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Recap: Sonata Form

Exposition Development Recapitulation
I I 1
W1 A trans. B A working out & A trans, B "
) " introducing matenal '
Major key: | maod, W unstable - - == == - - - - I unstable 1
Minor key: i mod. 11 unsiableg = ======2=== i

unstable i

Sonata Form

)
ﬁRecapitulation
L

Transition}{Second Subject

First Subject

Second Subject |+ Codetta (optional) ]—-@pment
modulationHV (Dominant)

Major Key I (Tonic) |
I I Various Keys Tonic Key HTonlc Key

modulation]—-@l (relative major) I (relative majorD /
LN
(‘Ist Theme] (an Theme] Ost Theme] (Qnd Theme)

Period

First Subject

Coda (optional)

Tonic Key

Ost Them e] 2nd Theme] O st Them e] (an Theme]

Antecedent Consequent
Phrase Phrase




Assignment 2

Compose the first subject of the exposition from the first movement
of a violin sonata (violin and piano) in the style of Mozart.

The assignment should be 16 bars long. 2 x 8 bars of melody, one
with the melody in the piano, one with the melody in the violin.

It is up to you to create stylistically-appropriate melodic and
harmonic structures, based upon principles covered in class.

The assignment should be typeset using notational software. It
should be uploaded to Grade Centre by 11:59 pm on Monday 15
January 2018.

You should aim to submit a draft of this assignment in class on
Monday 6 December for formative feedback. If you have any
gueries regarding this assignment, contact
david.pocknee@hud.ac.uk.
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Recap of Last Lesson
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Period Construction

* First (antecedent) Phrase

« Start with the tonic
» Use the first phrase to establish the tonality
* Slow chord changes

 Two options:

« Stay on |l (“Tonic Polongation”)

 Endonaplagal, imperfect, orimperfect authentic cadence.

* Second (consequent) Phrase:

 End with a Perfect Cadence

* The speed of the harmony should accelerate in the second half
of each 8 bar phrase

* Maybe centre around the dominant or subdominant.



CHAPTER 3.
CADENCES AND SIMPLE HARMONISATION.

Chords available : Major key: 1, 11, IV, V, VI.
Minor key: I, IV, V, VI

1. Cadences are points of rest — musical punctuation. Four kinds are to
be considered, viz. Perfect, Plagal, Interrupted, and Imperfect.

_2. The perfect cadence, or full close, is V followed by I, and is the musical
equivalent of a full stop. It is the usual means of concluding a sentence, and
should be arranged rhythmically from weak to strong.

Ex. 24.
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Note that in every case the'ieading-notc rises to the tonic (see chap. 2, para.

11(f).

3. The plagal cadence is IV followed by I, and is another form of final cadence.
Its rhythm is also weak to strong.

Ex. 25.
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This cadence is sometimes used to follow V-1 at the end of a sentence.
as a kind of small Coda ; the “ Amen * at the end of a hymn is an example.

*Occasionally the final tonic chord of a minor-key passage has its 3rd made major (as here).
This produces the ‘Tierce de Picardie.”

13

from “First Year Harmony” by William Lovelock

4. The interrupted cadence is V followed by VI, and is non-final. It is the
musical equivalent of a comma, and may occur in the course of a sentence, but
not at its end. Its rhythm inay be strong to weak or weak to strong according
to context. Refer also to chap. 2, para. 12 (g).

Ex. 26.
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5. The imperfect cadence. or half-close, appears in various forms, but its
second chord must be V. The following are the forms at present available :
Major keys: I-V, II-V, [V-V, VI-V.
Minor keys: I[-V, IV-V, VI-V

Note that 11-V is not available in the minor key.
This cadence is a musical semi-colon. and is frequently used in the course

of a sentence, at the end of a subsidiary phrase. The rhythm may be weak to
strong or strong to weak according to context.

Ex. 21 (a (5) (a) )
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Note : (a) Application of chap. 2, para. 12 (f).
(b) Application of chap. 2, para. 12 (g).

