Structural Expansion in Beethoven’s Symphonic Forms

WILLIAM E. CAPLIN

That Beethoven significantly expands the formal dimensions of the high
classical symphony 1s a truism of music history tamiliar to all lovers of
the musical arts. We are well acquainted with some of the frequently
cited techniques that Beethoven uses to enlarge his symphonic move-
ments, especially those in sonata form: how he explores more remote
tonal regions, mtroduces new melodic-motivic materials within the de-
velopment section, and converts the coda into an additional area of the-
matic development. Discussions of form in Beethoven, however, pay
scant attention to ways in which the subordinate-theme (or second-
theme) area within the exposition and the recapitulation is often con-
siderably lengthened in comparison with the norms established by
Haydn and Mozart. In fact, the formal construction of subordinate
themes has generally been given short shrift in current writings on so-
nata form, with more interest being shown in how the composer mod-
ulates to the new key rather than mn what he does having finally arrived
there.

The present study seeks to redress this neglect by focusing on specific
phrase-structural procedures used by Becthoven to expand the
subordinate-theme areas of his symphonic torms. Following a brief in-
troduction to my analvtical methodology, which will be exemplified by
the main and subordinate themes within the first movement of the Fifth
Symphony, I undertake a comparative analvsis of the opening move-
ments of the First, Third, and Ninth symphonies. I show that, in the
First Symphony, Beethoven emplovs the addirive technique of stringing
together a series of selt-contained subordinate themes, a procedure es-
pecially favored by Mozart. [ then examine the ways in which the sub-
ordinate groups of the Third and Ninth svmphonies are organized in a

more ntegrated fashion, with richer hicrarchical relations. The
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subordinate-theme areas of these latter symphonies are revealed as not
merely longer but truly larger in structural scope, which helps create the 1
impression of monumentality so characteristic of these works.

In order to demonstrate my thesis, I employ a new theory of formal
analysis, one highly inspired by the teachings of Amold Schonberg and
his student Erwin Ratz.* This theory establishes categories of formal
functions that together operate syntactically at various levels of structure
within a work. To illustrate this notion of formal function and to in-
troduce fundamental concepts and terminology for the analyses to fol- |
low, I begin by discussing the main theme from the first movement of
the Fifth Symphony (ex.5.1). Despite the manifestly dramatic impor-
tance of the opening measures, we learn, as the music progresses, that
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Example 5.1. Beethoven, they actually serve to introduce the main theme proper, which begins at 1
Symphony no.s in C Mi- the upbeat ro measure 7. Here, a four-measure unit supported by tonic |
nor, op.67, 1 (HC = half A N hich Ieall'a b idet i5 diatel i
- L4
cadence), armony, which [ call a basic idea, is immediately repeated in measures

11-14, now in the context of dominant harmony. Beginning at the

upbeat to measure 15, the basic idea is reduced in size to become a
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rwo-meastire unst, which aeselt s repeated momcasures 1=-18. The
theme oends m measure 21 with a halt cadence creared by the torte
chords of the orchestral tuen.

Fhe organization of this themie s ovpreal of whar Schonberg and Rare
rerm the wntence cSarzi Gomg turther than these theorises” desanpnion
of this torm, T wish to tocus on whar | regard as the three consairuent
formal tunctions of the sentence design. The fse ot these funcoons
arses as a resulr of the immiediare repeninon of the basic wdeas Frefer o
this tunction as a presenrarion because, by directy restaring the basie
deas the composer unequivocatly “presens™ to the liscener the funda-
mental melodic-motivic matenals of the theme. The presentanion serves
not only to establishy the basic wdea through repennion but also 1o pro-
vide a secure harmonic toundaton tor the beginnmg of the theme. Con-
sequently, presentation tunction is supported by tonic harmonyv, usually
in root position. The tonic mav be literally extended tor the duration of
the presentation, or, more trequently, it mav be prolonged by means of
neighbormg or passing chords. In example 5.1, the root-position tonie
15 prolonged from measure ~ to the downbear of measure 15 by aneigh-
boring V¢ chord.

The second formal tunction, termed continnation, begins with the
upbeat to measure 15 and 1s characterized toremost by a reduction in the
size of the musical unirs, a process 1 aall fragmeenration. Conrinuarion
function also tends to fearure an aceeleranon ot harmonie rhyvehm,
which usually accompanies the tragmentanon. Here, the rate i the al-
ternation of tonic and dominant harmonies increases markedty ac the
beginning of the contimuarion.

