struc-
ture and cadencing in an added dawnbeat measure. Contrasts
in melodic direction and dynamic level mark the midpoint of
the four—-bar group, and there is an abvious cadential motion
in the second half aof the group.

The roles af the three groups within this complex phrase
and the particular rhythmic effects of the elisions connect-
ing them can best be understood in terms of the postpanement

of cadential motion that characterizes the phrase. The eli-
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sion at measure 25 invalves a reinterpretation of the tonic
chord as the first chord of a new active group rather than
the tonal goal aof a faur-bar consequent phrase. As the lis-
tener perceives this new group the moment of tonal closure
seems farther away than it had at measure 23. The unfolding
af the second group thus serves to postpone the final caden-
tial motion of the phrase. The final group interrupts the
second group while it is still proleonging its initial tonic
chord. The surprising rhythmic effect of the elision at
measure 30 underscores the new tonal function of the final
agroup. It seems to enter impatiently in arder to move
quickly toward tcnal closure.

The meladic content of this passage clearly articulates
the separate roles of the three groups in the caomplex
phrase. The melody of the antecedent phrase (and of the
consequent) begins by prolonging d2®, implying that tonal
claosure will invalve a meladic descent ta g* (see example
2-3). The leap to d=® in measure 21 and the arpeggiated
descent to g* in measure 22 seem out of place within the
concise antecedent—consequent structure that seems to be
taking shape. The antecedent’s apening up of this register
is critical, however, for the articulation of the entrances
of both eliding groups in the complex phrase. Each of these
groups distinguishes itself from the preceding implied group
by ascending into this high register befaore returning to the

implied register of tonal closure. The ascent to c® at
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Example 2-3. Sonata in C, K. 330/I.
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measure 25 is inappropriate for the implied four-bar conse-
quent, but assists in articulating the new group. It alsao
begins a gradual melodic descent within this register, c=
lving a scale step lower than the d=® of measures 21-22. An
ascent into this register also articulates the final eliding
group at measure 30. This ascent extends to b®, the next
step in the gradual descent from dS. The uninterrupted
descent tao a in measures 30-32 then balances and unifies the
caontrasting registers of the passage.

A meladic motive stated by the upper vaice is essential
to the second group’s role of postponing tonal clasure and
the final group’s raole of praviding it. The meladic ascent
br=cZ2-d® implying continuation at measure 26 is part of a
longer melodic motive that begins with the elision at mea-
sure 25: d®-c=2-b?*-cZ-d=®. This motivé, repeated again in

measures 27-28 (c2-b*—c2®-d=®) and begun a third time in
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measure 29, paostpones cadential descent and prolongs the
pitch d®, the opening pitch of the antecedent and consequent
phrases.

When the final group enters by elisian at measure 30 it
interrupts this motive at its lowest point, states the
entire motive in inverted form (b*—-{(c)-d?*-c?-h), and then
continues to descend to a.® The rapid descent from b= to d*
in measures 30-31, replacing the ascending third aof this
inverted motive, not only calls attention to the elision,
but stresses the final group ‘s role of providing cadential
descent. The last part of the inverted motive, heard in
measure 3!, provides a pronounced contrast with the ascend-
ing thirds in measures 246 and 28. The listener hears the
entire inverted motive as a forceful cantradiction of the
motive’'s previocus function of prolonging scale step %. The

d* of measure 31 is emphatically the last appearance of %.

The second key area of the first movement of the Scnata
in B—flat, K. 281 consists of a single camplex phrase and a
final static section prolonging the cadential tonic. Mozart
does not use elision as consistently here to connect the

groups within the complex phrase, yet the rhythmic indepen-

= I am mare concerned here with the listener’'s percep-
tion of cadential descent in this final measure group than
with identifying the structural tones af descent accarding
to Schenkerian analytic ptrinciples. The descent fram d?* to
a in bars 31-32 seems especially significant fram the first
perspective,; though c?* aof bar 31, lacking Eonsonant harmonic .
suppart, does not qualify as a structural 4. Example 2-3
shaows the structural descent from S accurring at bars 32-34.
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dence aof groups within camplex phrases is still evident.
The tonal interdependence among the three different groups

in the phrase is particularly interesting (see example 2-3).

Example 2-4. Sonata in B—-flat, K. 281i/1.
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Example 2-4, continued.
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Measures 18-21 are a harmonically static group prolong-
ing scale step g over the tonic chord. 1 refer to such a
group as a static beginning, in order to differentiate it
from the static groups described in chapter 1, which prolong
a taonal goal. Static beginnings often appear at the start
of second-key~area themes. They usually consist of a re-
peated two—-bar segment, as in measures 18-21. This allows
them to function as the first halves of symmetrical eight-—
bar phrases, in which the second halves introduce the mation
toward a cadence. The first four measures in this phrase,
hawever, da not show a symmetrical relationship with the

active group that follows (it is longer than four bars), and
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thus must be considered a separate grroup. While this group
is rhythmically isolated in this sense, it has the tonal
function of stating scale step % and the initial tonic chord
for the rest of the phrase.

The elision that is characteristic of complex phrases
aoccurs betw=en the second and third groups here. Measures
22-26 are rhythmically similar to the middle group in exam-—
ple 2-2 (the Sonata in C, K. 330/1I)>. One can hear them as
the first five measures of an eight-bar phrase (extending
the tonal seguence begun at bar 22 would yield ? at the
eighth bar), but the elision that curtails the group is
again mare abviously based on the listener’'s expectation of
a third two—-bar segment. The expected arrival of g= at
measure 27 disguises the elision for only an instantj; the
left-hand accompaniment pattern and the sudden 1lyrical
quality of the melaody immediately suggest that this is the
first measure of a new group. As in our first two examples
of complex phrases, the final group here progresses in
symmetrical fashion to the cadence. Yet measures 27-30, by
virtue aof their expressive contrast with the preceding part
of the complex phrase, stand out more clearly as a separate
faur-bar phrase. The particular beauty of this passage
stems from the fact that this both is and is not a separate
phrase. This beauty would largely disappear if measures 27—
30 stood alone, requiring no rhythmic reinterpretation.

The tonal elements aof this complex phrase are evenly
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distributed among the three groups (the repetition of the
third group at bars 31-33 showing only slight taonal differ-—
ences). Each group is distinguished by its first chord: the
first group begins with the tonic, the second with the
subdominant, the third with the dominant. In this chapter’s
first twao examples of complex phrases, the initial groups
(group in K. 280) prolong scale step % aver the tonic chord,
so that the final group must execute the descent to ? by
itself (see examples 2-1 through 2-3). In this passage, the
second and third groups both participate in a single, grad-
ual descent. Measures 22-2& pravide scale steps 3 and % (at
bars 23 and 25); measures 27-30 provide 3 and ?. The eli-
sion at measure 27 places an unexpected rhythmic emphasis on
g®. It now initiates and predominates in the final group.
Motice that the sequence of tenths between the bass and the
upper voice (bars 22-24) is interrupted precisely at this
point, the bass moving conspicuously to the root of the
dominant chord. Measures 27-2% prolong 3 over the root-
position daminant by neighboring motion (g=-fZ-f#2-g= in
bars 27-29) and mation to an inner voice (e=®, bar 29).

The elision at measure 34 of the final group’'s repeti-
tion results in a greater sense of tonal elosure than at

measure 30. At measure 30 the arrival of the cadential

tonic in the final measure of a four-bar group receives
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little rhythmic emphasis.® The cadential tonic at measure
34, however, occupies a downbeat measure by virtue of the
elisian. The static character of the follaowing three
measure groups confirms tonal closure at measure 34.
Measures 34-35 and 36—-37 are active groups in the sense of
stating a cadence, yet their function, like so many similar
aroups at the ends of expasition sections, is clearly pro-
longational. There are also slight tonal differences in
measures 31-33 that may contribute tao their scunding maore

final than measures 27-29. The repetition, reversing the

N N
roles of scale steps 2 and 7 at the start of measure 27 and
A A
the end of measure 29, descends to the tonic (2-1) instead

A A
of ascending (7-1).7

The first movement of the Saonata in A, K. 576 provides
two very similar examples aof Mozart’'s use of hidden elision
within complex phrases. This compositional technique can be
aobserved clearly in this movement, as each of the two com—
plex phrases appears elsewhere in the movement without the
eliding graups, that is, as a straightforward symmetrical
phrase. The straightforward versions of these phrases do

naot functian as prototypes far the complex phrases, however.

© As explained in Chapter 1 (pp. 33-34, this arrival
does not coincide with the listener’'s caounting of broader
measure-pulses within the symmetrical group (two-bar pulses
here), nar with the downbeat of a new group.

7 Chapter 3 dxscusses the extent to which Mozart re-—
serves the descent 2-T for last whenever he repeats a final
paortion of a phrase.
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In one case the complex phrase occurs earlier in the move-
ment than the simpler version. And although the other
complex phrase daoes occur later in the mavement than its
simpler version, this earlier phrase is not crucial to the
listener ‘s perception of the elisions within the complex
phrase. A comparison of the simpler and complex versions of
these phrases confirms the special function of complex
phrases: to postpone and dramatize the moment of tonal
closure. Maozart’'s placement of the complex phrases within
the movement clearly indicates this function.

Example 2-5 reproduces the secaond key area of the expo-
sition (bars 34-58). The first eight-bar phrase reappears
at the end of recapitulation as a camplex phrase (bars 144-—
154, reproduced in example 2-6). The complex phrase at
measures 46-392 af example 2-3 functions as the consequent
for the antecedent phrase at measures 42-45 (just as bars
25-34 function in the Sonata in C, K. 330/I, example 2-2).
This complex phrase reappears at the beginning of the second
key area in the recapitulation as a straightforward four-bar
consequent phrase. The two ideas camprising the second key
area of the exposition thus trade places in the recapitula-
tion, and each of these ideas is dramatically extended only
when it closes the section.

The antecedent phrase at measures 42-45 is the prototype
against which one hears the expansiaon af the caonsequent

phrase. The elision at measure 48 remains hidden until the
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Example 2-3. Sonata in D, K. S7&/1.
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second half of the measure. At this point one still expects

the cansequent to cadence within four- measures, the bass

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



ascending to the root of the dominant chaord at the second
half of the measure, scale step ? and the tonic chord arciv-
ing at measure 49. This is essentially what occurs in the
simpler version of this phrase in the recapitulation.® In
the camplex phrase, however, the second half of the measure
repeats the entire content of the first half, prolonging the
firgt—inversion tenic chord. As at measure 25 of example
2~2, the new group begins to distinguish itself from the
preceding group simply by repeating an idea first heard as
belonging to that group. The higher register of the melody
in measures 48-50 also distinguishes the new group (as in
the eliding groups in examples 2-1 and 2-2).

The new graup asserts a symmetrical structure very
clearly. The midpoint of the group (bar S0) is marked by
the pronounced arrival of the cadential subdaominant chard.
This chord seemed to have appeared briefly in the "third"
measure of the previous group (on the third eighth of bar
48), but the listener has since reinterpreted that chord as
a neighbor to the tonic chord. This is thus the first
appearance of the cadential subdominant chaord in the phrase.

Melodically, this new group seems to have ascended tao a high

point at the f#2 of mesasure 30, so that the following pause

® The melody in the corresponding measuge of the sim-—
pler version (bar 128) allows the descent 3-2 to occur in
the second half_,of the bar. The complex phrase implies the
restatement of 5 at the second half of the bar, which wgould
require a mare rapid melodic descent in order to reach 1 by
the next bar.
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and the changes in design and melodic direction in this
measure all imply that tanal closure will aoccur after the
cumpletian'of a four—-bar group. The listener expects the
dominant chord at measure 51 to last a full measure, the
tonic arriving in an added downbeat measure or by transfer-—
ence to a static group.

Instead the dominant is extended to two measures, form-—
ing a separate group and appropriating the implied fourth
measure of the previous group. This is the smallest paossi-—
ble eliding group in a complex phrase, occurring at the last
possible moment (with the arrival of the cadential dominant
chard). The factors invoived in the listener ‘s recognition
of this elision are nevertheless the same factors involved
in the recognition of any elision: the appearance of mate-
rial that cannot be interpreted as a continuation of the
implied symmetrical group, and the subsequent cocherence of
the new group. As with the elision at measure 48, Mozart
disguises this elision for half a measure. The first
contradiction of the implied four-bar group occcurs at the
secand half of measure S1 when a?! fails to resolve to g#?
and the bass begins a chraomatic ascent. The motion of the
tenor voice in measures 951-52 is important in articulating
this two-bar symmetrical structure. The goal of this
voice’'s ascent (e?) occurs at the miépoint of the group,
after which the descent to the dominant seventh. (d?*) clearly

implies the tanic chord at measure 53. Notice that Mozart
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has emploved this classic meladic contour to unify two
successive measure groups. Appearing in the upper voice at
measures 48-51, it unfolds within an implied four-bar graoups;
in the tenor voice at measures 51-52, it fills out a two—-bar
group.

The complex phrase near the end of this movement, al-
though based on the first eight-bar phrase in example 2-5,
has the same rhythmic structureuas the complex phrase just
discussed. The final two—-bar group aof the later ccomplex
phrase simply transposes the final group of the earlier one.
There are, haowever, several aspects of the later phrase that
make it especially appropriate to end the movement (see
example 2-86).

Measures 144-147 are an example of a static beginning
that fills out the first half of a symmetrical active group.
The role of such a static beginning is even clearer at mea-
sures 3I4-~37, which do not switch to a higher register as at
measure 1446 (see example 2-5). The first half of such a
graup simply prolongs the the apening tonic chord with a
repeated segment (two or four bars in length), after which
the appearance of heightened melodic activity and cadential
chords in the second half imply the length of the group.
Thus the listener begins tao expect an eight-bar group when
the melody at bar 38 (and bar 148) breaks from the two-bar
pattern of the previous four measures, and the listener

certainly expects such a group when the cadential subdomi-
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in the next measure.

nant function (II®) arrives

576/1.

Sonata in D, K.
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The sense of finality conveyed by the complex phrase in
example 2-6 results from the fact that both eliding groups
prolong the cadential daminant chord, the last chord befare
tonal closure. In the other complex phrase in this movement
(example 2-5), the first eliding group appropriates and prao-—
longs the first—-inversion tonic chord. The two eliding
groups in example 2-6 resemble a cadenza, dramatizing the
moment of tonal closure by postponing the resolution of the
cadential six—four chard. This short cadenza is all the
more effective because of the wit of its rhythmic structure.

The eliding graoup at measure 130 immediately differs
from the seventh measure of the simpler version of this
phi-rase in the expaosition (example 2-5, bar 40). It is
possible that the listener may remember the earlier phrase
well enough for it to serve as a prototype, signalling the
possibility of an elision at this point. Yet the listener
can also hear measures 150-151 1/2 as an alternate ending to
the earlier phrase. The melody could still descend and the
six—faur chord resolve in the second half aof measure 151,
scale step ? and the tonic chord arriving at measure 15Z2.
The cadential taonic, arriving after the completion of an
eight-bar group, would receive a stronger rhythmic emphasis
than at measure 41, an emphasis appropriate here at the end
of the movement.

There is an element of wit in many of Mozart’'s hidden

elisions. Here the wit is based on the length of time dur-
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ing which the elisian remains disguised, and on the listen-
er’s sense at measure 151 1/2 that there is only one tonal
passibility faor the phrase, resolution aof the six~four chord
and closure on the tonic. The second half of this measure
contradicts the implied eight-bar group and suggests a new
group beginning at measure 150, yet far this half-measure
the listener has no idea af what the rhythmic structure of
this new group might be, or of what new tonal content it
could introduce. The events occurring in the second half of
the new group (bars 152-53) then reveal its fhythmic and
tonal structure. Mozart employs the same means of implying
a four—bar structure here as in measures 48-51 of the
complex phrase in the expasition (see example 2-5). The
melodic ascent reaches its highest point at the midpoint of
the group, after which there is a pause, a change of design
{(no left hand), and a descent to scale step %. The pro-
nounced arrival of the diminished seventh chord has the same
rhythmic function as the arrival of the cadential subdami-
nant chard at measure 50, implying the appearance (or reap-
pearance in the later phrase) of the cadential dominant
chord in the "fourth" measure. The hidden elisian at mea-
sure 153, again apparent only in the last half-measure of
the pﬁeceding implied group, compounds the wit of the

earlier elision.

Complex Phrases Ending with Half Cadences

There are several instances in Mozart’'s piano sonatas of
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complex phrases that end with half¥ cadences. These phrases
resemble the phrases already discussed in this chapter in
their articulation of rhythmically independent measure
groups sharing a common tonal goal. They contain fewer of
these groups, hawever, and serve a different function within
a movement.

These complex phrases occur only when the half cadence
sets the stage for a thematic section aor for a new active
group within a thematic section. They generally appear
befare the second-key-area theme, either in the transition
section of the exposition or the secondary develaopment of
the recapitulation. The role of these phrases within the
pacing of a movement can thus be understood in terms of
their basic transitional function. The rhythmic complexity
resulting from the emergence of an eliding group (there is
only one eliding group before the sgpearance af the daominant
chord) creates a greater sense of structural distance be-
tween the sections that precede and follow the complex
phrase in the movement.

The following two examples of complex phrases ending on
the doainant chord do not require extended discussion. The
means by which Mozart creates an expectation of a symmetri-
cal group, contradicts it, and then builds a new expectation
are familiar enough from the preceding examples. Example
2-7 repraduces the transition section from the third move-

ment of the Sonata in C, K. 309. A complex phrase can be
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used here, since this transition section, like many in
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Mozart ‘s piano sonatas, does not modulate but ends with a
half cadence in the principal key.

The camplex phrase (bars 28-39) begins as a consequent
but ends, like the antecedent phrase (bars 20-27), with a
half cadence. While the antecedent phrase is a clear prato-
type, enabling the listener tao recognize that the following
phrase is expanded, the elisiaon at measure 32 is hidden, the
eliding group emerging only with the varied repetition of a
two-bar segment that sounds at first like the expected fifth
and sixth measures of the implied eight-bar phrase. The two
two-bar segments serve as a static beginning within the new
eight-bar group, prolonging the initial tonic chord of this
group. The cadential subdaminant function (II®) and a new
meladic design then appear at the midpoint of the group (bar
36) 4 implying the length of the new group.

An analytic alternative to hearing a single, symmetrical
group beginning at measure 32 waould be to explain one by one
this complex phrase’s deviations from the praototype. One
could consider measures 34-35 as an insertion (an echo of
bars 32-33), and measures 36-37 and 38-39 as expansions of
chords that last for a single measure in the prototype (bars
26 and 27). Such an analysis ignares what I believe the
listener actually hears in this passage, namely, an eight-
bar group resembling an independent phrase, gradually
emerging at measures 32-39.

Measures 88-103 aof example 2-8 are the secandary
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development in the first movement of thé Sonata in A Minor,
K. 310. Since this passage remains in the key of A minor,
the elision at measure 94 has an important role in praviding
a sense of structural distance between the principal theme
at the start of the recapitulation (bars 80-87) and the

second—key—area theme at measure 104, Comparision with the

Example 2-8. Sanata in A Minor, K. 310/I.
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madulating transition at measures 9-22 of the expasition
reveals that the eliding group at measures 94-96 provides a
degree of rhythmic complexity naot present in the earlier
passage.

Typical components of an eight-bar phrase are audible
beginning at measure 88. Two similar two—-bar segments cam—
prise the first half of the phrase, and twe one—bar segments
create a sense of acceleration in measures 792-93. Measure
?4 introduces changes of design that the listener can inter-—
pret as the beginning of the cadence. The left—hand seems
to have arrived early at e, the goal of its gradual descent
from the beéinning af the phrase, but the listener can still
expect at this point a restatement of the six~four chord on
the downbeat of measure 93 and a resclution aof this chord on
the third beat. The same changes of design, continued in an
implied four—-bar group (two one-bar segments in the first
ha}f, the cadential subdominant chord and cadential melodic
motion at the second half), reveal the elision retraospec-
tively. The eliding group can proceed no further toward the
dominant in a tonal sense; it prolongs a family of chords
that share the cadential subdominant ‘s rhythmic function of

preceding the dominant (VII of VvV, II, IV, V of V).

