M

A JOURNAL OF THE SOCIETY FOR MUSIC THEORY

O

MTO 26.3 Examples: Goldenberg, Continuous Question-Answer Pairs

(Note: audio, video, and other interactive examples are only available online)
https://mtosmt.org/issues/mto.20.26.3/mto.20.26.3.goldenberg.html

Example 1. Beethoven, Minuet in E-flat major, WoO 82, mm. 1-8

question; compound basic idea; possibly statement in a presentation of a compound sentence
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answer (symmetrical and parallel); consequent of a compound basic idea;
possibly response in a presentation of a compound sentence
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Example 2. Beethoven, Minuet in E-flat major, WoO 82, mm. 27-34

question; compound basic idea; half of an independent hy per-unit
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answer (symmeirical and parallel); consequent of ¢ b.i.; hall of an independent hy per-unit, compleles melodic molion
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Example 3. Mozart, Symphony no. 39 in E-flat major, K. 543, third movement, mm. 1-8

question; Harrison: antecedent
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Example 4. Haydn, The Seven Last Words of Christ, orchestral version, Hob. XX:1, second
movement, final measures

Grave e cantabile

larger QAP: larger question answer (melodic and harmonic parallelism)
surface QAP: ryhthmic parallelism alone divides each phrase into sub-units
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Example 5. Dvorak, Piano Quintet in A major, op. 81, third movement, mm. 9-16, piano part

answer (symmetrical, parallel)
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Example 6. Dvordk, Piano Quintet in A major, op. 81, third movement, mm. 31-38, piano part

answer (symmetrical, parallel)
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continuous chromatically filled descending tetrachord (lament bass in fast tempo)



Example 7. Haydn, String Quartet in B minor, op. 33, no. 1, third movement, mm. 41-44
(immediately after the double bar)

continuous answer (symmetrical, parallel);

question; compound basic idea; conscqucnlofconqpound basic idea; )
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Example 8. Mozart, Piano Sonata in C minor, K. 457, first movement, mm. 1-8

question; compound basic idea

contrasting idea
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continuous answer (symmetrical, parallel): consequent (of compound basic idea)

basic idea contrasting idea
5
5 (or: back to G 1 in inner voice
| sincem.S5) . . — T\ | | | | {
| ¥ | ; - - | | 1 1 M
&b e e[ FrCIe 4 , & 3
T =" S N
’ y
. |
L3 B, —1 .'[ 4 .‘| = - -
A by ie | 7 —l
] hj i i |
= \ i
v vii® 6 i 6



Example 9. Beethoven, Piano Sonata in B-flat major, op. 22, third movement, mm. 1-8
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Example 10a. Beethoven, Serenade for String Trio in D major, op. 8, fourth movement, mm. 1-8
(after Caplin 1998, 52, Example 4.8)

Scherzo. Allegro molto.  antecedent: tonic version consequent: dominant version
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Example 10b. Two voice-leading graphs of the Serenade for String Trio in D major, op. 8, fourth
movement, mm. 1-8

1. Reading as a single harmonic progression

answer (dominant-version consequent
question (antecedent) creating a single structural harmonic progression)
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2. Reading as misaligned interrupted period

answer (dominant beginning of consequent
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Example 11. Mozart, Piano Sonata in D major, K. 576, first movement, mm. 1-8
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Example 12. Three interpretations of periods of the I-V, ii-V-I type

a) b) c)
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Example 13. Schubert, Piano Trio no. 1 in B-flat major, D. 898, first movement, mm. 1-12
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Example 14. Haydn, Symphony no. 21 in A major, third movement, mm. 1-8
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Example 15. Schubert, Minuet in A major, D. 91, no. 2, mm. 1-8
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Example 16. Schumann, Davidsbiindlertinze, op. 6, no. 16, mm. 1-8

Mit gutem Humor question
— — —t — AP e
1 I I ]l.\. § i_ 1 I I
. ﬁ i - . 3 * ! = * .
P !. j . ’ .
g 7 i I i ]
e e 5 — =
— — . . . » & s ¥ ® R
. ’ . ) .
I Va 3
ofii
no rhythmic
caesura;
dynamic mark continuous answer (symmetrical, parallel, sequential, modulatory)
of link '
RN ™ - R T BW B
-] I\‘ I |1 | I | Jll ‘; - lF-._i | | T I i J :: b_ F * :
 S— i
A r—3 ﬁ—nﬂ—% : g e T = I
p . ' —_—t —
o N N [ — . s . ‘_ﬁ‘_ _ﬂ, .
| N ol 11 1 1Y 0 s 3 1 — —
PN oW e o -y AP gegi :
] 1 I ] | | . I ]\_ LT T I E ‘ L
. E v ® ﬁ r v —] : AV VT e T N
. ' v V: PAC

ey




Example 17. Mozart, Piano Concerto in B-flat major, K. 450, first movement, mm. 1-8

question with clear divided internal organization

basic idea (chromatic stepwise motion) contrasting idea (diatonic arpeggios)
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continuous answer (symmetrical, parallel), completing a descending third progression
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Example 18. Dvordk, Piano Quintet in A major, op. 81, third movement, mm. 60-67

open unit (ascending to active tonic member . . ,
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Example 19. Chopin, Mazurka in C minor, op. 56, no. 3, mm. 81-88
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Example 20. Haydn, String Quartet in B minor, op. 33, no. 1, third movement, mm. 1-8

8-measure (or 16-measure, R=1/2N7) sentence

presentation serves also as 4-measure (or 8-measure, R=1/2N?) continuous period (or similar hybrid)
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Example 21. Mozart, Fantasy in D minor, K. 397, mm. 12-15 (after Salzer 1962, Example 207)

3 3
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Example 22. Mozart, Piano Concerto, K.453, third movement, mm. 1-8
first unit: question? antecedent of sectional period? ends with a IAC
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second unit (symmetrical, parallel, continuous, modulatory):
answer (consequent) leading to a stronger cadence (V:PAC)? or less stable (HC?)
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Example 23. Bizet, Habanera from Carmen, mm. 1-9

question; antecedent of interrupted period in melody only
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Example 24. Grieg, “Illusion,” from Lyric Pieces, op. 57, no. 3, mm. 1-8
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