The third formal funceion ctteces harmonic and melodic closure of
the theme and s thus appropriately named cadenrial. This funcoion s
detined essennially by its underlving harmonic content—more speciti-
callv. by the presence of a conventionalized progression of chords, such
as those shown m example 5.2, Notice thar the anrbenne cadenuoal pro-
gressions end with 4 root-posinion dommant resolving o a root-
position tonic. [ois a tundamental assumption of this srudhe thae all ca-
dences must teature dominant harmony in root position. Note, more-
over, thar acadennal progression often includes an il ronie - usually
1 first mversion - wd @ pre-dommans harmony oepicallv a IE7 or I\
chord.” In the Fitrh Semphony example, the cadential progression be-
gms o measure to st an anoal rome - here, i root posinion con
tmues wiath apre-dommant faaluo augmented sivehoand concludes wath
the root-position domimant. thus etfecomg achalt cadence on the down-

bear of measure 21,
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acter, that contrasts with the main theme and resides in a new tonality,
vid
(introduction) presentation 4 S—
basic idea Lata 2
f 1 -
s ,/,,""“—___.~‘\\\\ 6
g , D It ~ Ao
: - 1 - * evade
A\37.4 17 - g P (cadence
o == of f f |
dolce
2P P! —
E PEE MY
e I — ; o t t 74 Y
z !'I Iﬁ 1 T 1 1 ; ; ; ;: =,
T
E . =L
£b (0 v (4 )———-——-——1
continuation
b.i. LEN model
T T 1T | Sk
2 LEn
/,//,,———“"—‘~\\\\ ///”‘/ﬂ”—_————;i\\\ >

67 | | ., }71._% 5% = P T e TS Col = =
= F__i:]:i > ! : F:fl F_i":‘—i_;?_i_, y
o | | i FE wf"‘“
JTd T _ _
ey P ‘é 5 é \é—‘ /—\h\? 7 ;\? = 5
e t F oot +1s 7 S ! ] e e o 8 ] Example 5.3. B
' i i ! & Symphony no.s
6 v§ 6 v§ nor, op.67, i (F
fect authentic ¢
sequence
{
_A'”"—___—__—____-"‘~\\\
79
b
LY |

yuo
6
114 Vs v’ ( ) Vilg ——
T g s S " (Ger ) A
W p




3t BEETHOVEN'S SYMPHONIC FORMS

cadential
T = T Tae T T 7T T 1 L 1 T 7 oCte
.

_E‘TT
|
4 [} 6 5
v I vi 16 s vis) ()
L
cadential progression
continuation vadential closing section
codetta
T e r
102 2 B DL A S "‘ﬁﬁéﬁ'f“
¥ 3 LI L3 Jenit: b A 1 F
1 T 1 i1 ) ool o> = y qé 1 - i
r— ' B R R e e e R e e t
o == s . Cas o = . [
J 3 - i y 3 F‘ y W}
i : e ; : : ! 4 e
i 1 } T = » L = 1 74 b~
e o> v & 14 L=
6 6 6 7
Vs I V3 16 Ils v(4 ) i
(cvaded ) PAC
cadence
P (frag.}
1T R f ] T 1
14 —E ep e 18 120 gﬁj
== e S ¥
L il | P — — T 1 ) S0 ) 8 A .. i ) a3 AN GEEE A ) 1 ~
1 et L 1 I } 9 ) | S 1 { 1 1 1 u | A—— 1 AJ
14 w |4 [N IS R G Sy ===
F an, 30 S 1 3 |
g s ¥ LE ==, ==
P i 33 s A ™ &
Y v L& & 4 = v
\% i \% I \Y I \% I

Example 5.3. Beethoven,
Symphony no.s in C Mi-
nor, 0p.67, 1 (PAC = per-
tect authentic cadence).

one closely related to the home key. Following the lead of Schonberg
and Ratz, however, I regard a subordinate theme as an integral unit of
torm, one that includes a bass-line counterpoint to the melody, a syn-
tactic succession of formal functions, and a concluding perfect authentic
cadence to confirm the new key. Morcover, I agree with these theorists
that the subordinate theme achieves its essential contrast with the main
theme by being more loosely organized.* By loose formal organization,
[ mean the presence within the theme of such features as expansion
through time of the formal functions, asymmetrical phrase structure,
instability of harmonic progressions, increased chromaticism, and di-
verse melodic-motivic materials. All these characteristics are exemplified

in the Fifth Symphony subordinate theme.
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Like the main theme, the subordinate theme is preceded by a brief
introductory passage, here sounded by the horns. The theme proper
begins in measure 63 with a four-measure basic idea in the subordinate
kev of E-flat, the relative major of the home key. The basic idea is then
repeated in measures 67-70 to vield presentation function. The first
step in loosening the form occurs when Beethoven repeats the basic idea
once again, thus extending the presentation for an additional four mea-
sures.