This chapter has focused on complex phrases that end
with full cadences, describing their role of pastpaning
. tonal closure of thematic passages. Chapter 3 discusses

another compositional technique by which Mazart postpones
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full cadences and thereby increases the listener’'s sense of
tonal closure. This technique, too, is based on the listen-
er’'s ability to perceive symmetrical measure graoups. As
with complex phrases, Mozart employs this technique most
often and in most extended fashion in the second key areas
of sonata—form movements. The dramatic emphasis that these
two compositional techniques place upaon tonal closure is
appropriate for the establishment of the secondary key in
the exposition and faor the correspanding assertion of the
tonic key at the end of the movement. Mozart also uses
these two techniques in direct succession in order to extend
a single phrase. Several examples of this combined tech-

niquz appear at the end of Chapter 3.
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Chapter 3

PARTIAL REPETITION OF ACTIVE GROUPS

Mozart then uses the technique of repeating a final
portion of a symmetrical measure group that is clearly pro-—-
gressing toward a full cadence. This technique, appearing
most often in second key areas of sonata—-form movements,
enables Mozart to postpone the arrival of the closing ca-
dence while maintaining the listener’'s sense of the graup’s
symmetrical structure. The partial repetition occurs after
an initial attempt to close the group has been made. Such
initial cadential gestures vary in terms aof the sense of
finality they convey, but most often they lack some aspect
of tonal or rhythmic completeness. Tonal incampleteness
results when melody and harmony fail to caonverge in a +ull
cadence (? over a root-position I). This lack of tonal
completeness, creating a demand for more thorough closure,
is thus the circumstance requiring the parfial repetition.
Rhythmic incompleteness results when the partial repetition
elides the expected length of the symmetrical group, begin-—
ning in place of the final measure in which the listener
expects to hear the cadential tonic chord. After such a
tonal or rhythmic rationale, the partial repetition returns
to an earlier point in the final phrase (if there is more

than one in the group), most often the beginning of its
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secand half, in arder to praoceed ance again taward closure.
The cadence of the partial repetition may provide closure,
ar, if it does nat, may be followed by another partial
repetition.

Partial repetition makes demands of the listener that
full repetition, such as antecedent—-consequent phrasing,
does not. A consequent phrase of the same length as its
antecedent can be heard additivély, forming together with
the antecedent a large symmetrical group. The structure of
such a group is reflected in its actual duration, as mea—-
sured by a clock or by the listener’s continued counting of
the measures in the group. A partial trepetition following
such a group requires the listener to relocate an earlier
moment within the consequent phrase just heard, and then
hear the phrase mave forward again from this point. The
listener must hear the repetition as a substitution for the
preceding cadential gesture, assuming its tonal and rhythmic
function of caoncluding the entire symmetrical group. The
listener ‘s counting of the group’s measures must revert to
an earlier point (typically the thirteenth bar of a sixteen—
bar group), and thus no longer reflects clock time but
rather the structural position of the measures within the
group.

The alternative to hearing the new measures in this way
is hearing them merely as a conctluding appendix or an exten—

siony lying structurally outside of the symmetrical group.
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This hearing maore readily suggests itself when a group of
measures appearing in the position of a partial repetition
bears little melodic resemblance to its counterpart in the
original group. The examples of partial repetition dis—
cussed in this chapter vary considerably in terms cf their
resemblance to the counterpart. Most of the examples shaow
varied repetition; in some of the examples, however, the
repetition (if it may be called repetition) is quite nonlit-
eral. In such cases it is only the general rhythmic struc-
ture and tonal function of the counterpart that is repeated.
These more nonliteral repetitions emphasize the need to
describe more completely the musical causes that prompt the
listener to hear any partial repetition as a return to an
earlier point in a symmetrical group’s structure. The most
musically satisfying explanation for one’s hearing a partial
repetition in this way is one’'s gradual perception of the
symmetrical group and the importance one consequently attri-
butes tao its closure. The gradual unfolding of a symmetri-
cal group prompts the listener to expect that rhythmic
closure of the group, occurring after a specific number of
measures and a specific amount of clock time, will somehaow
coincide with tonal closure. The cadence of a symmetrical
group, the final confirmation of the listener’'s rhythmic and
tornal expectations of the graup, is thus potentially a point
of dramatic focus. After the failure of the initial caden-—

tial gesture to fulfill these expectations, closure becaomes
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an abvious issue. A dramatic denial of closure, such as an
elisian, draws the listener ‘s attention to the issue of
closure with particular clarity.

A partial repetition, if it is to provide the rhythmic
and tonal claosure missing fram its counterpart in the origi-
nal group, cannot be campletely literal. It must at least
be camplete in whatever respect the initial cadential ges-
ture is incomplete. It must, for example, provide scale
step ? over the raot-position taonic chord, if the counter-
part has ended with a deceptive cadence. Yet Mozart's
partial repetitions generally vary from their counterparts
well before the final chord. After recalling the start of
the counterpart in some way, and thus identifying its rhyth-
mic pasition within the symmetrical group, a partial repeti-
tion generally sounds mare final than its counterpart in
several respects. It may show, for example, a more delib-
erate harmonic rhythm, a dramatic movement through a higher
register, or a more cbvious melodic descent to 3. These
differences, underscoring the partial repetition’s role of
closing the entire symmetrical group, can be heard in the

mast nonliteral repetitions.

Examples aof Partial Repegition

In the second movement of the Saonata in B—flat, K. 281,
the cadence of the second key area is postponed by a series
of partial repetitions of the opening eight-bar phrase (see

example 3-1). This phrase resembles most of Mozart’'s sym-—
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metrical eight-bar phrases in its structure. The first half
of the phrase, a two—-bar segment and its complementary re-~
sponse, prolongs the initial tonic chord. The shifts in
register and dynamics at the fifth measure begin a continu-

ous mation taward a cadence in the second half of the

phrase.

Example 3-1. Sonata in B-flat, K. 281/11I.
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The element of tonal incaompleteness requiring the first

repetition is the deceptive cadence in the eighth measure of
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the phrase. This repetition begins, as is maost aoften the
case, from the secaond half of the phrase. Aside fram the
cantrast in dynamic level (now piano instead aof farte), it
is a literal repetition. For three measures the repetitian
sounds as if it will quietly close the phrase (contradicting
the generalization that partial repetitions sound more con-
clusive than their caunterparts in the original phrase).
This quiet clase is a ruse, however. Closure is again
denied at the end of this repetition, in a more dramatic way
than the preceding deceptive cadence. The sudden changes in
register and dynamics at measure 39, by so forcefully deny-
ing clasure, make clasure a dramatic issue. In spite of its
forcefulness, this measgre daoes not elide the ongoing eight-—
bar phrase, but has the same rhythmic status within it as
measure 33 (an "eighth" bar). Each of these measures func-

tions as a turn—arcund, filling out the eight-bar graoup but

at the same time implying the follaowing partial repetition
by providing a smooth voice~leading connection with it.
Even a measure praoviding scale step 3 over the cadential
tanic chord may function as a turn—around if a continuing
melodic motion denies a sense of closure and leads intao a
repetition. Here, hawever, the turn—-around at measure 39
(like the one at bar 33) takes the place of the cadential
tonic chard. It leads smoothly, and inexarably, into
another partial repetition, now fram the "seventh" measure

of the ariginal phrase. Notice that both of these partial
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repetitions begin from points within the phrase that the
listener has already heard as initiating broader pulses (the
secand four—bar pulse of the phrase, and the fourth two-bar
pulse). The second partial repetition, like the aone that
follows at measure 42, is no longer literal, and in fact
states a melodic descent from % that is not present in
measures 34 or 38.

In passages like this one, in which the melady of the
original phrase daes cadence an ?, the partial repetition
usually emphasizes the cadential descent to a greater
extent.* A partial repetition stating 3—3—? atter an initial

A A A
cadential gesture stating 1-7-1 is typical. This passage

A AN A
shaws this contrast to a certain extent (3-4-2-1 as against

AN AN
1-2-7-1). I do not mean to imply that the emphasized scale

steps g and 3 in the partial repetition are the structural
tones in this passage’s protracted descent tao ?. If the
listener hears a partial repetition in the way I have de-
scribed, as a return to an earlier point in the preceding
phrase, then an analysis locating structural step % or 3 at
a single point seems inappropriate. If the c® of measure 34
is heard as the structural 3, for example, then measures 35—
42 merely prolaong 3. Choosing the c= of measure 42 as the

A A
structural 2 implies a prolongation of 3 fron measures 31—

42. Cadential motion toward the tonic is the essential

* The Appendix of this study lists all of the partial
repetitions found in Mozart‘'s piano sonatas. The generali-
zations made in this chapter are based upon these passages.
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characteristic of bars 32-34, 346-38, 40, and 42. The tanal
equivalence of these cadential gestures, the inappraopriate-
ness of specifying one aof them as bheing of greater tonal
significance than the others, is supported by the listener’'s
successive expectations that each of them will claose the
same eight-bar phrase. I am therefore suggesting merely
that the literal appearances of % in measures 40 and 42, the
final two "seventh" bars, make these measures sound mare
canclusive than the preceding two "seventh" bars.

When the long—awaited cadential tonic chord arrives in
measure 43, it assumes the rhythmic function of a beginning
rather than an ending, initiating a four-bar static group.
The change of design in the right hand together with the
sudden shift in dynamic level immediately suggest that the
expected “"eighth" bar of the original phrase has been re-—
placed by the start of an eliding measure group. There have
been similar shifts in dynamic level at measures 39 and 41,
at the corresponding point in the original phrase (the
eighth bar). These earlier emphases prepare the forceful
entrance of the eliding group at measure 43. The symmetri-
cal structure of measures 43—46 (2+2) confirms the elision
retrospectively.

The elision at measure 43 enhances the listener s sense
of tonal clasure at this point. As already described with
regard to measure 34 of example 2-4, tonal closure can occur

acrass an elision. The surprising effect of an elision
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accurring at a final (even—numbered) measure is particularly
suitable here after the repeated denials of closure at the
same point in the eight-bar phrase. And since the listener
immediately reinterprets measuwre 43 as a "first" measure (or
downbeat measure), the tanic is emphasized far more strongly
than if it had simply occupied a final "eighth" measure.

The critical considersation for hearing tonal closure, aside
from the brief arrival on ? over the root-position tonic
chord, is the obvious functiaon of the eliding group. It
acts as a border or margin, prolonging the cadential tonic,
but also providing contrast, by virtue aof its static charac-
ter, tao the preceding active group. The mament of closure
in Mozart’'s second key areas characteristically coincides

with the beginning of such a static group.=

The second key area of the second movement of the Sonata
in Fy, K. 332 contains a partial repetition showing little
literal! resemblance toc its counterpart in the preceding
phirase (see example 3-2). The symmetrical group consists of
the antecedent and consequent phrases beginning at messures
? and 13.™ Here it is essential to realize that the movement

is notated in compound meter, each notated measure actually

Z See examples 1-9 (bar 54), 2-4 (bar 34), and 2-5 (bar
33).

= The first phrase’s termination on g, avoiding the ex-—
pected descent to 1, cells for repetition. The full repeti-
tion of the phrase that follows, that is, its bheginning
again from the first measure, identifies the phrasing as
antecedent—-consequent.
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Example 3-2. Sonata in F, K. 332/1I.
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containing two measures. Both the antecedent phrase and the
implied consequent phrase are thus eight measures in length.
The first half of each phrase is a static beginning consist-—
ing of a repeated dominant-tonic pattern, in which the pro-
nounced arrival of the tonic chords suggests two—-bar seg—
ments. The implied arrival of the cadential tonic chard at
the second halves of measures 12 and 16 makes the compound
meter most obvious.

The antecedent and consequent phrases together comprise
a single symmetrical measure group naot anly by virtue of
their symmetrical structure (8+8), but alseo by virtue of
their common tonal goal. Although the partial répetitian
directly concerns only the final phrase, the listener’'s
expectation of simultaneous rhythmic and tonal closure
begins to develop from the start of the antecedent phrase.
The partial repetition thus provides closure for the entire
group.

The partial repetition beginning at measure 17 is very
nonliteral. There are several factars, however, that sug-
gest to the listener that measures 17-18 are a varied
restatement of measures 15-14. The first is the dramatic
turn—around that replaces the cadential tonic chard in the
final measure (= half-bar) of the consequent phrase (bar 16
1/2), denving closure with the same contrasts in dynamics
and register heard at measure 39 of example 3—-1. From

measwre 17 on there are melodic and harmonic similarities:
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the melody at measure 17 descends and reascends as in
measure 15 (see especially the second beat), and at measure
18 the melody maoves fraom dZ to c* as at measure 16. The
subdominant function again arrives in the "sixth" measure of
the phrase (bar 17 1/2); the melady af the repetition even
recalls the tonicization of II-.

Several factors contribute to the partial repetition’s
sounding more final than its ceunterpart in the original
symmeti-ical group. The melody’'s three ascents into a higher
register and its continuous line of thirty-second notes (bar
17) create a more urgent sense of clasure. The loud dynamic
level of the partial repetition, introduced by the turn-
around, cantrasts with the quiet close implied at measure 16
and is a laogical expression aof the latent energy created by
the many sfarzato—-piano markings in the original group. The
temporary lowering of the dynamic level in the "sixth” and
"seventh" measures aof the partial repetition (bars 17 1/2-18
1/2), followed by a loud claose emphasizing a final descent
from 3, seems to underscore this relationship. Naotice also
that the cadential descent here, as at measure 43 aof example
3—1, fallows an ascent to scale step ? in the initial caden-
tial gesture (?—?—? is implied at bar 16 1/2).

Andther crucial rhythmic difference in the partial repe-
tition is the broadening of the dominant function in measure
18. In the ariginal phrases, harmanic motion is very rapid

from this point, occurring at the rate of one chard every
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eighth—-note. The cadential tonic chord arrives (or, in the
consequent, would arrive) in the final ("eighth") measure.
In the partial repetition, the cadential farmula (V(§-3))
resolves with a half-note rhythm. The cadential taonic must
now fall outside of the expected eight—-bar group, either in
an added downbeat measure or, as here, in the first measure
of a new group (transference). Since the following four-bar
graup prolaongs the cadential tonic, this cadence provides
the maximum sense of tonal closure for the entire symmetri-—
cal group. As in example 3-1, the moment of closure coin-
cides with the beginning of a static group. Here, however,
the braadening aof the cadential motion implies this rhythmic
emphasis well before it occurs. The static group’s retran-—
sitional function (reinterpreting F major as the daminant

chord) does not diminish the listener’s sense of glasure.

In the second key area of the slow movement of the
Sonata in A Minor, K. 310 (bars 15-31), there is again a
balance between the elements of the two partial repetitions
that recall the counterpart in the original phrase and the
elements that make them sound mare conclusive. The section
is based on a single eight-bar phrase (as in example 3-1),
the first half of which is a static beginning. The partial
repetitions at measures 22 and 25, in contrast to those dis-
cussed above, are intraduced by elision (see example 3-3).

Measures 22-24 and 25-28 are considerably different

meladicalfy from measures 19-21, yet rhythmic and harmonic
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Example 3-3.
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Example 3-3, continued.
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similarities indicate that these measures, too, function as
second halves of the aoriginal phrase. At measures 22 and
25, the sixteenth rest and the leap to c= immediately recall
the first beat of measure 19. The particular rhythm with
which measures 19-21, 22-24, and 25-28 all begin——a six-—
teenth rest followed by continuous sixteenths——derives fraom
the initial statements of this rhythm in the first half of
the phrase (bars 15 and 17). All three of these second
halves then show a characteristic contrast with the segmen-
tation of the first half, maintaining cantinuous melodic
motion toward the cadence. These similarities, together
with the harmonic parallelism (I, IV or I1I, and V), prevent
the listener from hearing the partial repetitions at mea-
sures 22-24 and 25-28B as new phrases.

Each of the two partial repetitions introduces elements
that make it sound more conclusive than the preceding caden-—
tial gesture. Measures 22-25 use both dynamics and register
in a more dramatic way than measures 19-21. The dynamic
accents heard on the beats in measures 19-20 are displaced

to the second sixteenth note of each beat in measures 22-23,
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and there is a crescendo in measures 23-24 not heard at
measures 20-21. An expansion of register in both hands
occurs at the same time as the crescendo. The second par-
tial repetition, again entering by elision, broadens the
cadential descent as in measures 17-18 of example 3-2. The
dominant function now extends from the “"seventh" to the
twice elided "eighth" measure, closure coinciding with the
beginning of a three-bar static group. The thirty-second-
note lines in measures 26—-27 create a greater sense of
acceleration toward the cadence, and allow a further expan-

sion of register in both hands.

The second key area of the first movement of the Sonata
in G, K. 2B3 contains a partial repetition that places new
demands on the listener ‘s ability to relocate a moment in
the original symmetrical group. This partial repetition
does not begin, as the previous examples in this chapter
have, from either the last half or the last quarter of a
phrase. As example 3-4 indicates, it returns to the
eleventh measure of an implied sixteen—-bar active group.

The word phrase has been uéed with so many various
meanings that 1 am here referring to measures 23-37 as an
implied symmetrical group rather an implied symmetrical
phrase. One might refer to measures 23-26 and 27-30, for
example, as four—-bar phrases. 1t should be recognized,
however, that the harmonic and melodic content of measures

23~-37 is distributed over the entire group much as in the
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Example 3-4. Sonata in G, K. 2B3/1.
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Example 3-4, continued.
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eight—-bar phrases already discussed in this chapter. The
first half of the group is a static beginning, prolonging
the initial tonic chord. Instead of two two-bar segments
there are two four—-bar segments. The second hal$ af the
group continues to prolong the initial taonic chord (as is
often the case in eight-bar groups as well), but the new
meladic and dynamic elements introduced at the midpoint of
the group (bar 31) begin to imply a motion toward a cadence.
The continuity of meladic motion characteristic of the sec—
aond halves of active groups develops gradually in measures
31-34, and the appearance of continuous sixteenth notes at
the final quarter of the group creates a further sense aof
acceleration toward the cadence.

The first partial repetition enters by elision, replac-
ing thé cadential tonic at the sixteenth bar of the group
(bar 3I8). This repetition is literal, as it must be, for it
draws the listener back to the eleventh bar aof the group
(bar 33). There are only a few examples in the piano sonatas

of partial repetitions that do not begin with either the
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last half or the last quarter of a phrase.?® The elision
involved here belongs to the categary aof elisians most
startling in their rhythmic effect: an expected even-
numbered measure (the "sixteenth" bar) is replaced by an
odd-numbered measure (the "eleventh" bar). Campare the
effect that would result if the partial repetition were to
begin with measure 39 (aomitting bar 38). A centinuity of
two-bar pulses wauld be maintained. The rhythmic reinter-
pretation involved (a "twelfth" bar replacing a "sixteenth"
bar) would not assert a broader level af pulse than the
listener expects.

The listener ‘s perceptual adjustment here is both pos-
sible and effective bhecause it is grounded in the size and
symmetrical structure of the aoriginal group. The crucial
factor is that the first half of the group is not affected
by the partial repetitioﬁ; the listener can still hear the
graup as having pragressed halfway toward closure at the
point of the return to measure 33. The partial repetition
might have returned to measure 31. Instead Mozart chooses
asymmeti-ys the partial repetition cannot be paired against
similar segment in the original group. Yet this asymmetry
is heard against the symmetrical framework af the ariginal

group.

4 This unusual type aof partial repetition appears
several times in the second movement of the Sonata in C,
K. 279, discussed below (example 3-5). See also the third
movement of the Sonata in B-flat, K. 333, bar 89.
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There are, 1 believe, two more partial repetitions of
the last quarter of the phrase, at measures 45 and 48. The
upper voice does descend ta ? aover a roct-pasitian tonic
chord at measure 43. Yet the two-bar group that begins at
this point, replacing once again the final "sixteenth" mea-
sure, does not prolang ?; it is not a final static group
like thaose that conclude the previous examples in this
chapter, but is transitional in function, reascending to 3.
Measures 45—-47 then attempt to complete a descent fraom g.
Measures 48-350 prevent closure on ?, replacing the expected
final bar at measure 48 and descending once again from g.
The static group that enters at measure S1 by elision indi-
cates taonal claosure by prolonging ?.