6. The above examples. (24 to 27) do not exhaust thg Ppssible arrangements
of the upper parts; they mercly show some of the possibilities. It is left to the
student to discover others. The chord-progressions forming the various cadences

must be memorised.
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Mozart Violin Sonatas

Date | Kochel Number [Key Tempo Time Signature
1778 301 G Major  |Allegro con spirito 474
1776 302 Eb Major |Allegro 3/4
1778 303 C Major |Adagio 414
1776 305 E Minor |Allegro 474
1776 296 C Major |Allegro vivace 474
1776 304 A Major  |Allegro di molto 6/8
1776 306 D Major |Allegro con spirito 474
17861 376 F Major |Allegro 474
17861 377 F Major |Allegro 474
17861 373 Bb Major |Allegro moderato 474
1781 379 G Major |Adagio 214
17861 360 Eb Major |Allegro 474
1782 402 A Major |Andante, ma un poco Adagio 3/4
1784 454 Bb Major |Largo 474
1786 461 Eb Major |Allegro molto 3/4
1787 226 A Major  |Molto allegro 6/8
1786 odf F Major |Andante Cantabile 474
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Types of Triads

Primary Triads: |, IV, V
Secondary Triads: I, lll, VI
“Discords”: VII

Think in 4 voices:

Soprano, Alto, Tenor, Bass



Four Types of Cadence

 Perfect (also known as Authentic) (V -1)

 Perfect Authentic Cadence (PAC)

The melody reaches the tonic scale degree in conjunction with the onset of the
final tonic harmony

* Imperfect Authentic Cadence (IAC)

. 1. Root position IAC: similar to a PAC, but the highest voice is not the tonic. The
melody is left open on the third scale-degree (or very rarely, the fifth).

. 2. Inverted IAC: similar to a PAC, but one or both chords is inverted.

. 3. Leading tone IAC: the V chord is replaced with the viio/subV chord (but the
cadence still ends on I).

* Plagal (Iv-1)

* Imperfect (also Half Cadence)
e |-V/II-V/IV-V/VI-V

* Interrupted (V-VI)

 Not used so much in the pieces we are looking at.

from William E. Caplin “Classical Form” and http://clt.astate.edu/tcrist/theory2/phrasesperiods.pdf
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Perfect Authentic Cadence (PAC)

Anatomy of a Perfect Authentic Cadence (PAC)
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Perfect Cadences

Rules:

* Chords should be in “closed position”

* |.e. the top of the chords should be close together
The root of the V and the | should be in the bass

There should be minimal movement between chords

If the chord has 4 notes in, double the root

Make sure leading tones resolve correctly:

« The 3 in V should move stepwise up to the root of |
« In V' the 7t should resolve stepwise down to the 3" of |



Perfect Cadences

(I1/Ic/TV/VI) - V7 - 1

Perfect Cadence Perfect Cadence (Dominant 7ths)
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First Phrase of Sonata in G Major
K 301

Allegro con spirito.
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Harmonic Reduction of First Two Phrases of
Mozart's Sonata in G Major, K. 301
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https://www.youtube.com/watch?v=szul3HgqGZk
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Imperfect Authentic Cadences (IAC)

V inverted. | inverted Scale degree 5 in sop. over | Scale degree 3 in sop. over |
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K. 377

Score:
http://imslp.org/wiki/Violin_Sonata_in_F_major, K.377/374e_(M
ozart, Wolfgang_Amadeus)

Recording: https://www.youtube.com/watch?v=ixkOMVVOyDA
K. 547

Score:
http://imslp.org/wiki/Violin_Sonata_in_F_major, K.547 (Mozatrt,

Wolfgang_Amadeus)

Recording: https://www.youtube.com/watch?v=0allc8fONes



http://imslp.org/wiki/Violin_Sonata_in_F_major,_K.377/374e_(Mozart,_Wolfgang_Amadeus)
https://www.youtube.com/watch?v=ixk0MVVOyDA
http://imslp.org/wiki/Violin_Sonata_in_F_major,_K.547_(Mozart,_Wolfgang_Amadeus)
https://www.youtube.com/watch?v=oa1lc8fONes
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K. 301 G Major
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K. 296 C Major

A'] egro vivace.
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K. 378 Bb Major
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