The continuation begins in measure 75 when the basic idea is trans-
tormed into a four-measure model that is repeated as a sequence in mea-
sures 79—-82. Harmonic sequence is a hallmark of continuation func-
tion, taking its place alongside fragmentation and harmonic
acceleration. At this point in the continuation, the music still groups
itself into four-measure units during the model-sequence technique. But
fragmentation begins in measure 83, when the unit size is reduced to
two measures, and the reduced unit size is maintained until shortly be-
fore the climax at measure 94. Throughout this continuation section,
the rate of harmonic change increases markedly in relation to that of the
presentation.

Following the climax, continuation function is further expressed as
the units again reduce in size and the harmonic thythm accelerates. Dur-
ing this passage, the music drives forward with grear momentum to-
ward cadential closure. The actual onset of cadential function coincides
with the beginning of the cadential progression in measure 98.5 Here,
the initial tonic in first inversion moves to the predominant IT¢ and on
to the root-position dominant in measure 100. At this point, Beethoven
evades the expected cadence when the root-position dominant fails to
resolve to the final tonic, and this lack of closure motivates a repetition
of the preceding passage. Such cadential evasion is typical of a subor-

dinate theme and contributes to its looser organization. The authentic
cadence finally arrives in measure 110, thus closing the entire theme.
There follows a short closing section made up of codettas that prolong
the final tonic of the cadential progression.

Although the second-key area of the Fifth Symphony exposition brings
a number of distinctly different melodic ideas, these ideas actually form
just a single subordinate theme, one containing a logical succession of
tormal functions and closing with a perfect authentic cadence. Many of
Beethoven’s sonata-form expositions, however, feature multiple subor-
dinate themes. This adding on of theme after theme, a compositional

procedure employed by Haydn and even more frequently by Mozart, is
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the simplest wav to expand the subordinate-theme area. Such an addi-
tive technique 1s present in the opening movement of the First Svim-
phonv (ex.5.4). Here, Beethoven constructs a subordinate group con-
sisting of three themes, each of which is fully closed by pertect authentc

cadences in the subordinate kev of G major (mm.77. 88, and 100}.

Subordinate Theme |
Antecedent
pres. vont.
ba by
T 1 (
s

. =
ob T /—“‘-\ it 5
4 TN ,,F Prrey uM S S B S S 2
T I { 1F nl 1 = L ¥r T % b ool is hiS
i e 10 Tl T ¥
- l___7...-_._1
» bi. timit.) 7 of o R

D I s e T LA =0 A=
R e e e e el
SR Y .
G- ... D v v(4 ) i
Consequent (imm. 61 77} ;
" H
pres. N cont. — ;
. > g/ﬁ ié/—\ = e i
o /’::D " ras P\ frels. !
;- 55 t 1 - HHE T o H
o e | e - e o — = 1+ i
O — — 7 F ¥
» \ \ ;
o/ ¢
= y . }’é sr X 4 x - ;
o3 t ” + = 24 1 3 B 2w 4 } |r- 1’ r }' » i N
’ X3 ! 1 I 1 + 1 I r b L) { ) |} { I F
—T L i e m— o J:, = s e . :
! 3 E ! | [ i y
(,:%v 7 I
D: {1
(PAC ) cadential
~»HC .
pres. new b.i.
1 1
S T, T T
68 —~ 9 - - F ..
7z 7z 3
g et 5L 888 pafie
1

s
i

1

ll" )
~ I
I

|

:l

i

1

— > pa e o o ’ - - M M - . - - -
-2 FEFUHEE 223338
s‘: 1 T 7 T 1 T vy 1 L ) AN VI I 13 v Y
) e e e e e e e ! e e e e S S S
i
6 4 4
v(§d) s (Vz I V’) 1
(evaded) EC P
cadence
cont. cad.
r H 76f
73 £ 2 4 ~ ~he g
g+ r rFEfe ey, SRS = I A S ppeft £EF
et o ot~ 1 L i i
¥ ¥ T 1. i " . i F wil r A P Y 1T )