This last example may prompt the question of whether
there are limits to what can be heard as partial repetition.
The last two partial repetitions here are separated fraom the
first, laonger repetition by two transitional measures that
do not correspond to any segment of the original sixteen-—-bar
graup. Moreaver, measures 45-47 do not specifically recall
the last quarter of the original group (bars 35-37). The
alternative to hearing measures 45-47 and 48-50 as partial
repetitions,; hawever,; is hearing these measures in rhythmic
isolation, without the function of providing mare emphatic
closure for the symmetrical group. If the listener does

hear these measures as having this function, it is because

of the inadequacy of measures 43-44 as a confirmation of
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tonal closure. Notice also that measures 45-47 are motiv—-
ically related tao the original group, recalling the synco-
pated apening at measures 23-24.

In a more general sense, 1 would assert that all of the
examples in this chapter have demonstrated that Mozart is
vitally concerned with the limits of the listener‘s ability
to hear partial repetition. The complexity in each passage,
whether it involves the nonliteralness of the repetition,
the method of its introduction, or the point in the preced-
ing phrase that the listener must relocate, presses the
questiaon of what the listener can hear as repetition. The
symmetrical measure group that begins each passage is the
basis for the listener ‘s perceiving the partial repetitions.
Symmetry is thus an indispensable means in these examples,

rather an end in itself.

Cambining the Technigques of Partial Repetition and the
Complex Phrase

The final two examples of this chapter illustrate
Mozart’'s practice of combining the techniques of partial
repetition and the complex phrase. In these passages, the
elements required forr partial repetition appear first. An
active symmetrical group unfolds, its cadence showing some
aspect of tonal or rhythmic incompleteness. 0One ar mare
partial repetitions follow, each of which implies a cadence
canfaorming to the symmetrical structure of the ariginal

group. Before arriving at the cadential tonic chord, howev-
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er, the ftinal partial repetition (if there is more than
onel , gives way to a new, rhythmically independent measure
graoup. The new graoup may enter by eliding the partial repe-
tition, or it may be disguised for several measures as a
partial repetition, subsequently revealing an independent
rhythmic structure. As in complex phrases, the new graup
generates a new expectation of length, replacing the listen-
er ‘s expectation of the preceding symmetrical group’'s
length.

The second key area of the second movement of the Sonata
in C, K. 279 illustrates Mozart’'s cambination aof these two
campositional techniques. The entrance of the {iﬁal, rhyth-
mically independent group is typical of such passages in its
dr-amatic contradiction of the listener s expectation aof a
partial repetition. This final group is especially surpris-—
ing after the first part of the passage has implied an elab-—
orate and nonliteral sequence of partia{ repetitions.

The opening seven—bar phrase fits the description of
truncation I°ve given in Chapter 1 (see example 3-3). Sym-—
metry is implied by a static beginning that prolongs the
tonic chord for four measures (bars 11-14) and leads smooth-
ly into melaodic and harmonic motion toward a cadence. The
completion of the cadence within three more measures daes
not complete the implied symmetry. Though the phrase is
tonally incomplete {(missing the root of the tonric chord at

bar 17), the sense of rhythmic incompleteness caused by

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



99

Example 3-3. Sonata in C, K. 27%/11I.
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truncation is particularly evident here.

This sense of rhythmic incompleteness may have a func-
tion here, as the following partial repetition compensates
faor it. The left hand’'s ascending line in measure 17,
recalling measure 14, prepares the listener to hear the
secaond half of the phrase aonce again. Measures 18-20 then
expand the second half of the phrase so that the cadential

subdaminant and dominant chords arrive in the "seventh"
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measure, implying the arrival of the cadential tonic in an
"eighth" measure. The redistribution of the tonal caontent
of measures 15-14 in measures 18-20 makes it clear that the
later measures are an expanded repetition. The descending
line in the tright hand in measures 15-14& (a®-b?*) reappears
within a longer descending line in measures 18-20 (c>-bl).
The clasure expected in a final, "eighth" measure is
denied at measure 21 by a varied repetition of the "sixth"
measure stated at measure 19. It is thus the expanded repe-
tition at measures 18-20, rather than corresponding part of
the ariginal phrase, that serves as the basis for this repe-
tition. The similarity of the right hand in measure 21 to
the right hand of measuré 19 is sufficient tao lead the lis-
tener to expect the final quarter of the phrase at measure
22.9 If measure 21 did not so clearly recall measure 19, it
would more closely resemble a turn—around than an elision in
its rhythmic function. Rather than initiating a broader
level of pulse, as elisions characteristically do, it seems
to fill out the expected final bar of the phrase and lead
into a repetition of its last quarter.® Because aof its spe-

cific identity as a "sixth" measure, hawever, the listener

B This is precisely what occurs in the recapitulation.
The "seventh" bar appears at this point, and is followed
once again by a "sixth" bar (bars &4&2-463). The passage then
continues as at bar 22 of the exposition.

& Compare the rhythmic effect aof the partial repetition
at bar 38 of example 3-4, which returns to an add-numbered
bar within the symmetrical group.
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cannot hear measure 21 as filling out an eight-bar group.
At measure 22 the listener expects exactly two more mea-—

sures. Measure 21 is therefore an elision, albeit a very
rare type of elision.”

The appearance of a rhythmically independent four-bar
graup at measure 22 dramatically contradicts the listener‘s
expectation of hearing the last quarter of the phrase.
Several factars make the elision immediately apparent: the
isolated eighth-note figure on the downbeat of mea:zure 22
{an the First upbeat in bar 20), the soft dynamic level, and
the new accompaniment pattern. The listener has naow been
required at two successive measures (bars 21 and 22) tao
relinquish an expectation and accept a new one. Neverthe-
less, the complex structure of this passage is, I believe,
completely audible. Th# final group here, like the final
groups in many camplex phrases, confirms the elision by
asserting itself as a separate, symmetrical phrase (see
examples 2-2, 2-4, 2-7, and 2-8). Toanally, of caourse, it

consists of only the three essential cadential chords.

Measutres 135-131 of example 3-4, from the first maovement
of the Sonata in B~flat, K. 333, illustrate the disguising
of an independent measure group as a partial repetition.

The passage appears in the middle of the second key area in

7 This unusual type of elision occurs repeatedly in
this movement, each time within a different context and with
a different function. See bars 4, 21, 35, 44, 61, and 63.
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Example 3—-4. Sonata in B-flat, K. 333/I.
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the recapitulation.

Measures 1395-41 are vet another static beginning of an
eight—-bar phrase. O0Obvious changes of design accur at the
midpoint of the phrase (bar 139), yet the cadential subdomi-
nant chard daoes not appear until the final quarter of the
phrase (bar 141). The motion toward the submediant chord in
measures 139-40 thus has the same rhythmic function that a
prrolaongation of the initial tonic chord in these measures
would have. The final quarter of the phrase provides a full
cadence, vet the right hand of measure 142, entering on the
first upbeat and introducing the flatted seventh, denies a
sense of closure. This is an example of a measure that
functiaons as a turn—around in spite of its containing the
raoot—position tonic chord and scale degree ?.

Measures 143-44 begin a nanliteral repetition of the
second half of the phrase. The similarities with measures
139-40 are both rhythmic and tonal. The right hand contin-
ues the eighth—note rhythm played by the left hand in mea-
sures 13%9—-40; the left hand plays the half notes farmerly in
the right hand. The third quarter of the phrase (bars 143-
44) now prolaongs the initial tonic chord, which appears at
the end of measure 144. The listener expects the cadential
chords to fallow at measure 145, as they did at measure 141.
This is precisely what happens at measure 49 of the exposi-
tion, tonal closure af the phrase accurring at measure SO

when the next closing idea of the exposition elides the
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partiel repetition at its final, "eighth" measure. This
closing idea appears here in the recapitulation only at
measure 152.

The listener begins to realize at measure 145 that
measures 143-44 did not initiate a partial repetition but,
rrather, an independent measure graoup. The element of wit
involved here is similar to that heard at measures 150-152
of example 2-6 (Sonata in D, K. 37&4/1I). In both cases the
listener hears a gaod portion of a new group befare realiz-
ing that it is a new group. The changes intraduced here at
measure 147 imply that this new group has a symmetrical
eight—bar structure. The right hand’s motive occurs more
forcefully (on the beats), and mare frequently than the
measure-~long pattern repeated in measures 143-46. The btass
surrounds the raoot of the daminant chord with neighbaors.

The doubling of melodic and harmonic activity at measure
149 can be heard as the beginning of the cadence aof the new
eight—-bar group. The listener can still expect at the
fourth beat of measure 149 to hear a root-paosition dominant
chord, the cadential tonic chord following at measure 1350.
Instead, the accelerated maotion proves ta be a change aof
design distinguishing another new measure graup. The six-
four chord at measure 149 assumes the role of the initial
tonic chord within this new group, and is prolonged until
the second half of measure 1351. Tanal closure aof the phtase

begun at measure 135 finally occurs with the elision aof this
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symmeti-ical four—-bar group by the next clasing group of the

second key area (at bar 152).
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Chapter 4

THE ROLES OF SYMMETRICAL MEASURE GROUPS IN MODULATION

The full cadences postponed by complex phrases and
partial repetitions indicate tonal closure within a single
key area, most often the second key area of a sonata—form
movement. The most important cadences of transition and
development sections also appear at the end of the section,
vet these cadences have a different function. They are gen-—
erally half cadences, which alert the listener to the arriv-
al of a new key (or a returning key). Charles Rosen has
pointed out that the presence of these cadences in works of
the Classical period is a characteristic that distinguishes
Classical style from Baroque style. Foacusing on the modula-
tion to the second key area in the exposition, he describes
the pause an the daminant of the new key as a means aof dra-
matizing this tonal mavement. It is this dramatization of
the new key’'s arrival that Raosen recagnizes as an innavation
of Classical style.?

In Mozart's piano sonatas the arrival of the dominant
chard indicating the new key is usually itself a point of
dramatic focus. The listener can hear the arrival of this

chord as the culmination of a gradual movement toward the

* The Classical Stvle (New York: Norton, 1972), 70-71.
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new key if this movement makes use of one aor more symmetri-
cal measure groups. The final dominant chord then becomes
the focal paoint of the listener’'s rhythmic and tonal expec-
tations of the preceding passage.

This chapter discusses two different ways in which this
dramatization occurs in the pianoc sanatas. Each of these

compositional techniques invalves a symmetrical madulating

group, that is, a symmetrical measure group that moves
toward the dominant chord of a new key.Z In ane of these
techniques the group is active, clearly progressing toward a
half cadence within an implied number of measures. In the
other technique the group is transitional; it moves to the
dominant chord of the new key, but has little cadential
energy of its awn. I will discuss each of these techniques

in turn in this chapter.

Active Modulating Groups

~

An active symmetrical measure group need ot begin and
end in the same key. 0One’s recognition of the particular
key to be articulated by the group’'s cadence can farm gradu-—
ally, simultaneously with one’s perception of the group’s
symmetrical structure. Thic is what occurs in symmetrical
groups usually referred to simply as modulating phrases.

Measures S-8 of the second movement of the Sonata in F,

Z Modulating phrases having a symmetrical structure and
ending with a full cadence could be included as members of
this category, but this chapter is specifically concerned
with groups ending on the dominant chord of the new key.
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K. 332 are such a phrase, beginning as a consequent to mea—
sures 1-4, but ending with a full cadence in the key of the

dominant (see example 4-1).

Example 4-1. Sonata in F, K. 332/1II.
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This phrase ends with a full cadence, and thus is not typi-
cal of the modulating groups discussed in this chapter. I

present it here only to stress a basic point: that one hears
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a modulating phrase as a single, unified group primarily
because it has a coherent rhythmic structure. Theoretical
texts generally stress the role of a pivot chord. In this
example the b—flat minor chord has this crucial tonal role,
being reinterpreted at bar 7 as a subdominant chard. Yet
the svmmetrical structure of measures S5-8 is equally as
essential in allowing the listener to hear a single phrase
moving toward a cadence. The first half of the phrase
cansists of two similar segments.™ The midpoint of the
phrase is marked by contrasts of dynamics and register, and
is followed by continuous motion toward the cédence. The
tonal reinterpretation at measure 7 is dramatically effec-—
tive because of the strong rhythmic structure within which
it occurs.

The transition section in the first movement of the same
sonata presents an equally stirong symmetrical structure at
measures 2336 (see example 4-2). The symmetry is implied
rather than literal; a static group prolonging the final
dominant chord 2lides an implied sixteen—-bar group at its
penultimate measure (bar 37).

Here the melodic material is more technical than themat-
ic in character, and the keys in which the group begins and
ends (D minor and C minar) are more distantly related than

the keys in example 4-1. Nevertheless, symmetrical struc-—

='Since the movement is in compound meter (as pointed
out with regard to example 3-2), each of these segments is
equivalent in length to two bars in 2/4 meter.
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Example 4-2. Saonata in F, K. 332/1.

Allegro
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ture unifies this group just as it unifies the modulating
phrase in example 4-~1. The first half of the group consists
of two similar four—-bar segments. The second half introduc-
es a caontrasting design, and proceeds in two-bar segments,
which provides a sense of accelerated movement toward a
cadence. As the second nalf of the group continues, the
listener forms a rhythmic and tonal expectation: that the

group will be sixteen measures in length, and that it will
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end with a cadence in C minor.

The modulating group here is larger than the preceding
measure groups in the movement. This factor is crucial in
imparting dramatic weight to the arrival of the half cadence
in the key of the dominant. As with active graups in a
single key, the period of time over which a madulating group
engages the listener’'s attention determines the structural
importance that the listener attributes to its cadence. An
eliding static group like the one at measures 37-40 retro-—
spectively underscores the importance of the half cadence,
Just as a static group emphasizes the importance of a full
cadence in a single key. The crucial difference with a
maodulating graoup is that, as it unfolds, it requires the
listener to interpret not only its rhythmic structure, but
its tanal arientation as well. The question aof the group’s
tonal goal assumes greater dramatic significance if the
group is larger than the preceding groups in the movement.

The modulating group in example 4-2 has a clear begin-
ning, following the full cadence that closes the first key
area. In this case the modulating group with its eliding
static graup constitutes the entire transition section.® In
longer transition and developma2nt sections the modulating

group follows one aor more groups in the section. In these

4 Symmetrical maodulating groups with equally obvious
beginnings are found at bars 9-22 of the first movement of
the Saonata in A Minor, K. 310 and bars 11-22 of the first
movement of the Sonata in B-flat, K. 333. Both of these
transitions begin as counterstatements of the opening theme.
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passages the final modulating group must draw the listener’s
attention to a greater extent than the preceding groups.
This allaows the listener to perceive its function of con-
cluding the section and preparing the following key area.
The final group is thus langer than the preceding groups in
the section. Quite often the final group begins by eliding
the previocus group. The elision, invalving a contradiction
of the listener’'s tonal and rhythmic expectations of the
previous group, draws the listener ‘s attention to the modu-
lating group in a dramatic way. This is roughly analogous
to the entrance af a rhythmically independent group within a
complex phrase. Here, however, the entrance of the modulat-
ing group begins a movement toward a new key, abandoning the
key implied by the previous group.

This kind aof elision accurs in the transition section in
the recapitulation of the second movement of the Sonata in
B-flat, K. 281 (see example 4-3). The section begins simply
with a theme in the subdominant key, but the theme and its
key are left behind with the entrance of a symmetrical mudu-
lating group at measure B0O. 1t is possible to hear the
modulatiﬁg group as eliding an implied eight-bar phrase in
A-flat major; at measure 80 ocne can still expect to hear two
mare measures providing a half cadence in this key (V aof V,
VY. Yet the implication of such a phrase, and the resulting
sense of an elision, is not particularly strong here. Mea-

sures 78-79, initiating the second half of such'a phrase, do
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not strangly suggest motion toward a cadence, merely contin-
uing the pattern of two-bar segments begun at measure 74.°%
The left hand’s accampaniment pattern continues without

pause in the maodulating group, unifying the section.

Example 4-3I. Sonata in B—flat, K. 281/1I.

Andante amoroso
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This subtle implication of symmetrical structure is fam-—
iliar from the discussion of complex phrases in Chapter 2.
As in many elisions in complex phrases, the eliding group
here begins before the previous phrase has sﬁuwn a definite
motion toward a cadence. Cadential motion is thereby re-
served for the final half cadence of the maodulating group.
The maodulating group is nevertheless immediately abvious.
Measures 80-81, tonicizing F minor, deny the passibility of

an eight-bar phrase in A-flat major, and introduce a new

3 The ascent to c= at bar 78 is a single factor sug-
gesting the midpoint of an eight-bar phrase.
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two-bar melodic pattern. The listener then gradually per-
ceives the symmetrical structure and tonal goal of the
modulating group as it unfolds. These emerge very clearly
in the second half of the group.

The modulating group at measures 72-78 of the Ronda in
F, K. 474 elides the previous group in an equally subtle
manner. The csubtlety of the elision stems, once again, fram
the previous group ‘s weak implicatiaon of a symmetrical
structure. Hearing the group in the context of the mave-
ment, however, the implication of symmetry and the resulting
sense of an elision seem quite strong.

The madulating graoup accurs at the end of the second
episode in the movement and precedes the third appearance of
the rondo theme at measure 83 (see example 4-4).¢ The first
half aof the episade consists of a pair aof antecedent and
consequent phrases in the submediant key, D minor. A two—
bar graoup elides the caonsequent phrase at its eighth measure
(bar 66), replacing the cadential tonic chord with a modula-
tion ta the subdominant key, B-flat major. This is a hidden
elision, since the listener expects the c#? at measure 66 to
resolve upward to the tonic precisely at midbar, the phrase
ending quietly in a final, eighth measure. Instead, the

melody becomes animated and begins to ascend, adding the

¢ The form of the movement is A B ACADAB cada
(which quotes A). A and B function like the first and
secaond key areas in a sonata form movement. The madulating
group discussed here appears at the end of C.
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494.

Rondao in F, K.

Example 4-4.

Allegretto
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Example 4-4, continued.
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pitch edp that indicates the new key. This is a last—mament
type of modulation that Mozart employs repeatediy—--iast-—
moment in the sense that the final measure or measures of
the phrase, instead af providing closure and relaxation,
must suddenly be reinterpreted as the beginning of a new
group turning toward a new key.? .

This dramatic turn toward the key of B-flat majar
prampts the listener to expect some sort of thematic state-
ment in the new key. Measures 68-71 follaw, sounding like a
static beginning of a symmetrical eight-bar phrase in this
key. One can hear such a phrase until measure 733 the
deliberate ascent to d in measure 72 seems to imply a
meladic climax of the phrase in the next measure. Instead
of continued motion toward a cadence, however, measure 73
completes a two-bar segment, and its tanicization of G minor
indicates a movement toward a new tonal goal. The similar
segment at measures 74-75 begins to imply an eight-bar modu-

lating phrase, and allows the final key of that phrase to

7 This is an example of a transitional modulating
group, the subject of the secand half of this chapter.
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appear at its midpoint. Dramatic elements signalling cla-
sure appear in the sixth measure (£ and PVI), and there is
a single, continuous motian toward a cadence in the second
half of the phrase. Note the structural similarity between
the madulating phrase and the implied phrase in the subdom—
inant, especially the melodic climax in the sixth measure.
The hidden elisiaon at measure 72 is unusual in that it
occurs at the midpoint of the implied phrase. Ironically,
the first measure of the eliding group is essential in im-
plving this phrase. The elision here may seem too early to
justify speaking of the abridgment of an eight-bar phrase.
I would nevertheless stress that the active character of
measures 6&8-72—-their implicaticon of a cadence in B—flat
major——is essential to the passage. The mament at which the
modulating group contradicts this implication, drawing the
iistener's attention to itself in a dramatic way, can be
specifically located at measure 73. The alternative to
hearing a hidden elision at measure 72 would be to hear at
measutres &48-71 four measures simply marking time in the
subdominant key, followed by the modulating phrase.
Implications of key centers within develdpment sectians
often follow one another so quickly that the listener has
only a tenuous sense of a specific key. The implications of
key shown by the successive measure groups in a development
section can be essential, however, in terms of the rhythmic

pacing of the section. Consider the short development sec-—
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tion of the third movement aof the Sonata in F, K. 280 (see

example 4-5). The listener can hear the G—-minor chord of

Example 4-5. Sonata in F, K. 28B0/111.
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measuwre 85 as the tonal goal of measures 78-85, and can thus
retrospectively hear measures 78-8S5 as an active group in
the key of G-minor. After the close of the expasition in C
majar, one hears measures 78-81 as prolonging the tonic

minor chord in this key. The strong dominant seventh-—tonic
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pragression in measures 82-8S5, haowever, allaws the listener
to reinterpret the preceding four measures as providing the
subdominant function within an eight-bar group in G minar.
Thus, while the key of G minor appears only fleetingly in
the maovement, it does allow the listener to hear measures
78-85 as a single, active group.

Measures 8&-%3 are similar in structure to measures 78-
85, prompting the listener to hear anaother eight-bar group,
naw in the key of F major. A sixteen—-bar modulating group
beginning at measure 90 gradually emerges, haowever. The
left hand in measure 23, instead of resting as in measure
85, links measures 90-73 with a similar four-bar segment
maoving to the key of D minar. At mez-ure 98, changes in
dynamic level and design imply the mid—point of a sixteen-—
bar group. The appearance of DII® of D minor at this paint
indicates the final key of the group.

Because of the prototype at measures 78-85, the listen-
ar‘s first interpretation of measures 0-93 as the second
balf¥ of an eight—bar group is particularly strang. The lis-—
tener ‘s subsequent reinterpretation of these measures as the
beginning of a movement toward an impartant cadence has a

correspandingly strang dramatic effect.® Flayd K. Grave has

® Notice once again Mozart’s preparation of a loud
eliding group by a similar dynamic accent at the same point
in the prototype (forte at bars 82 and ?0). The changed
dynamic level does not impair the coherence of the proto-
type, but, continued in the eliding group (at bars 94-97
here}, it characterizes and thus identifies the new group.
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naoted that elision can act as "a springboard for taonal tran-—
sition."? Grave’'s springboard metaphor aptly describes the
psychological effect that an eiision by a modulating group
can have. By requiring a tonal and rhythmic reinterpreta-
tion, the eliding group draws the listener’'s attention to
itself in a unique way. Thus, while the key centers implied
in measures 78-8BS and 86—-93 have only subsidiary tonal im-
partance, the technique aof implying these key centers within
caoherent measure groups does have an important rhythmic
function.

Measures 106—107 are a separate transitional group,
thaugh they seem at first to offset the symmetry of the
preceding group. The two-bar group, consisting mostly of
silence, provides a common—tone modulation allowing the
recapitulation to begin in F majaor at measure 108. The
group thus reverses the tonal implication of the preceding
modulating group. Althougk there is no elision here, this
last-mament reversal is similar to the sudden modulation at
measures 66—47 of example 4—-4. The effect here seems witty
rather than dramatic, however, no doubt because aone retro-
spectively hears the modulation as having occurred during
the silence of measures 106-107.

An active modulating group need not begin by eliding the

¥ "*Rhythmic Harmony’ in Mozart," Music Review 41
(1980), 98-99. Grave discusses anly the type aof elision in
which the eliding group coincides with the cadential tonic
chard of the previous group.
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previous group. In the develapment section from the second
movement of the Sonata in G, K. 283, the connection between
the group at measures 16 1/2-18 1/2 and the final modulating
group (bars 18 1/2-21) occurs by transference (see example
4-4) .22 As with the initial chord of the first group in
example 4-5, the listener initially hears the D—-minor chord
of measure 16 1/2 as a tonic chord. It has been preceded by
a three—-bar transitional group tonicizing D-minor, and it
now begins a four-bar group imitating the opening theme of
the movement. As with the first group in example 4-5, a
dominant seventh-tonic pregression at the end of the group
requires a reinterpretation of the group’s initial chord as
having a subdominant function within a new key. Here, how-
ever, the cadential tanic chord aof C major falls outside of
the four-bar graup, coinciding with the repetition af the
melady with which this group began.

This kind af connection by transference between modul at-
ing groups occurs frequently in the development sections of
Mozart's piano sonatas. Mast often there are two parallel
four—-bar groups. The initial chords, first heard as tonic
chards, assume a subdominant function as the groups apptroach

completion.*?* The active character of these groups——the

*° The movement is notated in compound meter, as is
obvious from the location of cadences and eliding groups
with respect to the barline.

12 See the Sonata in C, K. 279/11I, bars 77-84; the

Sonata in D, K. 28B4/1, bars 52—-60; and the Sonata in C,
K. 545/1, bars 29-36. Passages like example 4-6, in which
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Example 4-5. Sonata in G, K. 28B3/11.
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Mozart suggests a parallel modulating group of the same
length but then continues with a larger group, occur in the
Sonata in G, K. 283/11I, bars 103-14j;

K. 332/1,
94-103.

bars 113-22;

the Sonata in F,

and the Sonata in F,

K. 347a/1, bars
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Example 4-6, continued.
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listener 's sense of their moving toward a cadence--is weak,
yet the repeated melodic pattern and subdominant—-dominant-
tonic progression are sufficient for the listener to hear
the individual groups. A succession of two ar more such
groups creates a broad and regular rhythm of measure groups
within a develaopment sectian.?=

The repetition at measure 18 1/2 of the opening idea of
the previous group briefly suggests such a rhythm. The
larger modulating group here emerges more dramatically be-
cause of this expectation. The leading tone of A minor 1is
the first deviation from the pattern of the preceding group,
followed by the left hand’‘s repetition of the preceding two-
bar segment, now in A minor. After the midpoint of the
grroup (bar 20 1/2), the razpetition aof a fragment of this
segment creates a sense of accerated motion toward a
cadence, wniie the Italian chard of & minor confirms the

final key of the group. The eliding static group at the

12 The same broad rhythm of measure groups occurs when
four-bar groups sustain a cycle aof fifth-related dominant-
seventh chords. See the Sonata in A Minor, K. 310/1, bars
58-49; and the Sonata in F, K. 332/I1I1, bars 246—111.
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final measure of the implied eight-bar graup (bar 22)
emphasizes the structural importance of its half cadence.

As at the end of example 4-3, there is musical irony at
the end of this passage. One expects materials in A minor
to follaw the four-bar static group, yet the tonally ambigu-
ous chromatic scale in measure 23 leads into the recapitula-
tion in the key of C major. As in example 4-5, the maodulat-
ing group has nevertheless prepared the listener for the

recapitulation in a rhythmic sense.

Transitional Modulating Groups

A second technique by which Mozart dramatizes the
arrival of impartant half¥ cadences involves a sudden and
surprising movement away from a well-established key area.
A hidden elision accurs after an active symmetrical graup in
the established key has either begun or actually completed
its cadence. The eliding group then appropriates a part of
the apparent cadence as a segment within its own structure,
and modulates to the daminant chard of the following key
area.

The eliding group in this technique cannot be described
as active, since it does nat itself generate an expectation
of a cadence. Rather, since its primary function is tao
prepare the following active group (by providing a madula-
tion), the eliding group belongs to the category of measure
graups I have described as transitional. Like static

groups, transitional modulating groups usually consist of a
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.repeated melodic pattern. While in a static group such a
repeated pattern emphasizes the group’s taonal function of
pralonging a final cadential chord, in this type of group it
emphasizes the group’s tonal function of modulation. The
graoup can consist of a single new chord, or a sequence of
chords.

Transitional groups can appear in many contexts within a
movement, and need not, like static groups, be connected by
elision or transference to a preceding active group. They
are as often asymmetrical as symmetrical in structure.*= The
transitional groups appearing within the technique of modu-
lation discus;éd here, hawever, begin by hidden elisiaon and
are symmetrically structured. They thus constitutz a spe-
cific type of transitional group.

A transitional group of this type occurs at measures
&63-646 af the first movement of the Sonata in F, K. 280. A
characteristic role of this compasitiocnal technique within
the pacing of a movement can be observed in example 4-7,
which reproduces the development section.

The first seven measures of this development section
imply a symmetrical eight-bar phrase ending with a half
cadence in its final measure. At measure 41 the louder

dynamic level, fuller texture, and maore continuous appear-

1= The group at bars 15-16 1/2 of example 4-6 is a
three—bar transitional group. It begins with the arrival of
the pitch c#*y the lower neighbor af d* (heard in the
preceding and following groups).
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Example 4-7. Sonata in F, K. 280/1.
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ance of the dotted motive distinguish the midpoint of the
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implied phrase. The listener expects the final c® of mea-
sure 43, like the corresponding sixteenth notes in measures
S8, &0, 61, and 62, to ascend, naw to d=, the fitth of the
dominant chord of C major. Instead, the melodic descent
bpr—-a? and the A-dominant-seventh chord of measure 64
throroughly contiradict the implied eight~-bar phrase in C
major. The repetitian of measures 63—-64 at measures 45—~66
underscaores the surprising new tonal direction, and is
necessary to confirm the separate identity and function of
the eliding group. Perceiving the new group, the listener
retraspectively hears measure &3 as having an appoggiatura-
like function with respect to the dominant ﬁhord of D minor.

The symmetrical stiructure of the group at measures &3-&6
becomes apparent only after the fact. Like most symmetrical
static groups, this group does not imply a specitfic symmet-—
rical structure as it unfolds; the two-bar segment might
have been repeated fur-ther, resulting in a six—bar or an
eight—bar graup. As seen in this example, however, this
tvype of symmetrical structure can be impartant in providing
cohesiveness for the modulating group and thus confirming
the elision. Even when eliding transitional groups would
seem to cohere well enough by another repetitive scheme (3Ix1
or Zx2, for example), these graoups consistently show a con-—
firming symmetrical structure.

The modulation at measures &3-&46 functions as a dramatic

preparation for the large, active group in the submediant
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key, D minar. As has already been seen in examples 4-5 and
4-4, the submediant key is consistently a point of dramatic
focus in Mozart’‘s development sections. In those examples,
the materials in the submediant key implied by active modu-—
lating groups never appear. A transitional group like the
one here, however, features the same sleight-of—-hand modul a-
tian that in those examples avoids the submediant key at the
last moment. Here, the transitional group suddenly avoids
the dominant key, C major; materials in the newly implied
key therefocre must follcw.

Although the group in D minor is triple—aordered at its
broadest level (3x4), one nevertheless hears the static
group at measures 78-79 as entering by elision, and thus
emphasizing the large group’'s half cadence. The static
group, introducing an immediate change of design, replaces
the implied fourth measure of the large group’s third seg-
ment. The three-bar transitional group at measures 80-82,
cohering by virtue of its repeated melaodic design, proavides
a last—-moment detour to the principal key of the movement
and the recapitulation. The wit here is of the same variety
as that found in examples 4-5 and 4-6: the half cadence of a
large active graup proves to be a false lead.

& four~bar transitional group entering by hidden elision
provides the modulation to the second key area in the secaond
movement of the Sonata in F, K. 533. While this modulating

group is symmetrical, the implied group that it elides is
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not (see example 4-8).

Example 4-8. Saonata in F, K. 3533/II.
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The listener ‘s sense o+ an elision here is based on a
prototype, the ten—-bar phrase (4+&) that opens the movement.
The phrase beginning at measure 11, presumably a cansequent
phrase, duplicates the opening phrase exactly until measure

19, at which point one expects the final two measures of
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another ten-bar ghrase. Here the secondary dominant chard
and the first two eighth notes of the right hand briefly
seem to continue, as at measure ?, toward a half cadence.
Notice that the remainder of the melaodic descent in measure
? is also heard in measure 19, but naow accelerated within an
octave descent that alerts the listener to the eliding
group. The sequential repetition of this measure at mea-
sures 20 and 21 conftirms the new group and its tonal func-—
tion af modulation. The group arrives at the daominant of
the dominant key within four measures that cohere strongly
as a symmetrical structure (note the melodic continuity in
bar 21). This symmetry compensates for the elision’s
contradiction of expected structure.

The modulating giroup in the develapment section of the
third movement of the Sonata in C, K. 330 also enters by a
hidden elision based on a prototype. This group untolds in
a more subtle manner, however, the listener only gradually
becaming aware of its tonal function (see example 4-9).

The eight-bar phtrase at measures 49-74 serves as the proto-
type. Measures 79-8B0 seem at first to complete a repetitiaon
of the fifst hal¥ of this phrase. The sequential repetition
af this two-bar segment within a symmetrical eight-bar group
causes the listener to reinterpret these measures as begin-

ning a modulating group.?**®

14 The prototype here allows an elision of an implied
eight—-bar phrase after only two bars. Thus it is' impossible
in the rhythmic analysis to place the actual number of bars
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The subtlety of this elision stems from several factors.

the elided group over the midpoint of its implied struc-

in
ture.
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Measures 79-80 differ significantly from their counterpart
in the prototype only by virtue of the fortepiano accent at
measure 80, an accent that unifies the eliding graup by +re-
appearing at measures 82 and 84. The new left-hand texture
begins, nat with the eliding group, but with the repetition
of the prototype at measure 77. Thus this new texture plays
a role in disuising the elision, even though the greater
sense of animation it provides becomes essential in under-—
scoring the taonal significance cf the eliding group. The
most subtle aspect of Mozart’'s technique here is his use of
the simplest of means——the prolongation af a single chord in
two-bar segments——to ensure the listener’'s rhythmic and
tonal reinterpretation of measures 79-80. With the appear-
ance of 2 at measures 82 (and again in bar 84), the listen-—
er reinterprets measures 79-80, the first segment of the
emerging group, as stating the daminant chord of the return-—
ing principal key of the movement.3:®

Although the remainder aof the development simply contin-
ues to prolong the dominant chord of C major, it provides a
further sense of structural distance before the recapitula-
tion. The two-bar groups at measures 87-88 and 89-90 serve
as prototypes for the eliding group at measures ?2-935. Mea-
sures 87-95 resemble measures 63-71 of example 1—-4 (Sonata

in G, K. 283/1), having the same rhythmic structure and the

19 The conflicting presence aof f#* in the left hand in
bars 82 and 84 seems to emphasize the dramatic significance
of the natural seventh in these measures.
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same role of slowing the pace af the movement before the
recapitulation.

The development section of the third movement of the
Sanata in D, K. 311 contains two consecutive examples of
transitional groups emerging by hidden elision fram the
cadences of active symmetrical groups (see example 4-10).
The first transitional group (bars 111-118) appropriates a
cadence in the subdominant key in order to modulate to the
submediant key; the cadence of the follaowing group in the
submediant key is similarly appropriated by a second transi-—
tional group (bars 133-138), which modulates back tao the
subdaminant key.

Measures 105-112 (beat 1) first appear in this movement
as an unambiguous eight-—-bar phrase in the tonic key (at bars
19-26). This first appearance of the phrase serves as a
prototpe, leading the listener to hear measures 111-112 as
the conclusion of a familiar eight-bar phrase. The first,
loud repetition of the twao-bar pmattern asserts itself as a
continuation, however, prompting the listener to hear a
motion toward a new key as having begun at measure 111. The
arrival of the dominant chord of B minor within eight sym-—
metrically patterned measures confirms the new group begun
at measure 111.

The strength of the arrival of the submediant key at
measure 119 stems directly fraom the unity of this eight-bar

group. In selecting a pivot chord for this modulation, it
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Example 4-10. Sonata in D, K. 311/III.

Allegro
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Example 4-10, continued.
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seems logical to return to the beginning of the modulating
graoup, recognizing at measures 111-112 a tonicization of VI
in B minor. This would not imply that the listener initial-
lv hears measures 111-116 in B minor, but that the listener
saon recognizes the movement away from G major as having
begun at measure 111. Recagnition of the modulating group
retrospectively erases the listener s sense of a cadence in
G major.

The transitional group at measures 133-138 elides the
cansequent phrase in B minor implied at measures 127-133.
The left-hand melady of the consequent, even after it devi-
ates fram the melady of the antecedent in measure 131, im-—
plies a symmetrical eight-bar phrase in the same way as the
antecedent: two twa—bar segments are follaowed by two one-bar
segments and more continuous motion toward the cadence. The
elisian becomes apparent only at the end of the measure with

which it occurs. The left hand in measure 133 sounds as if
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it will vield its meladic role and provide the harmaonic bass
for a full cadence, yet the root of the expected dominant
chord at the end of the measure sounds an actave higher than
expected. In the right hand b= resolves to a2 instead of
the leading tone a##Z. Over the next three measures it
becomes apparent that measure 133 has begun, not a cadence,
but a descending octave progression in tenths. In the
course of this octave progression c# gives way to ch; the
g-major triad in measure 133, the VI chaord aof B minor, gives
way at the end of measure 136 to a g—-major triad that sounds
like a tanic chaord.

This group is not, like the transitional groups in the
previous examples, symmetrieal. The talf cadence completing
the group’s motion toward the new key occurs here in an
additional two-bar segment. Nevertheless, the dramatic
function of the group-—its last-maoment modulation to a new

key--is the same.

Further Examples of Active and Transitional Modulating
Groups

The three final examples of this chapter illustrate the
combined use and varied application of the two compasitional
techniques discussed in the chapter. The principles in-—
volved are familiar, yet their unique application in these
examples merits discussion of the passages.

In the development section of the first movement af the

Sanata in D, K. 311, a transitional madulating group elides
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an active modulating group (see example 4-11). The active

Example 4-11. Sonata in D, K. 311/I.
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modulating group (bars 48-54), like thase discussed earlier
in this chapter, draws the listener’'s attention to a greater
extent than the shorter active groups that precede it. This
group differs in ending with a full cadence in the new key.
The transitional modulating group appraopriates the tanic
chord of this cadence (bar 355), repeating its meladic pat-
tern sequentially within a symmetrical four-bar structure.
Measure 3598 fills out the group, providing the anacrusis to
the development s next active group.

The exposition of the third movement of the Sonata in A
minar, K. 310 has both a second key area (C major) and a
third key area (E minor). Example 4-12 reproduces the mate-—
rials in C major and the eight-bar group that madulates to
E minor. The "springboard" effect of this modulating group
stems fram its being briefly disguised as a turn—around.

The second key area, based on the symmetrical sixteen-
bar group at measures 29-44, is prolonged by partial repeti-
tions of the last half of the group (bars 45-52) and the
last quarter (bars 53-35). The c#-diminshed-seventh chard
of measure S22 is a turn—around, substituting for the caden-
tial tonic chord in the final "sixteenth" measure aof the
group, and leading smonthly into the second partial repeti-
tion. When this chord reappears at measure 5S4, the listener
again hears it as a turn—around. This time, however, it is
cannected with the follaowing measure as a new, two-bar seg-

ment, and the listener quickly recognizes the function of
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Example 4~12. Sonata in A Minar, K. 310/1I1I1.
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this segment within an eight-bar modulating group.

Although it provides the type of last-moment modulation
typical of transitional groups, this group is active, imply-
ing its own cadence and symmetrical structure as it unfolds.
Heard in the context of the larger symmetrical groups that
surround it, however, the group’'s mcvement toward the new
key occurs quite suddenly.®

In the development section of the first movement of the

*4 The third key area at bars 64-86 is a varied trans-—
position of the second key area, lacking only the partial
repetition of the sixteen—bar group’s last quarter.
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Sanata in F, K. 332 a transitional madulating group follows
shortly after an active modulating group. Here the transi-
tianal group elides a static group prolaonging the cadential
dominant chord of the active group. Both modulating groups
require the listener to reinterpret the music’s rhythmic and
tonal structure (see example 4-13).

The faur-bar static arocup at measures 109-112 eiides an
implied eight—-bar phrase at its final measure, but quickly
assumes an introductory function. At measure 113 a passage
resembling measures 16 1/2-21 of example 4-6 bhegins, & pas-—
sage in which the listener must distinguish a succession of
modulating groups by virtue of their melodic patterning and
tonal cocherence within temporary key centers. By measure
115 the listener has reinterpreted the c—minor chard of
measure 113 as the subdominant chord of G minar, yet the end
of the group begun at measure 113 remains ambiguous until
measure 119. The listener can reasaonably expect the c#-
diminished—seventh chord of measure 118 to be followed by
the daominant chord of G minar, the group ending with a hal+f
cadence. The d—-minor chord at measure 119 prompts the
listener to hear measure 117 retrospectively as the begin-—
ning of a new group. This group begins by transference,
appropriating the g—-minor chord as the subdominant chord of
D minor, and repeating the harmonic progression of measures
113-116 in this key. Measures 113-1146 naow serve as a proto-

type suggesting that measures 117-120 will also be a four-
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Example 4-13. Sonata in F, K. 332/1.
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bar group ending by transference. The Italian sixth chord

at measure 122 reverses this expectation, indicating the
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continuation of the group toward a half cadence in D
minor.*”

Measures 123-126 appear earlier in the movement (at bars
&7-70) as a static group prolonging the dominant chord aof a
hal+¥ cadence in C minor. The section in C minor that this
earlier group brings to a clase first introduces the dis—
tinctive rhythmic texture heard at measures 109-122. Thus
the listener is initially quite certain that measures 123-
126, too, are a single static group. The chromatically
altered repetition at measures 127-128 then suggests that
measuraes 125-126, rather than completing a static group,
begin a madulating group. The symmetrical structure result-
ing from the fourfold repetition of the two-bar pattern

confirms the listener’'s perception of the elision.