Bl
it




34 William E. Caplin

Subordinate Theme 11

3$ BEETHO

clo
continuation “cadential”
model sequence ~
1 l’ L
T
. ) 81 8 o " | = 100
i ] ’ i (Y= I, =
o St Lo P S e S o ;g;ﬁ; :
£iixa T
AdBAkiL S CITTTT »
Vil T——" desc. Sth sequence mmmmmmmm—l T ’ s
[ ey o ;;}-:%:
; o P T aie rle] S5
& > - o h—— "‘\\_2_/# ) sl S0 SRS OV 0 D S T o t k‘_“ ...
>\/ dolee q\_L/ | - s — S == ;:
A v !
I I t 3
. 6 6 ] PAC
et { i v7 1 v Vs, vI (eAc)
mode ?/ G
1 Subordinate Theme II1 -
cadential presentation continuation
P f I T il
84 . . B L 8BS > ‘>‘ 87 /——H\J 88 .. A . /—‘&7.ﬁ\ ~ 106 i
I > Y ‘L?Lﬂr ‘!gﬁ }'
EIT =S e S R e
L O O B O - Y r
B —— resc. |
cresc . ﬁ ,!f Jf {f E
) A0 Ak
- Sl =
1 ™ - ‘l\ 44 IH.I :l\./d ; E—
6 6 6 s 4 I
G: Il v\sJ v7 \%! Il5 \ I \Y%
return to PAC
(major mode)
Example 5.4. 1
_ cadential 3 Sy'mphqr;)' no.
P op.2I, 1 (HC =
R
waEFFF"z.ﬁ. .#nﬁ-#a#‘#aﬁ dence, PAC =
e e o 3 3 V
o7 ¥ thentic cadenc
V4 ; expanded cade
f ¥ - sion).
- p— ; ' =
} X T —% f
. T LA Y
# )

T
L
|
Y
"l
3

»
| 7=y
.4 e r3
< iF
4
V3

(VI3 VD) (VS /11

6 ;.ﬁbg.g £ &2 4% be @ =

= =R A =A
P lH— # HF— R — 1
T I R el rF_.T > 4 H 1
|———{ ﬁ g—‘ - -
o fe | ofz afe
. .
- S — 1 i x - -
- B3 ] i f # 1 < N S & -
’ ) VI 18y
(VII® /1Dy 116 i Y




f
!
!
L
i
]
t
;

3%

Slosgg secton

cedettg
i

BEETHOVE NS SYMPHONIC FORMS

- L l
e ———
N .
Tites == -
ik h 124 <,,? 2 —
= e —— -+
1 T 7
i I i
2. /“4‘{
2 R
- o
»  —
= ] v

Example 5.4. Beethoven,
Symphony no.t m C,
op.2(, i (HC = half ca-
dence, PAC = perfect au-
thentic cadence, ECP =
expanded cadential progres-

sion).

The first subordinate theme (mm.s5-77) is constructed as a large
period swhose eight-measure antecedent and consequent unies are them-
selves built as sentences. The consequent does not end as expected be-
cause the cadence promised in measure 68 15 evaded when the root-
position dominant (with six-four embellishment) moves to a first-
inversion tonic on the downbeat of the following measure. The
consequent s thus expanded by the tollowing eight-measure phrase,
which also has a sentence-like organization. Underlyving this entire
phrase, however, 1s an expanded cadential progpression whose mitial first-
mnversion tonic is prolonged tor four measures by neighboring domi-
nant chords. The phrase thus acquires an overall cadentinl tunction
within the theme as a whole, The use of expanded cadential progres-
sions is common within the classical lierature and represents one of the
significant ways in which subordinate themes achieve cheir looser or-
ganization.”

The second subordinate theme begins i measure == with a sudden
shift to the minor mode. The internal organization of this theme does
not it into any of the conventional phrase-seruceural pateerns that we
have seen up to now; nevertheless, we can sall recognize prominent
rraits of continuanon and cadential functions, especially as they are ex-

pressed be the supporting harmonic progressions. The theme begins
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directly with a sequential, descending-fifth progression, which leads the
music off into B-flat major, the flat-III region of the subordinate key.
Measure 81 sees the beginning of a cadential progression in B-flat,
which is evaded when the dominant moves to a V$/VI chord on the
downbeat of the next measure. This chord now functions as the dom-
inant of the original key, G minor, and initiates a sequential repetition
of the preceding three-measure unit. When similar material is repeated
for a second time, beginning in measure 85, the music shifts back to the
major mode and finally brings a perfect authentic cadence on the down-
beat of measure 88 to close the theme.

The third subordinate theme begins with relatively compressed pre-
sentation and continuation functions, but the subsequent cadential unit
is once again greatly expanded. Here, the initial I (m.92) is prolonged
for four measures by a series of subsidiary chords. The pre-dominant IT°
appears in measure 96 and is further expressed by the passing VI[7/V.
When the dominant arrives in measure 98, it is first embellished by
double-neighbor notes (which imply the VI and II¢ chords, respec-
tively) and then finally resolves to the root-position tonic to effect the
perfect authentic cadence. The following closing section consists of a
series of codettas and a retransition, which brings back the home key for
the repetition of the exposition.

Let us now examine the overall organization of the subordinate-
theme area to see if it displays a more comprehensive formal plan of
some kind. Owing to the sudden change to the minor mode, the prom-
inent tonicization of the flat-IIT region, and the unconventional phrase
structure, the second subordinate theme contrasts significantly with the
first and third subordinate themes. Moreover, by beginning directly
with continuation function and thus bypassing an expected presenta-
tion, this second theme lacks a sense of solid initiation and thus acquires
a somewhar dependent structural status in relation to its surrounding
themes. For all these reasons, the second subordinate theme acquires the
character of a contrasting middle, and the subordinate area as a whole
expresses a distinctly ternary design. By creating thematic differentiation
in this way, Beethoven reveals his ability to construct large-scale struc-
tural hierarchies, an ability that becornes ever more refined in his later

symphonies.

I want 1o turn now to the first movement of the Ervica Symphony, the
work representing Beethoven’s major break with the norms of classical
symphonic dimensions (ex.5.5). On the basis of my definition of

“theme™ as an integral unit of form. I suggesr thar measure 57 marks rhe

R
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beginming of a genuine subordimate theme. one thae closes with a pertect
authentic cadence m the new kev, B-flat major. The rest of the eXpOst-
tion organizes itselt into a second subordinate theme —made up of two
main parts —and ends with a brief cdosing section.”

The first subordinate theme expresses a true sense ot structural be-
ginning by opening with a tour-measure basic idea that profongs tonic
harmony: the immediate repetition of this idea—1in a varied form. to be
sure—creates presentation function. Measure 65 begins a large contin-
uation fearuring svstematic fragmentation of the unit size and an aceel-
cration of the harmonies. The harmonic progression itselt is essentially
sequental, with prominent tonicizations of the sixth and second scale
degrees. At the very climax of this passage, the upbeat to measure 75,
Beethoven initiates an expanded cadential progression, which begins
with VYTV, a chromatic embellishment of the more conventional 1°,
The progression continues with the pre-dominant IV chord in measure
75, which is then prolonged by [1° in the next measure; when the dom-
inant arrives, it is stretched out for a tull six measures before finally
resolving to I on the downbeat of measure 83, thus etfecting the perfect
authentic cadence.

The material that immediately follows is often regarded as the be-
ginning of the “true” subordinate area; I suggest, on the contrary, that,
after such powertul cadential closure, this music has more the character
of a cdosing section, which dissipates the energy built up by the end of
the theme and whose quiet dynamic could have led naturally back to the
begimning of the exposition. But we soon fearn that this material actu-
ally serves as the presentation of a second subordinate theme: measures
83-86 bring the basic idea, which is repeated in the following four
measures.” Although the basic idea is stated once again in measures
91-94, this music 1s more suggestive of continuarion function because
of the descending-fifth sequential progression thar underlies the pas-
sage. (Note, by the way, that the change to minor mode and the move
mto the Hac-11 region is highly reminiscent of the analogous section of
the First Symphonv.) Measure 95 sees fragmentation into two-measure
units of model-sequence rechnique, and the continuarion comes to an
end on the dominant-seventh chord of measure 99,

Beethoven now prolongs this V7 tor ten measures and creates a grant
orchestrat crescendo that ultimarely resolves to the ronic harmony of
measure 109, Now, 1t mighrt be asked whether an aurhentie cadence is
created at this point. I would answer no because the dominane-seventh
chord that precedes the tonic 1s nor heard as part of 1 cadential pro-

giession, when that dominant arrived ar the end of the sequences in
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measure 99, it marked the conclusion of the continuation, and we had
no expectation then of an immediately following tonic to bring a ca-
dence. The subsequent prolongation of this dominant, which, after
Ratz, I call a “standing on the dominant,™ has the effect of an extended
upbeat to the tonic of measure 109, a tonic that is then heard exclusively
1s a “beginning” harmony, not an “ending” harmony. What begins is
another presentation: measures 109—12 bring a new four-measure basic
idea, which is then repeated. Measure 117 starts the conunuarion; it

stretches out at least as far as measure 123 and features tragmentation,

“harmonic acceleration, and model-sequence technique.

In order to understand the formal expression of the passage begin-
ning in measure 124, let us pause for 2 moment to examine an inter-
esung ambiguity in the classification of harmonic progressions. Exam-
ple 5.6a illustrates a deceptive cadential progression, in which the
dominant resolves to VI rather than I. If this same progression is em-
bellished chromatically, as in example 5.68, then it can also resemble an
ascending-stepwise sequential progression, one that could be extended
even further, as shown in example 5.6c.