17 Although bars 117-120 do not strongly imply a sym—
metrical structure, I nevertheless hear these measures as an
implied eight—-bar graup elided by the static group begin-
ning at bar 123. It is extremely rare for the dominant
chard of a half cadence to arrive after the completian of a
symmetrical group (that is, by transference or an added
dawnbeat measure). Here the alternative to hearing an
elision at bar 123 would be to hear the dominant chord as
arriving after the caompletion of a six—bar graup.
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CHAPTER S

TRIPLE-ORDERED MEASURE GROUPS

I have stated in Chapter 1 that the analytic approach
fallowad in this study is not based upon a nermative idea of
measure-—graoup stiructure (sse page 3). While this study has
stressed the roles of implied symmetrical groups in several
compasitional techniques, it has not been my intention to
present symmetrical structure as the norm from which all of
the asymmetrical groups in Mozart’'s music are derived. In
the foregoing discussians of musical examples I have at-
tempted to approach the more subtle implications of symmet-
rical structure with objectivity. One’'s hearing of implied
symmetry in such cases can anly be based upon the particular
passage, not upon an assumption that symmetrical structure
is normative.

A chapter devoted to the subject of triple-ordered mea-
sure groups may seem incaongruous in a study describing the
roles of symmetrical groups. Yet a brief description of
Mozart’'s use aof triple-ordered groups may serve to under-
scare the purposefulness with which Mozart employs a partic-
ular type of measure—-group structure, symmetrical or other-—
wise. Symmetrical measure groups are certainly predominant,
and have, as has been seen, a special rale in engaging the

listener ‘s sense of musical structure. Yet triple—ordered
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groups can serve several different roles as well, and can
pravide relief in a mavement that wculd otherwise consist of
a succession of implied and literal symmetrical groups.
Mozart’'s use gof triple—ardered groups indicates most clearly
his cancern for variety in measure—group structure.

There are certainly many passages in the piana sonatas
in which measure—group structure seems either ambiguous ar
arbitrary. In passages employing a polyphonic texture, the
separate entrances and cadences aof individual voices can all
but eliminate the sense of distinct measure groups that pre-
vails in hamophonic textures.?* There are alsa passages in
which a group of measures functions as a short, written—out
cadenza. The number of measures in the group seems arbi-
trary, as befits a cadenza.® I mention these passages here
anly to stress that they should not discourage a more exact-
ing analysis of passages in which measure—group structure

seems more purposeful.

Triple Ordering in Static Groups

Static groups show triple ordering almost as frequently

1 Edward Lowinsky has pointed out, however, the tenden-
cy in Mozart’'s Fugue in C major for pianao, K. 394 for a reg-
ularity ot phirase grouping to take priority over the osten-
sible independence of the voices. "On Mozart’'s Rhythm,"” The
Musical Buairterly 42 (1936) 162-63. Contrapuntal passages
in the piano saonatas vary in this respect, shawing both this
regularity of structure (see the Sonata in F, K. S33/1, bars
194-206) and a more fluid, genuinely polyphonic texture (see
the Rondo in F, K. 494, bars 152-138).

2 See the Sonata in B-flat, K. 333/I11, bars 158-161;
and the Sonata in C Minor, K. 457/1, bars 149-153.
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as they show symmetrical structure. The repetition aof a
pattern (usually 3x1 ar 3x2) is sufficient to unify the
group, allowing the listener to distinguish it from the pre-
ceding active group. The three-bar static group closing the
first key area in the first movement of the Seonata in F,
K. 332 coheres by virtue of repetition of a one-bar pattern.
The first measure of the aroup sounds at first like the

final measure of a four-bar phrase (see example S5-1).

Example S5—-1. Sonata in F, kK. 332/I.
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Here the listener retrospectively recaognizes the three-bar
group solely on the basis of its homogeneous design. I hear
an element of wit in the passage, stemming from the {fact
that the eliding graup becomes apparent through simple repe-—
tition. The alternative reading of the passage, to hear the
four—-bar phrase completed in measure 20, would miss this

element of wit and isolate measures 21-22 as a weak appen-
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dage. This ;lternate reading would result in two symmetri-
cal groups (of 4 and 2 bars), but ignore the motivic unity
of the three-bar group.

Thrae~bar static groups usually begin more aobviously and
end with a measure breaking the pattern of the first two
measures (see bars 23-25 of example 5-2). This type of
group is still a three-bar group, rather than a two-har
group with an added downbeat measure. As in example 5-1,
the cadential tonic chord falls with equal weight an the

downbeat of each measure within the group.

Example 5-2. Sonata in D, K. S76/111.

Allegretto
;{8 3 agafte £ ﬁ
= .2—EQEL_ e i Zam e A e —_—
G Tl ' = !
[} s ¥ : == =t
— e — o
R h" P — ~ E = = ot ®_
S e . E PP
.4 Lbb o 8 4 L 1 11 ? 1 1 !'lri e D
( i 1 ¥ ahkbbtg;:ﬁd:
e|l.
N “* e |5 T .
” o @
5 { i. :’ 1 }I E i 1 3 —-—",t‘h r;: a
Q\ju E + — b ———
. ;. e > :E
- s o e -
= ey e oy e e S s v e et 2o —
by 11 1 * 1 1 L R . ) I 1
| —=—] |——] | ———] ]
-z ell -3~
21 3 3 ® '
08 P - == ot =
e P P Pt el e T | .,__E = e
N S oun S ¢ Y 1 1 ) ) el O g ot 3 S — I yam Y i 1T ._t
K\3¥2 1 J ) s e Y § 1 i\ 1 11T ) e o 1
== = -4 r =%
# g g == A A A
Iﬁgﬂ : L) r; f' {l = J\l [} 4') (") N T
2Ty ya 4 T £ = ) _j Y . ya "uf‘i'—
{ 13% ¥
—) -
. Six-bar static grouos doubling the proportions of a

three-batr group (3x2) also appear frequently. Example 1-7
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ends with such a six—-bar group. Only a single instance
occurs in the piano sonatas af a six-bar static group caon-—
sisting of two three-bar segments (see example S—-11, a). It
hardly seems coincidental that this group appears in a maove-
ment caontaining numercous triple-ordered groups. I will dis-—-
cuss this movement further later in this chapter.

A six-bar static group consisting of three two-bar
segments can begin with a hidden elision, Jjust as the three-
bar group in example 5-1 does. The eliding static group
apprapriates the last two measures of the previous active
graup, cantaining both the cadential daminant and tanic
chords, and simply repeats this two-bar segment in varied

fashion (see example 3-3).

Example S5-3. Sonata in E-flat, K. 282/11I.
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The eliding static group here interrupts a partial repeti-
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tion of the last half of an eight-bar consequent phrase.
Just as in example S-1, the eliding group =msrges retrospec-—
tively by virtue aof its repeated design. An alternate
analysis would consider measures 36—-37 and 38-39 as partial
repetitions aof the last quarter of the phrase, yet this
analysis would ignore the tendency of the similar two-bar
groups to cohere as a single group. Although this six—bar
group begins with and repeats the cadential dominant chord,
it nevertheless has, like static groups beginning with the
cadential tonic chord, a prolangational function separate

from the preceding active graup.™~

Internal Repetition

In discussing triple crdering within active groups, it
is important to distinguish between groups that seem to be
derived frqm symmetrical groups and groups in which Mozart
genuinely seems to be experimenting with triple ordering.
Groups of the first kind, triple—-ordered only in a literal

sense, can arise through internal repetition of a segment of

a symmetrical group. The opening of the Scnata in B-flat,
K. 333, for example, seems to be derived from a symmetrical
eight-bar phrase (see example S5-4). The repetition of mea-

sures S5—6 at measures 7-8 results in the phrase having a

= See also the Sonata in C, K. 330/1, bars 1-15, and
K. 330/111, bars 2-20. The static groups begin by hidden
elision at bars 11 and 15, respectively.
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second hal+ that is literally triple-aordered.*<

Example S-4. Sonata in B—-flat, K. 333/1.
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Internal repetitiaon occurs often enaugh in the piano
sonatas to merit a brief digression from the subiject of
triple—-ordered groups. Mazart applies this technique in
various ways, repeating different segments of the underlying
symmetrical phrases, and combining this technique with other

means of expansion.® The effect of an internal repetition aon

4 An active modulating group having the same rhythmic
structure occurs at bars 18-27 of the third movement of the
Senata in B—flat, K. 281.

S At bars S5-12 of the first movement of the Sonata in
C, Ko 279, repetition of both the first and secaond halves of
the underlying phrase results in a group of doubled propoar-—
tions. The second-key-area theme in the first movement of
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the listener ‘s sense of symmetrical structure is very
different from the effects of the techniques described at
length in this study. Internal repetition requires the lig-
tener to recognize the repetition as parenthetical, a tempo-
rarry suspension of the symmeti-ical group’s pragress toward
the cadence.® The listener resumes counting the measures of
th2 symmetrical group in a vital sense only after the repe-
tition. One does not hear an eliding group within a complex
phrase or a partial repetition as parenthetical, since both
of these techniques establish (or reestablish) movement

toward a cadence.?

the Sonata in C, K. 309 (bars 35-34 1/2) repeats anly the
first half of the underlying eight-bar phrase, expanding the
second half by partial repetitions. The second-—key-area
theme in the first movement of the Sonata in C Minor, K. 437
(bars 346-59 1/2) echoes each of the two two-bar segments in
tha first balf of the underlvying eight-bar phrase, expanding
its second half¥ by a partial repetition that gives way to an
eight-bar cadenza.

¢ The fact that bars 7-8 of example 5-4 provide the
ascent to the high register of the last two bars of the
group does not alter the listener’'s sense of their being
superfluous in a rhythmic sense.

7 The technique of internal repetition was described a
generation before Mozart by the thearists Johann Philipp
Kirnberger and Heinrich Christaoph Koch. These theorists,
especially Koch, describe it as a primary means of expanding
the four—-bar phrase, which they consider to be normative.
The technique has only a limited role in Mozart’'s piano
sonatas, which show a very different and more tharoughgoing
approach to symmetrical structure. See Kirnberger, The Art
of Strict Musical Composition, translated by David Beach and
Jurgen Thym (New Haven and London: Yale University Press,
1982), 409; and Koch, Introductory Essay on Camposition: The
Mechanical Rules of Melody, Sections 3 and 4, translated by
Nancy K. Baker (New Haven and London: Yale University Press,
1983), 41-45, 129-141.
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The listener’'s recognition of an internal repetition
depends both on the abvious parenthetical character af the
repeated segment and the sufficient articulation of the
active symmetrical group within which it occurs. Sequential
repetition aof a segment, as heard at measures 7-8 of example
4-8 (the Sonata in F, K. S33/11), is essential to the can-
tinued unfolding of the group, and cannot be heard paren-
thetically. In such cases it seems fruitless to deny the
presence of triple ordering.®

The second movement of the Sonata in F, K. 280 seems to
reverse tha relationship between internal repetition and
symmetrical stucture. The movement begins with an eight-—
bar phrase that can be heard as derivina by internal repeti-
tion from a six-bar phrase (see example 5-5). The phrase,
lacking the characteristics by which an active symmetrical
group implies a specific length, has only a literal symme—
try. It leaves the listener uncertain whether measures S—6
are to be heard parenthetically within a six—bar phrase, or
as a rhythmically essantial segment within an eight-bar
phrase. The recapitulation retrospectively suggests the
first inkterpretation when it begins by stating this theme

without the internal repetition.

® Koch also describes sequential repetition of a two-—
bar segment as a means of expanding a four—bar phrase. At
this paint in his discussiaon, haowever, Koch abandans his
caoncern for the listener ‘s ability to hear a segment as
parenthetical. He seems more concerned to describe a compo-
sitional method that can account for phrases laonger than
faur bars. 0Op. cit., 43-45, 157-158.
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Example 5-5. Sanata in F, K. 28B0/1I.
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Triple Ordering in Active Groups

Mozart’s use of triple orderinc seems most deliberate
and is most apparent in active groups containing one or mare
three—-bar segments. The first mavement of the Sonata in F,
K. S47a begins with antecedent and consequent phrases aof
this type (see example E-6}.7 The phrases, although eight
measures in length, cannot be divided into twoc equal seg-
ments. The articulation within each phrase of seaments cf
threé, two, and three measures prevents the listener from
hearing a level of pulse higher than the measure. Thus ane
cannot describe the final daminant chard aof measure 8 (or
the tornic chord of bar 16) as arriving at a relatively

accented or unaccented point within the phrase, as one can

® Although this movement is considered to be an anany-—
mous arrangement of the second movement of the Piano/Violin
Sanata, K. 547, both versions show equally well the aspects
of rhythmic structure under discussion.
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with a symmetrical group.

Example S-4. Sonata in F, K. S547a/I.
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The combinatiocn of one or more three—-bar segments with
a final symmetrical segment allows the accentual strength of
the cadence ta be defined in terms aof the symmetrical seg-
ment. Measures 3-7 of the first movement of the Sonata in
Cy Ko 309 are an active group with this kind of structure
(see example S-7). The movement’s opening two-bar maotto,
while providing the toot-position tonic chord, seems rhyth-
mically independent. The lvyrical three-bar group at mea-—
sures 3-3, on the other hand, seems to imply an eventual
cadence and is thus a segment within an active group. WMea—
sures &-7, cl=arly distinguished from the preceding segment

by a change of design, are symmetrical in structure. The
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arrival of e cadential taonic chord after the campletion of
this symmetrical segment (that is, by transference) defines
the accentual strength of the cadence for the entire active
group. The symmetrical segment has much the the same func-

tion in this respect as the final eliding group in a camplex

phrase.°

Example S-~7. Sonata in C, K. 30%9/1.
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1o Bars 43-47 of the first movement af the Sonata in F,
K. 280 are identical in rhythmic structure to bars 3-7 of
this example. Bars 6—10 of the second movement of the
Sonata in A, K. 331 are similar in structure, but the caden-—
tial tonic chard arrives at the last bar of the group. The
opening of the minuet of Svmphony No. 40, K. 530 combines
two three-bar segments witihn a an eight-bar symmetrical segment.
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Example 5-7, continued.
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Mozart ‘s tendency to contradict the listener ‘s expecta-—
tions of phrase structure becomes evident once again when
one examines the reappearances of the three-bar group, bath
at measures 10-12 =nd at the recapitulation {(discussed later
in this chapter, and shown in example S5-10). At measures
10-12 the group seems to begin a repetition of measures 3-7.
The listener expects to hear measures &—-7 aonce again at mea—
sures 13-14. Instead a twao—-bar transitianal group turns in
a new direction at this point, preparing a new active group
at measures 13-17. The pitch c#= heard at measure &6 reap-
pears at measure 13 1n a new guise, emphasizing a new devel-
opment. Measures 13—-14 are an example of a transitional
group that doesn’'t modulate (in contrast with the transi-
ticnal groups discussed in chapter 4). Measures 10-20
cohiere as a single active group by virtue of moving toward a
single cadence, yet measures 13—-14 have a separate, prepara—
tory function within this group.??® Measures 15-17 (and 18-

20) then imply a four-bar symmeti-ical group, allawing the

11 Gimilar two-bar transitional groups within active
groups occur at bars 43—-44 of the first movement of the
Sonata in G, K. 283 {(see example 3-4), and at bars 37-38 of
the second movement of the Sonata in F, K. S33.
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listener to expect cadential closure at measure 18 (and 21).

Elisian of Triple—-Ordered Measure Groups

Given Mozart 's frequent use of elisian to contradict the
listener ‘s expectations of implied symmetrical groups, it is
not surprising to find passages in which the same technique
is applied to triple-ordered groups. There are only several
such passages in the piano sonatas, yet they are a further
indication of Mozart’'s interest in exploring the possibili-
ties of triple—ordered groups.

It is dif+icult for a triple—ordered group to generate a
specific expectation of its length. This can be achieved
mare easily with groups that are triple-ordered only at the
broadest level, repeating two- or four—bar segments. A
graoup aof this kind is heard in the first movement of the

Sonata in C Minor, K. 457 (see example 5-8). The earlier

Example 35-8. Sonata in T Minaor, K. 457/1.

Molto allegro
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Example 5-8, continued.

segments serve as praototypes, leading the listener to expect
the completion of the third segment. The chramatic intensi-
fication implying a half cadence at measure 126 identifies
the third segment as the final seament.12

Elision of a triple-ordered group not based on the lis-—
tener ‘s expectation of a duple-ordered segment requires a
prrototype. The elision at measure 192 of example 4-8, for
instance, is based on the six—-bar phrase segment stated at
measures S—10. In the first movement of the Sonata in F,

K. 332 the clasing theme at measures 71-86 begins with a
six—bar antecedent phrase that serves as the praototype for
the prolonged consequent phrase. The consequent phrase is
elided at its final (sixth) measure by an expanded repeti-
tion of its fifth measure (see example 5-9).

Here Mozart has applied the technigque of partial repeti-
tion to a six—bar phrase. The partial repetitions at mea-
sures 82-83 and B4-8I5 return to the last third of the
phrase. The right hand’s melodic descent in these measures

expands the cadential descent of measure 81, sao that the

12 Bars 48-57 of the third movement of the same sonata
double the proportions of this example (4 + 4 + 2 elided).
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Example 5-9. Sanata in F, K. 332/1I.
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cadential dominant chord arrives anly in the final, "sixth"
measure of the graoup. The cadontial tonie chord consequent-—
ly arrives at measure 86 as an added downbeat measure, and
thus has greater rhythmic emphasis than its expected arrival
at measure 82.* As discussed in chapter 3, this expansion
of a partial repetition for the sake of a maore emphatic
cadence accurs frequently in the partial repetitions of
symmetrical groups.*“

The three—bar group at measures 10-12 of sxample 5-7,

1= The left hand’'s f on the last beat of bar 81 (and
83) implies some kind of continuation, and thus diminishes
the listener ‘s expectation that claosure will accur in the
follawing bar.

14 See examples 3-2, 3-3, and 3-5.
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discussed above, serves as the prototype far an elision
accurring at the twelfth bar of the recapitulation (compare
examples 3-7 and S5-10). The recapitulation proceeds as at
the beginning of the movement until the switch to the minar
made at measures 101-102. Measures 103-~104 continue in
minor, yvet they are still recognizable as a varied repeti-
tion of measures 256-928 (as were bars 10-12 with respect to
bars 3-5). At measure 105 a new group with an implied sym-—
metrical structure (2+2) begins, eliding the expected three—
bar group. The unexpected changes aof harmaony, dynamic lev-
el, and meladic contour (the leap to dp=) make the elision
at measure 105 immediately abvigus. ?et a familiar unifying
technique is present here as well, as the eliding group
begins by incorparating part of the expected meladic contin-
uation within its initial motive. The new group appropri-
ates the expected quarter—note descent f2-eb=, transfarming
it into the eighth—note figure f=-eh=.

The elision at measure 105 is dramatically appropriate
in terms of what the listener has already heard at the
opening of the movement. The two-bar transitional group at
measutres 13—14 was itself a contradiction of the listener’'s
expectation of an immediate cadence, leading ta the new
groups at measures 15-17 and 18-20 and thus delaying tonal
closure. The reappearance of the transitional group in the
recapitulation would not have the same surprising effect.

The elision at measure 105 occurs a measure before the
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C, K. 309/I.