Let us see how Beethoven skillfully exploits this harmonic ambiguity
for the purposes of significantly expanding the form. Observe first that
measure 124 (of ex.5.5) initiates a progression resembling example 5.68
just studied. (The only difference is that the first step sees a tonicization
of the supertonic rather than the subdominant.) In the context of the
thematic structure thus far, we are probably expecting a cadential pro-
gression to follow on the continuation. Yet, because of the presence of
clear model-sequence technique, the progression is best classified at this
point as sequential, thus further extending continuation function. How-
ever, when the same progression begins to be repeated in measure 127,
it gets “stuck,” so to speak, on the pre-dominant V¢/V chord. The re-
sulting elongation of this harmony now strongly suggests an expanded
cadential situation, which gives us cause to believe that cadential func-
tion is finally being expressed. When the bass in measure 132 moves up
to the dominant degree, F, bringing with it the six-four embellishment,
the cadential character of the progression is virtually confirmed. In the
following measure, the bass rises to Gb to form an augmented-sixth
chord, whose return to the cadential six-four in measure 134 prepares
us for what could be an immanent resolution to a five-three position of
the dominant and the ultimate move to a root-position [ for the ca-
dence.

But now Beethoven effects a wondertul surprise: the bass at measure

ascends once a his time o G, bur ra

1z
i
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Example 5.6. a, Deceptive
cadential progression. &,
Deceptive cadential pro-
gression, chromatically
embellished. ¢, Sequential
progressiof.
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VI chord, as this note has done otherwise throughout the passage (cf.
mm.r23 and 126), it now underlies a V¢ of flat VII. When this har-
mony resolves to flat VIT in measure 137 and then is sequenced up a step
to the tonic, what we thought was a cadenual progression must now be
reinterpreted again as a full sequential progression (like that in ex.5.6¢).
As a result, the expected cadential function is abandoned, and the entire
passage is assimilated into the preceding continuation. Beethoven now
can no longer withhold a cadence, so he brings a pre-dominant II° at
measure 140 to inittate the cadential progression that ultimately closes
the theme in measure 144. The exposition then concludes with a brief
closing section and retransition.

Continuity sketches for this passage show that Beethoven originally
intended to follow the syncopated chords of measures 12831 with an
expanded V(j 7y-1 cadence.™ In fact, the most “advanced” sketch (see
ex.5.7)"" reveals that the number of measures occupied from the be-
ginning of the expanded dominant to the moment of cadence is exactly
the same as the number found in the final version from the dominant of
measure 132 to the final tonic of measure 144.'* Beethoven had thus
arrived at the final structural framework for the whole passage but was
obviously dissatisfied with the way in which, rather mechanically, the
dominant was expanded for twelve measures. As discussed above, he
ultimately discovered & more ingenious way of filling in the twelve-
measure time span by temporarily abandoning the cadential progression

at measure 136, only O resume 1t again at measure I40.
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Example 5.7. PAC = per-
fect authentic cadence.
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To summarize the form of this second-key area, it begins with a sub-
ordinate theme featuring a simple succession of presentation, continu-
ation, and cadentdial functions. There follows a second subordinate
theme of more complex organization. Because it contains two different
presentations, each followed by a contnuation, the theme divides itself
into two main parts. The first part does not achieve cadential closure: in
place of a true cadential progression to follow the continuation,
Beethoven writes a long “standing on the dominant®, section. This
prominent dormninant emphasis not only fails to achieve closure for the
theme but also helps motivate all the more the appearance of a third
presentation-continuation-cadential process. Consequently, the two
parts are united into a single theme with perfect authentic closure.

In the subordinate theme of the Ninth Symphony (ex.5.8), Beethoven
has discovered how to integrate three parts into a single theme of enor-
mous scope. He accomplishes this task by employing various means of
evading potential cadences and by ensuring that the one final perfect
authentic cadence has sutficient force to close all the previous materials
in a convincing manner.

The theme begins in measure 8o with presentation function; mea-
sure 88 brings fragmentation into two-measure units and model-
sequence technique, sure signs of continuation function. A new running
sixteenth-note 1dea in measure 92 leads to the pre-dominant IV chord

n measure 94, which serves to initiate a short cadential progression
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moving to the dominant in the next measure. Considering the grand
scope of this movement, as expressed by the previous main theme and
transition sections, we hardly expect an immediate closure of this sub-
ordinate theme; indeed, Beethoven evades the cadence by returning in
measure 96 to the previous running sixteenth-note idea, making it a
model for sequential treatment.