1n

Sonata

Example 35-10.
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listener can expect this group, and the twn new groups at
measures 105—-107 and 108-109 provide a greater sense of
structural expansion befare the return of the closing groups
at measures 110-112 and 113-115.32°

An equally ambitious elision occurs in»the third move-
ment of the Sonata in F, K. 332. The six—-bar static group
closing the exposition serves as the prototype for an
elision occurring near the end of the movement (compare
examples S=11 a and b). The later passage duplicates the
prototype until measure 227, at which point only a final
sixth measure is needed to complete the structure of the

prototype (3+3). Measure 227 instead moves harmonically

Example 5-11. Sonata in F, K. 332/I11.
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Allegro assai
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1% The function of the two—-bar group at bars 108-109
can be described as both static (prolonging the dominant
chard of-a half cadence) and transitional (leading into the
faollowing active group). See also bars 129-130 of example
S5-8.
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Example 5~11, continued.
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taward the subdominant chord, implying continuation and an
additional cadence. The listener, hearing the two-bar seg-
ments of the new active group, retrospectively recognizes
its beginning at measure 224.1%

Examples 5-10 and S—11 are the only instances I have
found in the piano sonatas of the elision aof implied three-
bar groups. The inherent difficulties of the technique
would seem to account for the infrequency with which Mozart
employs it. The necessity aof usirg a pratotype to create

the expectation of a three-bar group contrasts with the ease

14 Gince the eliding group at bars 226-231 does not
strongly imply a symmetrical eight-bar group, I have la-
belled it as a six—bar group giving way to the following
transitional group by transference. 0On the other hand, the
changes in rhythmic design and dynamic level at bar 230 may
be sufficient to imply two concluding bars of tonic resclu-
tion.
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with which a symmetrical group can imply a specific length

on its own.

Broadening of Triple-Ordered Groups inta Symmetrical Groups

In several movements in the piano sonatas, a triple-
ordered measure graoup is followed, immediately or later in
the movement, by a larger symmetrical group of similar
melodic content. This does not suggest that the two groups
share an underlying triple-ardered or symmetrical structure,
but merely that the recasting of materials within a larger,
symmetrical group pravides a particularly satisfying sense
of broadening.

The third movement of the Sonata in F, K. 332 (just dis-—
cussed) contains several instances aof this broadening proce-
dure. The mavement opens with a six-bar antecedent phrase,
which is answered by an eight-bar consequent phrase. A
three-bar phrase at measures 24-26 is expanded at measures
29-31 into an implied four-bar phrase elided at its final
measure. The opening three-bar segment aof the closing theme
at measures &5~467 (and 74-74) becomes a four~bar segment at
measures 200-203 (and 210-213) of the recapitulation. In
the third maovement of the Sonata in F, K. 280, the six-bar
static group closing the exposition (see example 1-7) is
expanded to an eight-bar group at the end ot the movement.

The opening thirty measures of the Ronde in F, K. 494
pravide a2 striking example of this broédening of triple-—

ordered groups into symmetrical groups (see example 5-12).
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The +irst key area cansists aof six—-bar antecedent and caonse-
quent phrases, each of which employs three-bar segments (3+3
+ 3+3). The internal repetitions at measures 3 and 9 do not
imply underlying symmetrical structures, as they are neces-—
sary to balance the nonrepetitive three—-bar segments that
conclude the phrases.

The second key area, beginning immediately at measure
13, likewise consists of an antecedent and consequent pair
of phrases, but these phrases move gradually toward symmet-
rical tructure. The six-bar antecedent phrase introduces
two-bar segments (3x2), repeating its first segment at mea-
sures 18-16. In another caontext, this internal repetition
might be heard as a parenthetical insertion within a four-—
bar phrase. The similar repetition of a two-bar segment at
measures 19-22, however, assumes the familiar function of
filling out the first half of a symmetrical eight-bar
phrase. The repetition at measures 15-16 thus represents a
stage in the gradual emergence of the eight-bar consequent
phrase. The symmetrical structure and the greater breadth
of this consequent phrase are further emphasized by the
partial repetition at measures 27-30.

The variety of measure—group structures heard in this
succession of four active groups is unique in the piano
sonatas. The deliberateness of the passage’s transition
from aone kind of structure to the next supports the asser—

tion made at the beginning of this chapter: that no single
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type of structure has priority as a norm. The question of
how the triple-ordered groups arise is less crucial than the
end result that the two types aof triple—-ordered groups (3+3
and 3x2) are plainly audible. The passage affirms the
effectiveness of symmetrical structure in unifying a large
active group and maximizing the listener ‘s sense aof tonal
closure. Yet the triple—ordered groups are equally as
indispensable to the gradual broadening of measure—group

structure that characterizes the passage.
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CHAPTER &

IMPLICATIONS CONCERNING APPROACHES TO RHYTHMIC ANALYSIS

The principal aobjective of this study has been to
describe several compaositional techniques that appear re-
peatedly in Mozart’'s pianc saonatas, and that are based upon
the listener’'s perception of symmetrical measure groups. In
discussing the foregoing musical examples 1 have tried tao
demonstrate these techniques canvincingly enough to prampt
the reader to lacate further examples in works by Mozart in
various _enres. The present chapter has a separate purpose:
to review the analytic approach that allows cne to recognize
the operation of these compositiaonal techniques, and to de-—
scrribe in more detail the analytic criteria that distinguish
this approach from several others presented in the recent
theoretical literature on rhythm. The active symmetrical
measure group is a central focus in this discussion, as it

has been in this entire study.

Raservations concerning the Concept of Hypermeter

I would like first to distinguish between the listener’s
gradual perception of an active symmetrical group--a percep-
tion of duple—ardered pulses on several levels——and a con-
ception of the listener's experience that is more purely

based on the idea of meter. Several theorists have recently

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



148

clarified that the perception of meter depends upon the
existence of at least two levels of regularly occurring
pulses.®* This is most abvious with respect to the tradition-—
al notion of meter as the grouping of beats into measures.
There must be a regular succession of bath the beats them-
selves and the pulses that articulate their grouping into
measures. The succession of beats alone would constitute
only an undifferentiated stream of pulses. Since anly the
first beats of the measures articulate the broader succes-
sion of pulses, these beats are commonly referred to as
metrically accented, or strong, in comparison with the
remaining beats in the measures.= Strictly speaking, it is
only the point in time initiated by a given beat, rather

than its entire duration, that can be described as strong or

1 See Maury Yeston, The Stratification of Musical
Rhythm (New Haven: Yale University Press, 1976), &5-67; Fred
Lerdahl and Ray Jackendoff, "On the Theory of Grouping and
Meter," Musical Quarterly &7, no. 4 (1981), 486—-489;

Lerdahl and Jackendoff, & Generative Theory of Tonal Music
(Cambridge, Mass.: MIT Press, 1983), 18-25; and Joel Lester,
The Rhythms of Tanal Music (Carbondale and Edwardsville:
Southern Illincis University Press, 1984), 45-52. Carl
Schachter reasserts this basis of metrical structure in the
essay soon to appear in The Music Forum &, " Rhyvthm and
Linear Analysis: Aspects of Meter."

2 lerdahl and Jackendoff stress this idea: "Fundamen-—
tal to the idea af meter is the notion of periodic alterna-—
tiaon of strong and weak beats.” A Generative Theory af

Tanal Music, 1?. Schachter also stresses this strong/weak
metrical relationship in his unpublished essay. Yeston does
mot, op. cit., &5-67.
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weak in this sense.™

The interest of recent theorists in clarifying the
nature of meter has been kindled by the guestion of whether,
and to what extent, measures are similarly grouped by a
broader succession of regular pulses. Given the duple
ordering that is predominant above the level aof the basic
meter in music aof the period aof common practice, the ques-—
tion is whether a given movement or passage cansistently
articulates groups of two, four, or eight measures. If so,
it is possible that the listener hears a broader hypermeter.
Depending on the consistency with which a passage articu-—
lates groups of these lengths, wriil.srs have ref=rred to
hypermeasures of two, four, or, more rarely, eight measures.
The beginning of a hypermeasure is metrically accented in
camparision to the remaining measure—pulses in the hyper-
measure; it provides the pulse necessary for the listener to
hear the continuing hypermeter.

It is not difficult to determine the extent to which
hypermeter is literally present in a given passage, and it
is possible ta generalize about the tendency for hypermeter
to emerge in compositions of varipus style periods. Edward
Cone first coined the term hypermeter in arder to describe &
tendency he noticed in Romantic music. Caone’s remarks are

warth repeating here, both faor his description of the kinds

S See Lehrdahl and Jackendoff, A Generative Theory,
18-12; and Jael Lester’'s description of metric accents as
points of initiation, op. cit., 16-17.
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of passages in which he notices hypermeter, and for his con—

trasting observations about music of the Classical period:

The metrical unit in Romantic music cantinues to be
the measure, as it was in the Classical period; and the
measures are combined inta more or less regular phrases.
Nevertheless, there has been a subtle but important
change in orientation. In the Classical period, as we
have seen, the measure was usually the largest metrical
unit. Its steadiness served as a constant support for--
or counterpoint to—-—-the variety of motif— and phrase-
canstruction. When measures combined to form phrases,
they did so not in any reqular metrical way but as com-—
ponents of freely articulated rhythmic groups whose
structure depended aon their specific musical cantent.

In Romantic music, aon the other hand, one can find long
stretches in which the measures combine inta phrases
that are themselwves metrically conceived——into what I
call hypermeasures. This is especially likely to occur
whenever several C[hyper-?1 measures in succession
exhibit similarity of motivic, harmonic, and rhythmic
construction. These almast demand to be counted as
units. The desire of the measure to behave as a single
beat, already noticeable in very fast Beethoven
scherzos, is here intensified-—-and not only in very fast
tempaos. As a result, the groupings are often irresist-
ibly drawn into a regular four—measure pattern. It is
herey, and not in the preceding style, that we can justly
speak of the tyranny of the four—-measure phrase!“

Mozart’'s piana sonatas contain few examples of this kind of
hypermeter. Successions of four—-bar groups of the same
length and pattern do occur briefly in development sec-

tions.® VYelt a succession of this kind usually leads to a

< Edward Cone, Musical Form and Musical Performance
{New Yark: Norton, 1968), 79.

S See, for example, bars S98-69 of the first movement
of the Sonata in A Minor, K. 310; bars ?6-111 of the third
movement of the Sonata in F, K. 332; and bars 83-94 of the
first movement of the Sonata in C Minor, K. 457. These
passages illustrate Mozart’s tendency to maintain a regular-
ity of harmonic rhythm in sections of tonal instability,
and, conversely ta use more diverse, accelerating patterns
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hal+ cadence signalling the.arrival of a new key, and thus
has & rhythmic functiaon of allowing mamentum to build before
a structural point in the movement. Such a passage is not
"metrically conceived"” in the sense Cone intends.”
Theorists have alsoc pointed to the presence of several
levels aof meter in passages that I refer to as active sym-
metrical groups. The tendency of the eight-bar phrase (or
period) to articulate pulses of both two and four measures
was first discussed by German thearists of the nineteenth
century, and it continues today as a controversial topic of
discussion.” The term hypermeter assumes a very different
meaning, however, when it is applied to a single active
group. Instead of referring to “"long stretches" of music
articulating measure—-group pulses in sequential fashion,

this type of analysis recagnizes broader levels of pulse

of harmonic rhythm in szctions of tonal stability. See
Shelley Davis, "Harmaonic Rhythm in Mozart’'s Sonata Form,"
Music Review 27, no. 1 (19266), 25-43.

& Joel Lester discusses the opening of Bruckner’'s
Symphony No. 4 as an example of a passage that does seem to
be metrically conceived. "After the two aopening measures,
the measures group into faurs, and the four—-groupings them-—
selves are in graoups of fours. Even at this hypermetric
level (where the pulse is four measures of music), the
structure is akin to beats within a measure." 0Op. cit.,
166.

7 An article by Rabert P. Morgan provides a clear
summary and chronology of the theoretical discussion of this
topic. Margan, taking a Schenkerian approach, criticizes
the purely metrical approach as a way of locating points of
accent in a phrase, focusing instead on the points at which
structural motions originate and terminate. "The Theory and
Analysis of Tonal Rhythm," Musical Guarterly &4, no.4
{19789), 435-73.
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within a group that evolves in various ways as it approaches
a cadence. This kind of analysis can of course be widely
applied to Mozart’'s music.

I find certain principles embodied in this analytic ap-
proach to be invaluable. Indeed, this study has asserted
that the listener ‘s expectation that an active symmetrical
group will last a specific number of measures aften depends
upon the group’s articulation of several levels of pulse.

On the other hand, references to a metrical heirarchy gav-
erning the group, and ta strong and weak beats at various
levels af that heirarchy, seem somewhat misleading, not ade-
quaiely representing the listener ‘s experience of hearing
and interpreting the structure of the group. I will explain
my reservations concerning this metrical approach by discus-
sing the first eight measures aof the variations theme from
the Sonata in A, K. 331.

Example &46—1 uses a graphic notation devised by Fred
Lerdahl and Ray Jackendoff to represent metrical structure
in a given passage. Since the authors provide the metrical
analysis for only the first phrase aof Mozart’'s theme, I have
taken the liberty of extending the analysis through the

consequent phrase.®

e Extending the analysis through the second phrase
necessitates placing a fourth dot under the first beat of
the passage, representing a level of pulses four notated
bars in length. The authors do not consider this metrical
level in their discussion of the Mozart theme (see their
example 2.21 on p. 33), but they do recognize this level in
twao ather graphs of antecedent and consequent phrases (see
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Example 6-1. Sanata in A, K. 331/1I.
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Lerdahl and Jackendoff assert that their use of dots to
indicate the different levels of pulse in a passage is an
improvement over the system of poetic accents (e.g., — and v

for strrong and weak beats) used by many previous writers.

The use of a single symbol (the dot) emphasizes both that

beats are points in time, and that the listener’'s perception

of strong and weak beats results from the interaction of two

levels of pulse. The strong beats an a given level are

those which also appear on the next broader level.”
It seems misleading, however, to refer to a particular
beat’s articulation of both a measure and a aroup of mea-

sures as strong in the same way. The first beats of mea-

examples 2.12 and 2.15, pp. 26 and 28). Lerdahl and
Jackendaoff, & Generative Theary of Tonal Music.

¥ See the authars’ explanation of their dot notation,
ibid., 18-20.
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sures establish a meter by stating some sort of accent that
enables the iistener to differentiate them fraom the follow-
ing beats in the measures. Dynamic, melaodic, agaogic, and
harmonic accents can all serve this function. Symbols of
poetic accent thus seem to accurately represent the way in
which a basic meter becaomes audible. Various accents in the
music may not confaorm to the meter, occurring in syncapated
fashion against it. Yet this should not obscure the fact
that the meter itself is established by a series of audible
accents. Pearception aof pulses at broader levels results
from the listener ‘s ability to recognize the grouping of
measuras into larger units, nat from an audible accent dis-
tinguishing the first beat of such a unit from the daownbeats
of its remaining measures.

Before using Mozart’'s theme to clarify this distinctian,
I must state that in my ogpinion the theme is notated in
compound meter, the actual meter being 3/8. This notation
seems to serve a function described by Kirnberger: to assure
that the perfarmer will play the sécond hal¥ of each notated
measure more lightly than the first half. The performer
thus avoids emphasizing every downbeat of the underlying
meter; acknowledging the arganization of the theme in two—
bar segments. The characteristic feature of compound meter,

the arrival of cadences at the second half of the measure,
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is evident here.?°

The first level of dots in example 6—1 thus represents
what I consider to be the basic meter. Agagic accents on
the first beats of the actual measures enable the listener
to perceive this meter. In what sense does the opening beat
of the theme also articulate the next broader level of pulse
(the notated measure = two Gbars)? In order for this to
accur in the same way as with the basic meter, the opening
beat would have to be more strongly accented than the down-—
beat of the second f{(actual) measure. If it were so accent-
ed, the notated meter would be the actual meter.*®* Even if
one believes this te be the case-—-possibly hearing the
dotted motive as an accent distinguishing a first beat of a
two-beat measure, the same laogical contradiction occurs at
the broader levels of pulse. In what respect is the opening
of the theme more strongly accented than the second notated
measure, so that it might be said to articulate a two-bar
pulse? In what respect is it more strongly accented than
the third notated measure, articulating a four-kar pulse®

There is na reason to describe a particular beat as
metrically accented (i.e., strong), simply because the

listener is able to recagnize it as the initial paint af a

1o Kirnberger, The Art of Strict Musical Composition,
398-399.

11 Compare the phrases in simple &/8 meter at bars 15-
21, S0-64, and 112-119? of the third movement of the Sonata
in F, K. 332, where daotted quarter notes on the downbeats
are repeatedly tied to the second half of the bar.
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broad pulse. The listener does not hear the beat in this
way at the mament at which it occurs, but rather realizes
its initiating role only retrospectively. Example &6-2,
altering the system of dot notation used in example &6-1,
attempts to represent more accurately the listener ‘s percep-

tion of the broader pulses in the passage.

Ex. 6-2. Sonata in A, K. 331/1.

Andante grazioso

?-

4

A 4

The parentheses around the lower dots under the first
beat aof the passage indicate that at this mament the listen-
er hears only the downbeat aof a single measure. The dots on
level 1 represent the accents by which the basic meter of
the theme becaomes apparent. The continued repetition of
these accents after the second (actual) measure continues to

reinforce the meter, yet at this point the listener can also
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consider the possibility aof two-bar pulses. 0Only as the
third and fourth (actual) measures prove to be a sequential
repetition of the first two measures can the listener inter-
pret the third downbeat as the second of two two-bar pulses.
On level 2, the arrows pointing in both directians from this
downbeat indicate that the listener retraspectively attrib-
utes a broader downbeat status to the first beat of the
theme ( (¢) ) only as the second two-bar pulse nears comple-
tion. The precise moment at which this attribution occurs
cannot be specified, as it requires a recognition aof the
parallel relationship between the two-bar segments.

The listener perceives broader leveis af pulse by the
same interpretive process, cansidering and then recognizing
the existence of a level of pulse as the second segment at
that level unfolds. After two pulses on any level, the
question of whether further pulses on that level will occur
is subsumed under the questiun_of whether the next broader
level of pulse will be confirmed by a second segment. The
relationship beteen the levels of pulse in the theme——-a
geometric progression (i1, 2, 4, 8, 146, 32, etc.)——makes this
passible. 0One cannot expect this doubling aof the broadest
level of pulse to continue for long; several more levels
would require as ‘many measures as one expects in an entire
movement.

The nonmetrical character af the broader levels of pulse

in this theme becomes apparént at level 3, where the rela-

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



178

tionship between the two four-bar segments is not parallel
but complementary. It seems inadequate to say merely that
the listener begins at (notated) measure 3 ta hear the pos-
sibility of four—-bar hyper—-measures in the theme. Since the
theme clearly begins with an active group, moving deliber-—
ately toward a cadence, the listener senses at this point
that the group may be symmetrical. As described so aften in
this study, the contrast of design introduced at the second
half¥ of this group and its more continuous {(nonsegmented)
motion toward the cadence imply this symmetrical structure.
The terms meter and hypermeter imply a continuing articula-
tion of regular pulses. The cadence at the the end of
(notated) measure 4 caonfirms anly the raole af two complemen-
tary four—bar pulses within a conpleted symmetrical group.
The half cadence indicates that this phrase is part aof a
larger active group, and the identical beginning of the con-
sequent phrase immediately implies that this larger group
will also be symmetrical. The full cadence at the end of
the consequent phrase confirms the two eight-bar pulses
heard within the larger group, but it does not imply any
further pulses——af whatever lengtﬁ. At this point the move-
ment might end, or, more probably, might continue with a
passage that no longer states eight-bar or four—-bar pulses.
Regardless of what may follow, the listener can recognize
the complementary rhythmic and tonal functions of the two

eight-bar phrases within this completed group.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



179

Example 6-3 extends the analysis of example 6-2 through
the entire theme. This analysis shows a still broader level
at which the listzner can consider the possibility of a
symmetrical structure. The beginning of the theme’'s third

phrase, shaowing both new and familiar elements and thus

E:zample &-3. Sonata in A, K. 331/I.
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saunding like a continuation, allows the listener to consid-
er this possibility. A thirty-two-bar symmetrical group
becaomes increasingly probable as this phrase shows the same
symmetrical structure as the previous two phrases (2+2 + 4),
and as the final phrase begins in a familiar manner.

Points of Emphasis in the Listener’'s Counting of an Active
Symmetrical Measurz Group

The numbering of the f(actual) measures in examples 6-3
represents in the mast camplete sense the listener s receog-
nition of a single active group. The listener continues
counting the measures of the group while perceiving the
variocus levels of pulse within it. Since the final measure
of the group is the ultimate confirmation of its symmetrical
structure, this counting of measures bzcaomes more critical,
mor-e psychologically accented (. . . 29, 30, 31, 32), as the
graup nears campletion. The partial repetition with which
the theme ends allows the listener to count its last four
(actual) measures a2 secand time, emphasizing further the
completion aof its symmetrical structure. A similar but
lighter emphasis occurs at the end of the antecedent and
consequent phrases (approaching actual bars 8 and 16), as
these symmetrical groups near completion. To the extent
that the listener interprets the third phrase as part of a
larger symmetrical structure, the listener does not count
the ending aof this phrase (approaching actual bar 24) in the

same emphatic way.
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While I have criticized the notion of metrical accents
initiating higher levels of pulse, it seems reasonable ta
say that the listener mentally accentuates the downbeats of
these pulses in an active symmetrical group. After hearing
two two-bar segments of an eight-bar group (as in Mozart’'s
theme) , the listener can expect to hear further two-bar seg-
ments. As a symmetrical group becomes a likely possibility,
the listener anticipates two more two-bar pulses and thus
emphasizes the downbeats of these pulses while counting the
measures of the group: 1 2 3 4 5 6 7 8. Such counting is a
kind of shorthand, allowing the listener to keep track of
the group’'s unfolding structure more easily. As with maost
of Mozart's eight-bar phrases, the second halves of the
phrases in this theme feature continuity rather than sepa-
rate two-bar segments. Thus it is the listener who empha-
sizes the final two—bar pulse at the seventh measure: the
music is merely compatible with such an emphasis.

To say that the listener is aware of two-bar pulses (ar
of broader duple-ordered pulses) does not imply that the
measures within those pulses are, respectively, stronag and
weak. It implies only that the listener focuses an the
downbeats of these pulses in an effort to apprehend the
structure of the unfolding group. Applying the counting
sequence 1 2 3 4 3 & 7 8 to the opening phrase of Mozart‘s
theme still recognizes the independence aof all eight

measures articulated by what I consider ta be the actual
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meter. If aone hears the even—numbered measures as audibly
less accented than the odd—numbered measures, then one
counts only the four notated measures (1 2 3 4 ),
all of which are necessary in order to establish a level of
two-bar pulses. The first reading acknowledges the listen-
er’'s ability to hsar the "eightness" of the phrase, even
while hearing a broader level of pulse.=

I have naw discussed two hypaothetical notions of the way
the listener mentally accentuates certain downbeats while
counting the measures of an active symmetrical group. Both
kinds of accentuation are important to the listener ‘s evalv-
ing perception of the group’'s symmetrical structure. An
emphasis on duple-ardered pulses corraborates the group’s
structure as it unfolds, while an emphasis an the downbeat
of the final measure confirms the structure at its comple-
tion. The realization that these two kinds of emphasis are
supplied by the listener, rather than dictated by audible
accents in the music, may help to dispel the ongoing contra-
versy concerning the description of measures within phrases
as either straong or weak. My abservations, of course, per-
tain only to active groups that are symmetrical in struc-
ture, but in general theorists have chosen to discuss just

such groups.

32 The question of compound meter is not crucial to the
abservations just made. The same two readings are possible
with respect to bars 88-95 aof the secand movement of the
Sonata in B—flat, K. 281 (example 3-1), notated in 3/8.
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In my opinion, baoth kinds of emphasis are compatible and
essential aspects of the listener ‘s hearing an active sym-
metrical group. It will be helpful here to review an analy-
tic perspective from which these two types of emphasis seem
to be at odds. Edward Cone, discussing the first two
phrases aof the same Mozart theme, objects to the metrical
approach in the following way:

I+ we try the canventional alternation of strono and

weak measures we meet with little success. An initial

light measure contradicts the firm opening tonic. An
initial strong measure weakens the cadences excessively.

They are; to begin with, structurclly feminine; i.e. the

final dominant or tonic enters on a relatively weak

beat. To make the entire cadential measure weak in each
case wauld create doubly feminine cadences——nay, in the

first phrase, because of its postponed resclution, a

triply feminine one!*>
If one hears the notated meter as the actual meter, as Cone
does, then the entire first phrase is necessary to establish
a level of two—-bar pulses in the theme. 0One could only
describe the half cadence as feminine in the traditional
sense, delaying the normative arrival of the final cadential
choird at the downbeat af a measurc. I+ the passage is heard
in 3/8, however, the listener can be expected to hear (or
supply? two-bar pulses at (notated) measures 3 and 4. The

notion that the measures filling out these pulses are alter-

nately strong and weak would then result in the final caden-

1= Cane, op._cit., 28-29.

L =2

.
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tial chord’s arrival on a weak measure (actual bar 8).1*
Cone aobjects that the arrival of this chord is inherently
an accented event, since it is the goal of the phrase’s
moticn.?® Caone therefore considers the final measure of such
an eight—-bar phrase as strong.

The twa canflicting views can be reconciled by recaogniz-
ing, as described above, that the listener accentuates the
downbeats of (actual) measures 7 and 8 in two different but
campatible ways. These measures need not be described as
strong or weak, either in a metrical sense ar in Cone’s
sense of containing an important tonal event of the phrase.
Instead the two downbeats can be heard as providing the
maximum articulation of a symmetrical structure.

It may be abjected, however, that the arrival af a final
cadential chord at the last measure aof an eight-bar phrase
is feminine in terms of broader levels of pulse already
established in a passage. This arrival seems to be more
emphatic when it coincides with the beginning of such an
expected pulse. Yet, if one is speaking of a symmetrical
phrase, the point at which this emphasis occurs is critical.
If tonal closure occurs before the final measure—-—at the

seventh measure, aor even the fifth measure-—tonal and rhyth-

14 Although Cone mentions the view that measures
alternate weak/strong, the metrical approach suggesting
beginning-accented groups (strong/weak) predominates today.
Hugo Riemann was the principal advocate of weak/strong
alternation. See Morgan, op. cit., 437-444,

18 Op. cit., 27.
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mic claosure aof the group no longer coincide in an effective
way. Instances of such early closure are extremely rare in
Mozart’'s pianc sonatas, and indeed in the Classical litera-—
ture in general. MWhen it oaccurs, the remaining measures
have only the rhythmi& function of filling out the group,
and the listener is apt to perceive this prolongation of the
final chord as a separate static graoup.*e

Arrival of the final cadential chord in the last measure
of an active symmetrical group is thus essential to the lis-
tener ‘s sense that the group consists aof a specific number
of measures and is symmetrical. For the same reason, an
elision at the final measure of the group always has the
etfect of denying its symmetry. If a new group appropriates
the cadential tonic at the seventh measure of a passible
eight-bar group, the listener may hear a completed six-bar
group tather than elision of an implied eight-bar group.3”

The only paosition in which tonal closure can simulta-

14 See example 1-6 (Sonata in D, K. 284/I, bars 44-51),
where the cadential tonic arrives in the seventh bar. The
early arrival here may arise from another bit of wit involv-
ing symmetrical structure. Bars 44—-44 seem to begin a four-
bar group that will end by transference or with an added
downbeat measure, but instead the group is expanded to an
eight—bar group, doubling the propartians aof the implied
group. Both the four-bar and eight-bar versions of thea
phrase appear at the end of the movement (bars 116-127). At
bars 8-15 aof the second movement of the Sonata in B-flat,

K. 281, it may be possible ta hear the cadential tanic as
arriving at the fi+th bar of an eight-bar group. It seems
more likely, however, that one hears a four-bar active graup
giving way by transference to a four-bar static group.

17 See example 1-7 (the Sonata in F, K.280/11I, bars
&&6—-71).

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



186

neously canfirm the symmetrical structure af the gqroup and
coincide with a broader level of pulee is after comnletian
of the group, that is, by transference or an added daownbeat
measure. In this case, the listener counts the entire group
in anticipation of taonal clasure, realizing as the group
nears rhythmic claosure that the final cadential chord will
fall on a downbeat measure outside of its symmetrical struc-—
ture. As seen in examples 3-2 and 3-3, this type of closure
can dramatically distinguish a final partial repetition from
an earlier cadential gesture (or gestures). A similar
rhythmic emphasis occurs in a complex phrase when the final
cadential chord arrives after the last eliding group has
completed an independent symmetrical structure (see examples
2-2, 2-4, and 3-5). In this case the final group provides a
cadential emphasis far the entire phrase, even though the
phrase as a whole is not symmetrical. The final group may
even be a two-bar group broadening the dominant chard, as in
exarpsie 2-5. The critical factor is that the group clearly
articulates its symmetrical structure as it moves toward
tonal closure.

Symmetrical Structure as the Framework against which All
Events in the Groun Qre Heard

The analytic approach employed in this study can be seen
to differ from the metrical approach (or, rather, the hyper-
metrical approach) in focusing on the self-evident, organic

character af active symmetrical groups. From the listener’s
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perspective such groups do indeed seem to graw, gradually
implying a certain length as they unfold, and realizing this
length with a cadence. I have stressed that movements by
Mozart do not consist merely of a succession of active sym—
metrical groups. Yet when they do accur, it seems essential
to recognize their uniquely self—evident structure.

This self-esvident structure pravides the rhythmic {frame-
work against which the listener hears all of the tonal and
rhythmic events within the group. As just discussed, tonal
closure seems more or less emphatic depending o the point
in (ar beyond) the group at which it occurs. It seems inac-
curate to describe all final cadential chords as inherently
accented without considering the differences in emphasis
that are heard against a framework of symmetrical structure.

When a suspension seems to contradict a broader level aof
pulse in an active symmetrical group, the listener continues
to monitor the group’s symmetrical structure, hearing the
suspensiaon in a very different way than the normal suspen-—
sion. Strict counternoint requires a suspension to accur on
a downbeat, the resolution following on a weak beat. When
the suspension and resolution aof a cadential dominant chord
each occupy a measure, these two measures usually coincide
with an established two-bar pulse. In the rare instances
when these two measures contradict such a pulse, accurring,
for example, in the sixth and seventh measures of an eight-

bar phrase, the listener nevertheless emphasizes the two-
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bar pulse at the seventh measure that is implicit in the
phrase’s symmetrical structure.?® The cadential suspension
aoccurs in this way at measures 22-23 aof the third maovement
of the Sonata in G, K. 283, shown in example 6—-4. The
suspensian and its resolution occupy the faourteenth and

fifteenth measures of a sixteen-bar group. This irregular

Example 6-4. GSonata in G, K. 283/111.
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position aof the suspension allaows the left—-hand voices to

imitate the right—hand voices in measures 13-14& (campare

1® Schenker recognizes this breach of strict counter-
point in bars 33-40 of Chopin‘'s Waltz in C-sharp Minor, Op.
64, No. 2. The suspension and its resolution occur in the
sixth and seventh bars af the phrase; wshich Schenker de-
scribes as weak and strong, respectively. Free Composition,
translated and edited by Ernst Oster (New York: Longman,
1979, 121,
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especially c=-b=2 at bars 13-14, and c*-b at bars 21-22).
Edward Cone has recently argued that the beginning of a
two-bar hemiola preceding the final cadential chord of a
phrase is also an inherently accented event.®® The articu-
lation of threa half-note beats within two measures in 374
implies that the downbeat of the second measure is not audi-
bly accented. Cone therefaore hears a strong/weak relation-
ship between the two measures. Discussing several Mozart
passages in which the two-bar hemiola cantradicts an estab-—
lished two-bar pulse, Cone argues that the strong first
measure af the hemiola negates the usual metrical approach
recognizing an alternation of stong and weak measures.
Example 6-5 reproduces one of these passages, the apening
sixteen measures of the secand movement of the Sonata in C,
K. S45. The passage has a clear symmetrical structure.
Cone’s analysis focuses on the problem of designating
measures as either weak or strong, employing variaus kinds
of accent--melaodic, harmonic, and rhythmic——as the criteria
for this designation.®° While Cone’s description of these
various accents is intended to negate the idea of metrical
accents above the measure, Cone seems to have adapted from

the metrical approach the assumption that measures must be

1% Edward Cone, "Musical Form and Musical Performance
Recaonsidered,” Music Theory Spectrum 7 (1985), 150-156.

2© Cone’'s analysis appears under the staff in example
6-5. The symbols under bars 1 and 16 represent, respective-
ly, Cane’'s concepts af "initial downbeat" and "cadential
downbeat." Ibid., 150.
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Example &6-5. Saonata in C, K. 545/I1.
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either strang or weak. One might acknowledge the hemiala
here as a kind aof accent, although Cone admits that it is
arly abvicus in this passage. Yet the crucial
question, from the analytic standpoint of this study, is
whether this accent would prevent the listener from mentally
supplying the final two-bar pulse necessary for completiaon
of the group’'s symmetrical structure. I would answer that
such hemiola, like the two—-bar suspension in example 6-4, is
heard as creating tension against the unfolding symmetrical
structure, and is thus heard in terms of that structure.

Symmetrical Structure as an Analvtic Basis for Determining
Measure-Group Boundaries

A final analytic issue, one for which a consideration of
symmetirical stiructure seems indispensatktle, is the determina-
tion of the boundaries of measure groups. The boundaries of
measure groups in Muzart’'s piano sonatas, and in works aof
the Classical period in general, are not always so unambigu-—
ous as the boundaries of the groups discussed sao far in this
chapter. Theorists often have opposing views concerning the
beginning and ending points of a measure group, tesulting in
very different hearings of a passage. In some cases, dif-—
ferent hearings of a passage seem to make equally good musi-
cal sense, and must be carefully compared in order to evalu-

ate theitr overall rhythmic effects on the movement.=2* In

22 Ag discussed in chapter 1, the two possible readings
of bar 62 of the first movement of the' Sonata in G, K. 283
result in very different ways of hearing this development
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many passages, however, recagnition af the principle of
retraspective hearing and aof the techniques of hidden eli-
sion and partial repetition clearly indicates a particular
set of measure—group boundaries.

This study has stressed the listener s ability to retro-
spectively recagnize the beginning of a symmetrical measure
grraup. Such retrospective recognition occurs whenever a
hidden elision disguises the beginning of a new group. On
the other hand, the principle of retrospective hearing is
Just as crucial when a strong accent seems to signal the
beginning of a new measure group. No single accent, ar
combination of accents occurring at a single mament, can be
accepted as the analytic basis for determining the start of
a new measure group. The listener cannot be certain of the
meaning of such an accented event, but must determine
whether it belonés to a new group on the basis of what is
subsequently heard.

A passage from the third movement of the Sonata in D,
K. 311 illustrates how easily a strong accent can be misin-
terpreted as the beginning of.a new measure graoup. Mozart
éeems to have intended this mishearing, which can only be
unravelled as one hears the following phrase {(see example
6-4&). Several kinds of accent at measure S5& seem to indi-
cate the beginning of a new group, eliding the eight-bar

consequent phrase begun at measure 49 at its final measure.

section (see example 1-&).
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Example 6—-4, continued.
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The loud dynamic level, the energetic accompaniment pattern,
and the wide melodic leap in this measure all contrast with
the quiet second-key-area theme. Measures 56—-57 can be
heard as a typical tonic—daominant alternation beginning a
new group.

Measure 58, however, suggests a dominant-tonic alterna-
tion beginning at measure 37, and this two-bar segment is
then repeated to form the first half of a symmetrical eight-
bar phrase. The apparent beginning at measure S6 (and again
at bar 64) is a final, eighth measure. If its ambiguity is
intentional, as I believe it is, this accented measure might

be referred to as a false elision.®2 The rhythmic wit of the

passage is concluded at measure 75, a measure very similar

22 I have not found other examples of this kind of
ambiguity in the piano sonatas. Many final bars of sym-—
metrical phrases introduce the accompaniment pattern of the
following phrase, yet elision is rot so forcefully implied
in these cases.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Pt
)
]

to measure 56 that now seems to elide the previous group.
It replaces the final, "eighth" measure of the partial repe-
tition at measures 72-74, and begins a static group prolong-
ing the cadential tonic chord.==

I will end this study with a discussion of two passages
by Beethoven that illustrate the techniques of partial repe-
tition and hidden elision used sa frequently by Mozart. I
discuss these passages not only to suggest that these tech-
niques are present in Beethoven’'s works, but also to illus-—
trate that a recognition of the presence of these techniques
dramatically affects one’'s rhythmic analysis of the passag-—
es. Two published analyses of these passéges, the first by
Schenker and the second by Lerdahl and Jackendaff, suggest
measure—group boundaries different from those I recognize in
the passages. One’s final hearing of these passages depends
on whether one cansiders the techniques of partial repesti-
tion and hidden elision tao be ag work.

In his rhythmic analysis of the beginning of the first
movement of Beethaoven’'s Piano Sonata in D, Op. 28, Schenker
does nat consider the passibility that the first key area

may end with a partial repetition (see example &-7):

23 My hearing an elision at bar 75 is influenced by the
wit I hear in the passage, bar 75 finally reversing the ef-
fect of the false elisions at bars 54 and &4. Bar 75 can
also be heard as a final, "eighth" bar, two-bar groups be-
ginning at bars 746 and 78, and the eight—-bar group eliding
the second of these at bar 77. Notice the added wit of bars
85-846 (bar 86 not shown), where Mazart allows silence to
fill out the eight-bar group before the anacrusis ta the
rondo theme.
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The first 10-measure graup . . . closes with the I
in the unaccented measure 10, and, in the repetition, at
measure 20. The succeeding B8-measure group ends with I
in measure 28, again an unaccented bar. The repetition
af this group begins in measure 29, but now it lasts
only seven measures; for measure 346, which should have
been the eighth measure, is interlocked with a 4-measure
group, measures 36—-3%. Thus the final I appears in mea-
sure 39, again the unaccented measure aof the 4-measure
group.=*

Example 6-7. Beethoven, Sonata in b, Op. 28/I1.
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The eight-bar phrase at measures 21-28 belongs to the unusu-
al type in which the cadential tonic chord arrives at the

seventh measure. Schenker’'s statement that the group "ends

24 Schenker, Free Composition, 121.
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with I in measure 28, again an unaccented bar," is mislead-
ing, ignoring the resulting difference in cadential emphasis
at measure 27 as caompared with the twao earlier phrases.=%
More important to the present discussion is Schenker ‘s in-
terpretation of the corresponding "eighth" measure aof the
nhrase’s repetition (bar 34) as the beginning of a new,
four-bar group. It is certainly possible to hear this
graoup, which would begin with the arrival of a=, and would
show cansiderable motivic unity.

Al though the cadential tonic chords at measures 27 and
35 are rhythmically emphasized by virtue of coinciding with
a two—-bar pulse, there is no melodic closure an scale step ;
at these points.v It would be unusual for this closure to
accur in a rhythmically less emphatic ("unaccented") posi-
tion at measure 39. I hear measures 335-36 as a turn-around,
filling out the last two measures of an eight-bar phrase
(just as bars 27-28 da), and leading into a repetition of
the last half of this phrase. The descending third a®—-g=-
f#2 in measure 38 is a contraction of the same third in
measures 31-32, and serves the function of recalling this
moment in the phrase. Except for the melodic closure on ?
and the truncation of the t+inal "eighth" measure, the

partial repetition is literal. In contrast with Schenker’s

new four-bar group, the partial repetition provides emphatic

23 Here Schenker is not concerned, however, with the
question of cadential emphasis, but rather with the fact
that the rhythmic groups enclaose their cadences.
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rhythmic and tonal closure far the preceding symmatrical
group.

Lerdahl and Jackendoff, in their analysis of the opening
of the first movement of Beethoven’s Piano Saonata in B—flat,
Op. 1046, do not consider the possiblilty of a hidden elision
that drastically alters the listener’s rhythmic expectations
of the passage (see example 6-8). The authors discuss the
passage in oarder to illustrate their concept of “structural
downbeat. "2 They hear msacsures S5-17 as a "structural ana-

crusisy” having the functian of creating a prolonged tension
which is released at the arrival of the cadential tanic
chord at measure 17. This downbeat is structural in the
sense of beginning an entire section of the movement. Inso-
far as the preceding measures are heard as an anacrusis, the
movement really begins at this point. The authors attribute
the strong rhythmic emphasis one hears at measure 17 to the
cadential tonic chord’s arrival "on a strong hypermetrical
beat." Their metrical analysis eof the passage (shown under
example 6-8) indicates that measure 17 coincides with the
beginning of a four-bar hypermeasure.

My analysis indicates that a new group begins at measure
11, in the middle of a2 hypermeasure heard by Lszrdahl and

Jackendoff. The listener briefly hears measures 9-12 simply

as a varied repetition of measures 5-8, yet with the repeti-

=e& |Lerdahl and Jackendoff, A Generative Theary of Tonal
Music, 33-35.
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Example &4-8. Beethaoven, Sonata in B-flat, Op. 10&4/I.