The new continuation reaches a climax in measure ro2 with the I°
chord; this is the conventional sign for the beginning of a cadential
progression, one that then continues with the subdominant and dom-
inant harmonies of the next two measures. Again, however, Beethoven
evades the cadence and brings back the previous cadential unit in mea-
sure 106. But now the composer tricks us into believing that the ca-
dential progression reaches its end without actually creating a genuine
cadence. He does this first by suddenly shifting the music into the minor
mode at the pre-dominant IV chord of measure 107; he then brings the
Neapolitan sixth on the downbeat of the next measure. But, rather than
allowing this chord to function normally as a pre-dominant i the sub-
ordinate key of B-flat, he reinterprets it as I* in C-flac major, the flat-If
region. (For case of reading, the music is notated enharmonicallv in B
major.) This I initiates a cadential progression that reaches its final

tonic on the downbeat of measure 110.
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Despite the presence of a cadential progression, Beethoven has failed
to close the subordinate theme in its own tonality, B-flat major, and thus
we cannot speak of a genuine formal cadence at this point. Nonetheless,
the marterial that follows in measure 110 has the character of a closing
section, as though the theme had indeed been completed. But measures
110-13 can also be reinterpreted as a new presentation prolonging
tonic harmony of C-flat major, especially when a continuation begins
with the descending sixteenth-note figure of measure 114. In the second
half of the following measure, Beethoven shifts the music back into the
original subordinate key of B-flat, and the continuation proceeds with
an ascending-stepwise sequence in measures 116—19.

What happens next strongly resembles an analogous moment in the
Third Symphony (ex.5.5, mm.g9—108). Instead of bringing cadential
closure, the continuation leads to a dominant pedal beginning in mea-
sure 120, and this “standing on the dominant” then stretches out for
twelve measures. Unlike the Eroica, however, the dominant emphasis
does not lead to a third presentation but rather is followed in measure
132 by a section that maintains the one-measure unit size and features
model-sequence technique. In other words, this new section, from mea-
sure 132 to measure 137, has clear continuation function. (The question
of a missing presentation will be discussed momentarily.) The contin-
uation reaches a climax with the I° at measure 138, which introduces the
long-awaited, and now highly expanded, cadential function. Measure
150 finally brings the first perfect authentic cadence since the very open-
ing of this subordinate theme in measure 8o.

Let us now consider the problem of the apparent missing presenta-
tion that could have preceded the final continuation and cadential sec-
tions of this theme. Although Beethoven might simply have omitted
this function (as he did for the second subordinate theme of the First
Symphony), I suggest, on the contrary, that a presentation actually oc-
curs simultaneously with the standing on the dominant beginning in
measure 120. A closer 6ok at the harmonic organization of this passage
(ex.5.9) will help support my interpretation. If we temporarily ignore
the dominant pedal, we can hear that the first four-measure idea is sup-
ported by a dominant seventh resolving to a tonic. I claim that here the
dominant is the dependent harmony; in other words, the V chord is
subordinate to the I chord, as represented in the analysis of line a, and
not vice versa, as shown in line b. We could thus say that the idea, as well
as its repetition beginning in measure 124, is prolonged by tonic har-

mony, thus satisfying a necessary criterion of presentation function.

Now, to be sure, this “tonic prolongation™ is ultimately undermined by
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Example 5.9 the dominant pedal. but thar 1s precisely the wav in which Beethoven 1s

able to express simultancously two ditferent tormal funcrions: an ending,
funcrion, the standing on the dominant, and a beginning tunction, the
presentation. Under this new interpretation, the continuation now ac-
tually begins carlier than onginally thought, namelv, with the onset of
the fragmienration in measure 128,

I conclude this study by summanizing and comparing the structures of
the second-kev areas of the First, Third, and Ninth symphonies, as dis-
plaved by the charein figure 5.1, Each subordinate group has a rripartite
orgaszation, referred to here as parts X, Y, and Z. In the First Sym-
phony, cach of these parts 15 2 self-contained theme, with pertect au-
thentic cadential cJosure. Hereo the subordinate arca 15 expanded in
scope by means of adding on themadically closed unies. e can be recalled
that the second theme cpart Yo teagures sigmiticant harmonic-tonal con-
trast through s change to the mimor me ke and promimenc emphasis on
the Hat- I region: moreover, this theme lacks an nntiating presentarion
funcoion, begmmmg msread wich contmuanon-hike marernals; as aresule,
the theme stands i a somewhar dependent relanon swaeh s surrounding

themes pares N and 2,
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In the Third Svmphony, part X is also a self-contained theme. But
part Y, which features modal and tonal contrasts similar ro the First
Svmphony, lacks cadential tunction, ending instead with a standing on
the dominant; part Y is thus totally dependent on part Z, and the two
unite into a single subordinate theme, one that expresses a greater sense
of formal expansion than if they had been constructed as independent
themes. Even turther expansion is created when an implied cadennal
area of part Z (m.127) 15 understood retrospectively as belonging to the
continuation.