Allegro (d=138)
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tion of measures 11-12 at measures 13-14 the listener begins
to dissociate these two measures from their original caontext
and hear them as initiating a new group. As in several aof
the Mozart passages discussed, the eliding group here be-
comes apparent simply by repetition of the two—-bar segment
(see examples 2-7 and 4-9). The chromatic intensification
and melodic ascent in measure 15 strongly suggest the second
half af an eight—-bar group, sao that the listener probably
hears the loud beginning at measure 17 as eliding this
implied group at it seventh measure. As already discussed,
this early arrival aof the cadential tonic chord implies
symmetrical structure less forcefully, even though it pro-
vides greater rhythmic emphasis. Measures 11-146 may thus be
heard simply as a six—bar group, rather than an implied
eight-bar gtraup.

In either case, the effect of a structural anacrusis
that Lerdahl and Jackendoff describe seems to derive from
the surprising emergence aof this group, which has a separate
rhythmic function of accelerating toward measure 17. Notice
that each successive two-bar segment in this group has a
more urgent rhythmic character. Hearing the passage in
undisturbed four-bar hypermeasures (emphasizing a four-bar
pulse at measure 13) greatly diminishes this sense of
acceleration.

This kind of analysis is admittedly subtle. Yet I would

emphasize that this subtlety belongs to the campositiaonal
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techniques themselves, and that these techniques directly

affect the way we hear the music.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



AFPPENDIX
FURTHER EXAMPLES FROM THE PIANO SONATAS

OF THE TECHNIRUES DISCUSSED IN THIS STUDY

This appendix allows the reader to examine in a large
graoup of examples both the consistency and the variety aof
Mozart s approach to the several techniques discussed in
this dissertation. I have commented on interesting or
unusual passages not already discussed, and have given brief
analyses of passages in which Mozart’'s use of several dif-
ferent techrniques makes measiyre—qroun analvcic difficeld,
The general function of each of the techniques should be

kept in mind while examining the examples of that technique.

Elisions within Harmonically Static Passaqes

Sonata in C, K. 279
third movement: bars 69-74, elisionsg ag bars 72 and 75.

Sonata in B-flat, K. 281
third movement:

1. bars 87-B%, elision at bar 88 based on the proto-
type at bars 16—-17.

2. bars 158-1462, elision at bar 1359 based on the same
protatype but extending the wit with a four-bar eliding
group. Note the similarity of character between these
elisions and the one at bar 73 of K. 279/111.

Sonata in G, K. 283
first movement: bars 63-71. See example 1-4.
third movement: bars 138-171, elision at bar 1468. The
passage begins with a hidden elision based on two
preceding four—bar prototypes (bars 148-151 and 152-
155), and then states two four—-bar prototypes as the
basis far the elision at bar 1&8.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



203

Sonata in C, K. 309
third movement: bars 53-57, elision at bar 56.

Sonata in C, K. 330

first movement: bars 79-87, elision at bar 84. This pas—
sage has the same rhythmic structure and function as
the follaowing example.

third mavement: bars 87-95. See example 4-9.

Sonata in B-flat, K. 333

first movement: bars 89-93, elision at bar ?2. Accelera—
tion aof activity implies a four—-bar group, as in the
following example, which has the same rhythmic struc-
ture and function.

third maovement: bars 346—40. See example 1-3.

Sonata in € Minor, K. 4357
first movement: bars 126—-130, elision at bar 12%.

Sonata in B—flat, K. 498a?
faurth movement: bars 83-89, elision at bar 86.

Sonata in B—flat, K. S70
second movement: bars 41 1/2-43 (in compound meter),
elisiaon at bar 43.

Sonata in D, K. 576
third movement: bars 34-43, elision at bar 40.

Complex Phrases Ending with Full Cadences

Sanata i1n C, K. 279
third movement: bars 5-10, elision at bar 7 based on the
prototype at bars 1-4,

Sonata in F, K. 280
first movement: bars 1-12. See example 2-1.

Sanata in B—flat, K. 281
first movement: bars 18-33. See example 2—-4.

Sonata in C; K. 309
first movement: bars 73-82 1/2, hidden elision at bar 79,
eliding an implied 8-bar phrase. This phrase has the

1 The Neug Mozart-Ausgabe omits this sonata on the
basis that it is an arrangement (barrowing from Mozart) by
August Eberhard Mueller. I have included in the appendices
passages from this sonata that reflect Mozart’'s approach to
rhythmic structure.
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character of a modulating group, yet begins and ends in
the same key. The eliding group is truncated, the fol-
lowing passsage in compound meter beginning at midbar.

Sonata in C, K. 330
first maovement: bars 23-34. See example 2-2.

Sonata in B-flat, K. 333

first movement: bars 54-59, a complex phrase only by
virtue aof a two-bar eliding group at the cadential
dominant function at bar 57. An added downbeat measure
follows at bar 59.

Sonata in D, K. 576
first movement:
1. bars 46-52. See example 2-5.
2. bars 144-154, See example 2-64.

Complex Phrases Ending with Halt Cadences

Sonata in F, K. 280
first movement: bars 17-26, hidden elision at bar 23. O0One
expects the dominant chord at bar 24.

Sonata in C, K. 309
third movement: bars 28-39. See example 2-7.

Sanata in A Minar, K. 310
first movement: bars 88-97. See example 2-8.

Sonata in C Minor, K. 457
second movement: bars 49 1/2-52 (in compound meter). There
are two elisions in the phrase, a hidden elision at bar
00 1/2 based on a preceding prototype at bars 47 1/2-
49 1/2, and an elision at bar 52 by a two—-bar group
praolonging the final dominant chord.

Sonata in B-flat, K. 498a
first movement: bars 93-100, hidden elision at bar 98 based
an the praototype at bars 9-16. The first group contin-
ues lorng enough to imply a modulation to the subdomi-
nant, after which the eliding group returns to the
tonic using expressive chramaticism.

Sanata in C, K. 3945
first movement: bars 1-12, hidden elision at bar 5. The
changes in design and the more animated melady at bar S
can be heard as the second half of an eight-bar phrase.
One can still expect the cadential subdaminant function
v at bar 7.
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Sonata in D, K. 57&
third movement: bars 26-33, hidden elision at bar 3i. One
can still expect the cadential dam’nant runction aof an
eight-bar phrase at bar 32.

Partial Repetitians

Sonata in F, K. 280
third movement: bars S54-465.

Sonata in B—flat, K. 281
secand movement: bars 28-42. Zee example 3-1.
third movement: bars 28-38. Bars 34%-37 can be heard as an

expansion of bar 33, the sixth bar of the original
phrase.

Sanata in E—-flat, K. 282
first movement: bars 9 1/2-14 (in compound meter).
third movement: bars 16-33. Example 5-3 shows the conse—
quent phrase, the partial repetition, and the elision
of the repetition by a static group.

Sonata in G, K. 283
first movement: bars 23-50. See example 3-4.
secand maovement: bars 9-13 (in compound meter).

Sonata in €C,; K. 309

first movement: bars 35~54 1/2. An underlying eight-bar
group is expanded by several techniques. The first
half is repeated (internal repetition), the second half
elided at its final, "eighth" bar (bar 44) by its aown
repetition. A two-bar transitional group elides this
partial repetition after two bars and leads to a new
four—-bar group that cadences in an added daownbeat
measure (aonly a half-measure, since the next section is
in compound meter). I hear the new group at bar S50 as
a tinal, nonliteral repetition of the original aroup’s
second half; there are similarities in both the melody
and bass line.

third movement: bars 1-19.

Sonata in A Minor, K. 310
second movement: bars 15-28. See example 3-3.
third movement:
1) bars 1-20.
2) bars 29-55. See example 4-iZ2.
3) bars 64-86.

Sonata in D, K. 311
third movement: bars 57-74. See example 6-64.
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Sanata in C, K. 330

first movement: bars 1-10. The partial repetition is
elided by a static group in the same manner as the
example cited abaove from K. 282/I11.

Sonata in A, K. 331

first movement: bars 1-18 (in compound meter). See example
6—3.

Sonata in F, K. 332
second movement: bars 9—-18. See example 3-2.
third movement: bars 79-84,

Sonata i1n B—-flat, K. 333

first movement: bars 39-49, the prototype for example 3-6.
third movement: bars 25-335.

Sonata in C Minor, K. 457

first movement: bars 346-58. The first half of an under-
lying eight-bar group is expanded from four to eight
bars by internal repetition of its two-bar segments.
The partial repetition follows a deceptive cadence
ending with an added downbeat measure (a unique occur-
rence in the piano sanatas). It gives way to a caden-
za—-like group at bars S1-36, in which measure—graoup
structure is less deliberate. The complation af the
ariginal eight-bar group here serves as the protatype
for the combined technique used in the recapitulation,
in which an independent eliding group precedes the
partial repetition. This passage is discuscsed in the
next section of examples.

secand movement: bars 8-13 1/2 (in compound meter).

Rondo in F, K. 494, bars 19-30. See example S5-12.

Sonata in B—flat, K. 498a
fourth movement: bars 29-40.

Sanata in C, K. 545:

second movement, bars 49-71. The two partial repetitions
at bars 65-68 and 69-71 are nonliteral, and each is
increasingly mare dramatic than the counterpart in the
original graup (bars 6é1-64).

Scnata in F, K. S547a:
first movement, bars &4-75.

Sonata in B-flat, K. 570:

first movement, bars 41-69. The partial repetitions of the
sixteen—bar group begin at bar 57. The secaond half is
repeated at bars 57-64, the last quarter at bars &5-48.
In the coda of the third mavement, Mozart uses the same
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technique aof placing the melody of the partial repeti-

tion in the bass (see below under combined techniques).
second mavement, bars 48~53 1/2 (in compound meter). The

repetition of the second half is nonliteral.

Sonata in D, K. 57&:

third movement, bars 163-183.

Combining the Techniques of Partial Repetition _and the
Camplex Phrase

Sonata in C, K. 279
second movement: bars 11-25. See example 3-5.

Sonata in D, K. 211

secand movement: bars 25-38. A two-bar group prolonging
the cadential dominant function elides the partial
repetition at its "eighth" bar.

Sanata in B-flat, K. 333
first movement: bars 135-151. GSee example 3-6.

Sonata in € Minor, K. 457

first movement: bars 131-155, combining several techniques.
The eliding group typical of complex phrases begins at
the "seventh" bar (bar 141), interrupting the second
hal¥ aof the phrase campleted in the exposition at bars
44-38 (4 + d.b.). At bar 145 the secord half of the
phrase begins once again (a partial repetition begin-—
ning by transference), and is again elided by the new
group. A cadenza-like group elides this group after
two bars (at bar 49), a final two-bar group at bars
154-155 providing rhythmic stability for the cadence.

Sonata in B-flat, K. S70
third movement: bars 71-85 (in compound meter). This coda
begins with a sixteen-bar symmetrical group. The repe-
tition of its second half is elided at bar 81 (a hidden
elision) by an eight-bar group that cadences in an
added downbeat measure at bar 8S5.

Active Modulating Groups Ending with Half Cadences

Sonata in F, K. 280 )
third movement: bars F0-105. See example 4-5.

Sanata in B-flat, K. 281

first movement: bars 47-54, beginning by hidden elision
ased on the prototype at bars 5-8.

secand movement: bars 80-87. See example 4-3.
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Sanata in 6, K. 283
secaond movement: bars 18 1/2-21. GSee example 4-6.
third movement: bars 115-122, beginning by hidden elision
based on the preceding eight-bar prototype at bars 103~
110.

Sonata in C, K. 309 .
third movement: bars 131-136, beginning by elisian and
elided after six bars of an implied eight-bar
structure.

Sagnata in A Minor, K. 310
first movement: bars 9-185
second movement: bars 44-50, the final and largest active
group in the development section, elided by a three-bar
static group prolonging the dominant chard.
third movement: bars 36—43. See example 4-1Z.

Sonata in €, K. 330
first movement: bars 71-78, again the largest group in the
develcpment section, giviing way to a final static
section prolonging the dominant chord.

Sonata in B—flat, K. 333
first movement: bars 11-17
third movement: bars 17-24

Sonata in C Minor, K. 437
first movement: bars 83-99. Bars 98-99, dramatically ex-—
panding the motive ap—g, are a separate group eliding
the implied sixteen-bar group at its final bar.

Rondo in F, K. 494, bars 72-78. See example 4-4.

Sonata in B-flat, K. 4%98a
first movement: bars 21-29. This modulating group has the
rhythmic structure of a complex phrase. 0One expects
the dominant function of the half cadence to arrive at
its eighth bar (bar 28). Instead, a two—-bar eliding
group reasserts and prolongs the subdominant chord,
postpanineg the cadential dominant chord until bar 30.
Sonata in F, K. 333
first movement: bars 33-41. The arrival of the final
dominant chord in an added downbeat is unusual.

Sanata in F, K. S47a
first movement: bars 98-103. Note the similarity of bars
94—-103 to bars 113-122 of K. 332/1 (example 4-13). The
keys involved are the same, as is the maovement away
from the submediant key implied by the half cadence.
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Sonata in B—flat, K. 570

first movement: bars 29-34, beginning by hidden elision
based an the four-bar phrase at bars 23-26, and elided
after six bars. An eight-bar symmetrical structure is
not strongly implied here, but the bass motion in bars
33—-34 does imply a cadence. See also bars 87-94 and
161-164.

Sonata in D, K. S76
third mavement:

1) bars 89-?1. Although only three bars long, this group
is larger than the preceding two-bar groups at bars 84-
85 and 86-87. These serve as the prototypes for the
group’‘s entrance by elisiaon at bar 89. At bar 92 a
three-bar static group elides the group’'s expected
fourth bar.
bars 108—1ii3. This group alisc begins by elisiaon based
aon two preceding two-bar prototypes (at bars 103-104
and 105-106). The three-bar static group at bars 114~
116 elides the group’s iwplied eight-bar structure
after six bars.

1

Transitional Modulating Groups

Saonata in F, K. 280
first movement: bars 63—-66. See example 4-7.

Sanata in C, K. 309
third movement: bars 85-92.

Sonata in A fiinor, K. 3i0
third movement: bars 87—-94.

Sanata in C, K. 330
third movement: bars 79-86. See example 4-9.

Sanata in F, K. 332

third movement: bars 96—-111. This sixteen—bar group is

. unusually large for a transitional group, yet it consists
solely of a repeated four-bar pattern, and leads into the
theme at bar 112 without a cadence. The group begins by
eliding an implied six—bar group at its final bar (the
prototype at bars 1-4).

Rondo in F, K. 494, bars 66—-467. See example 4-4,

Sanata in F, K. 3933
second movement: bars 19-22. See example 4-8.
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Active and Transitional Modulating Groups in Succession

Sonata in C, K. 279

first movement: bars 39-44 and 45-47. One can hear the
first group as implying a full cadence in & minor
within eight bars. The transitional group immediately
changes the design and harmonic rhythm, moving smoothly
toward the new key and theme at bar S58.

Sanata in'D, K. 311
first movement: bars 48-54 and 55-58. See example 4-—-11.

Sonata in F, K. 332
first movement: bars 117-122 and 125—-132. See example

4-13.
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Beethoven

Sonata in D, Op.

28/1,

Sonata in B-flat, Op. 1

Mendel sschn

Songs Without Words,

Mozart

Sonata

in C, K. 279

second maovement:

batrs
bars

Sonata
first
bars

10-28 . . . . .

29-35 . <« & e .

in F, K. 280
mavement:
1—13 - » - - -

bars S7-88 . . . . .
second movement: bars
third movement:

bars 65-77 . . . . .

bars

Sanata
first

bars
bars

Sonata
third
bars
bars

Sonata
first
bars
bars

78-116 . . . .

INDEX OF MUSICAL EXAMPLES

example page

bars 1-43 ¢ & « ¢« « o « &7 . . . 194
1)

046/i, bars 1~-20 . . . . 6B . . . 199

No. 30, bars 26-40 . . . 1-3 . . . 16

1 . . . 48
7 < . . 126
-3 . . . 182
7
]

s

« - .- 118

in B-flat, K. 281
movement: bars 15-40 . . ¢ & & « « o« « 24 . . ©58B-59
second movement:

24-46 . . . . .
74-87 . . . < .

in E-flat, K. 23

mavement.:
1-23 . . .+ « .
29-39 v 4« < u .

in 6, K. 283
movement:

21-53 . . . .
S54-75 . . e w

secaond movement: barg
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third

Saonata
first

Sonata
first
bars
bars
third

Sanata
first

movement: bars 1-25 .

in D, K. 284
movement: bars 42-351

in C, K. 309
movement:

1=25 @ o o =« « a = =
Q0—-116 <« o v a o & =
movament: bars 18-42

in A Minor, K. 310
movement: bars B7-105

secand movement: bars 13-31

third

Sanata
first
bars
bars
third
bars
bars

Sonata
first
bars
bars

third

Sonata
first
bars
bars

Sonata
first
bars
bars
bars
bars

movement: bars 28-&63

in D, K. 311
movement:

1-18 . . & . 4 s s .
40-38 v & 2 2 4 = o
movement:

47-85 &« ¢ =« 2 a = =
102-142 . . . . . . .

in C, K. 330
mavement:

19-35 & &« a4 o & =« = =
J30-88 . . & ¢ 4 2 o @

movement: bars 66—-101

in AR, K. 331
movement:

b
1I-18 . . . & . e e .

in F, K. 332
movements

P25 v o 4 v & s e =
i9-41 . . . . . « . .
71-87 « & ¢ o o o o »
109-133 . . ¢ &« o . .

second movement:

bars
bars
third
bars
bars

Sonata
first
bars

1-8 . & ¢ ¢ ¢ o & & .
20 . 4 4 e e e e
movement:

84-90 . . . ¢« 4 2 e .
220-234 . . . . - e »

in B-flat, K. 333
movement:
1_10 " - ] - » - - -

S-10

. 2-7

. 2-8

4-12

4-11

. 6-6
4-10

<&

6—2

« -9
4-13

S—-11a
S-11b

- S5-4

« 154-155
e =« = 1460
- - - 72
v o T4
« « 20-91
« - . 139
« « 9-10
« . « 137
. 193-194
. 134-13S

=

. - . 40
. . . 131

173, 176
. . . 179
« - . 145
. . . 110
. . . 158
. . . 141
. . . 108
- - - 86
. . . 161
. . . 162
. . . 149
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bars 135152 v &« + =2 « o a 2 #n 2 u = a 2 =« » 3=6 . - « 102
third movement: bars 33-43 . &« &« & o & s « &« 1-9 . « . 32

Sonata in € Minor, K. 457
first movement: bars 1i9-133 . & & ¢ « &« « » S-B . 156-157

Rondo in F; K. 494
bars 1—31 = = ®» ®» =& s = = - » = . = - v = 5_12 - - « 164
baf‘S 56_84 - = = - = - - - - - - = - - - - - 4—4 - 1 15— 1 16

Sonata in F, K. 3533
secand movement: bars 1-22 . ¢« « ¢« ¢ 2« « 4-B . . . 129

Sonata in C, K. 3545
second movement: bars 1-16 . . &« &« &+ « o « « 65 . . . 120

Sanata in F, K. S47a
first movement: bars 1-19 . &« « ¢ 4 4« & & & » 96 . . . 153

Sonata in D, K. 576
first movement:
bars 31-C8 . & & & 2 4 2 4 o « a 2 u a @« « 279 . . . 64
bBars 144-180 . . o o 2 = =2 @ = s 2 s = « &« 2=6. . . &8
third movement: bars 13-25 . . » ¢« = &= =« =« « 52 . . . 144
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INDEX OF TERMS

This index serves as a glossary of original terms and terms

that are used with a specific meaning in this dissertation.

The terms are defined and related to musical examples at the
pages indicated.

Active measure group, 3-5

Active modulating group, 107—-124

Added downbeat measure, 23

Competing downbeats, 26—-27

Complex phrase, 45-76

Downbeat measure, 23

Elisian, 8

False elisian, 192-i94

Hidden elision, 13-15

Hypermeter (and hypermeasure), 1&9
Initial chord {(vs. cadential chord), 17
Internal Repetition, 148-152

Measure groug, 2-3

Partial repetition, 77-105

Frototype, 28-2%9

Retraspective hearing, 14

Symmetrical measure group (literal aor implied), S-6
Static beginning, 59, &7

Static measure group, 4

Transference,; 22-23

Transitional measure group, 4-5
Transitional maodulating group, 124-136
Truncation, 346-38

Turn—around, 82
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