In the Ninth Svymphonv, Beethoven combines all three parts into one
theme of gigantic dimensions; part X now loses its themate indepen-
dence when it abandons genuine cadential closure by suddenly shitting
up a half step into the Neapolitan region. This move to flac H represents
tonal contrast analogous to the change of mode and tonality seen in the
previous two movemerits. In addition, Beethoven surpasses the Eroica in
assimilating parts Y and Z into the overall thematic structure: he blurs
their boundaries by combining the standing on the dominant ending
part Y and the presentation beginning part Z into a single section
(m.120). Here, we see Beethoven at the height of his powers of creating
monumental expansions of form. I know of no other single subordinate
theme in the entire classical repertoire, with the possible exception of
the Hammerklavier Sonata,"* that displays such richness of hierarchical
relations and integration of formal functions.

Finally, a brief closing word on the theoretical approach adopted in
this studv. Traditional modes ot formal analysis generally tocus on mo-
tivic organization and thus would recognize in this last example at least
ten different melodic ideas strung together as a group of “second sub-
jects.” On the contrary, I have been emphasizing harmonic progression,
cadence, and phrase-structural processes such as repetition and frag-
mentation to reveal how each of these melodic ideas acquires a distinct
tormal function within the structure of a single subordinate theme. 1
believe that this change in orientation away from the idiosyncrasies of
miotivic content to the conventionalities of formal function promises to
vield a more secure understanding of classical form than has been of-

tered by theorists and historians to date.

NOTES
1. See, e.g.. Charles Rosen, Sonara Formis (New York: Norton, 1980}, 222~49.

Most of Rosen's discussion of the fundamental opposition berween tome and dom-
itant kevs within a sonata exposition concerns issues of harmony and tonality, with
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relatively lirtle artention paid to the phrase-structural organization of the subordinate
group irself.

2. Arnold Schénberg, Fundamentals of Musical Composition, cd. Gerald Strang and
Leonard Stein (London: Faber, 1967); Erwin Ratz, Einfiilmung in dic musikalische
Formenlehre, 3d enlarged ed. (Vienna: Universal, 1973). A more detailed introduction
to my own analytical approach can be found in “Funktionale Komponenten im acht-
takrigen Sarz.” Mustktheorie 1, no.3 (1986): 239~60, and “The *Expanded Cadential
Progression™: A Caregory tor the Analysis of Classical Form,” Jousnal of Musicological
Research 7, nos.2—3 (1987): 215~§7.

3. The dominant harmony is frequently embellished with the so-called cadential
six-four chord (erroneously considered a “tonic” six-four}; in order not to contuse the
six-four embellishment of a root-position dominant with a genuine second-inversion
dominant (a chord rarely used in this stvle), the “i‘ ” and its resolution to BT or
“+” will be placed in parentheses following the Roman numeral V.

4. Rawz, Einfiibrung, 30—31; Schonberg, Fundamentals, 204.

5. It might seem odd, ar first glance, to locate the beginning of the cadential func-
tion at m.98, inasmuch as the obvious change in the melodic-motivic materials at the
upbeat to m.g6 clearly demarcates the beginning of a new “phrase” ar that point. To
be sure, the constituent formal functions of a theme are usually congruent with its
nternal phrase structure, but not in all cases; here, the continuation function still inds
expression within the new phrase, and the sense of cadence is not truly indicared until
a specifically cadential progression appears.

6. For a more derailed discussion of the formal structure of this first subordinate
theme, see my * ‘Expanded Cadential Progression.” ”

7. Critics disagree on where to locate the onset of the second-key area. The great
majority identify the passage beginning in m.83 as the “second subject,” thus con-
tinuing the rradition of seeking a Ivrical melody on which to pin their formal Jabel. But
the music is securely in the dominant key of B-flat major at least as early as m.45. Thus,
Tovey, more sensitive to the form-defining role of harmony and tonality, sees the
second group beginning at m.s7 (Donald Francis Tovey, Essays in Musical Analysis, 6
vols. [London: Oxford University Press, 1935] 1:30); curiously, he contradicts this
view in his “Sonata Forms” (in The Forms of Music [New York: Meridian, 1956], 222}
and finds the start of the second group later, at m.65. (One would like to think this
a misplacement of the label!)

8. The arrows above the music at this point in the score stand for “becomes” and
ndicate a reinterpretation of formal function.

9. “Stehen auf der Dominante” (Ratz, Emfithrung, 25).

ro. The sketches are found in the Ervica Sketchbook, Landsberg 6, and are tran-
scribed by Gustay Nottebohm in Ein Skizzenbuch ron Beethoven aus dem Jakre 1803
(Leipzig: Breitkopf & Hirtel, 1880), r2-27.

r1. After Nottebohm, ibid., 26—27; [ have added the implied harmonic analvsis
to clarify the contents of the sketch.

2. I want to thank Barry Cooper, who, following my reading of this paper at the
International Beethoven Syvmposium, drew my attention to this relation between the
sketch and the final version.

3. For an analysis of this subordinate theme, see my * “Expanded Cadential Pro-

>

gression,

137-42.
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