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ABSTRACT 

In Darwinian evolution, a living population evolves when it is exposed to the 

selection pressures of a new biological medium. Analogously, in my chromatic evolution 

a chord “evolves” when it is exposed to a new chromatic medium, forcing it to adapt and 

harmonically modify its pitch content. This is a process by which a diatonic, consonant 

chord is progressively transformed into a chromatic substitute, over a span of several 

similar works, without losing or modifying the chord’s resolution tendencies, harmonic 

function, or formal location. 

From a Schenkerian perspective—and using Felix Mendelssohn’s Songs without 

Words as my corpus study—I will demonstrate how the pre-recapitulatory dominant (the 

root-position dominant that conventionally precedes the recapitulation) progressively 

evolves into a highly chromatic substitute: the dominant of the mediant. 
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INTRODUCTION 

In music history as in natural history, an entity can begin as one thing but over 

time reach a critical point where it is possible for it to become something else entirely. 

This is precisely what happens in the chromaticization of the tonal system. 

Patrick McCreless1 

At a first glance, Felix Mendelssohn’s Songs without Words appear to be related 

only on their surface, sharing merely their form as a unifying feature. The overwhelming 

diversity of this repertoire can be observed in the wide variety of compositional 

techniques that the composer exploited, especially harmonic structures and middleground 

schemes. Explaining this lack of uniformity is problematic, since every original harmonic 

feature seems to emerge for no reason in particular. 

However, an evolutionary perspective provides a solution for this analytic 

dilemma. If one thinks of these changes as part of an evolutionary process, it is possible 

to understand why they occurred, or at least how they occurred. The progressive 

chromaticization of this repertoire provides a ripe landscape for certain “mutations”—that 

is, small chromatic alterations—to emerge naturally. As in biological evolution, these 

mutations accumulate over time, producing bigger changes on a larger scale. 

                                                 
1 Patrick McCreless, “An Evolutionary Perspective on Nineteenth-Century Semitonal Relations,” 

in The Second Practice of Nineteenth-Century Tonality, ed. William Kinderman and Harald Krebs 

(Lincoln: University of Nebraska Press, 1996), 110. 
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The systematic comparison of the Songs without Words allows one to find 

harmonic trends and structural patterns in this seemingly-chaotic harmonic medium. 

Once these trends are identified, it is possible to construct a theoretical model that 

connects this corpus of pieces, and eventually explains their versatility as an organic 

sequence of several harmonic transformations. In this thesis, I will demonstrate how new 

musical “environments”—that is, the exploration of new harmonic schemes—drive a 

specific chord to adapt and evolve, harmonically modifying its pitch content. In a 

nutshell, this thesis will explain the process by which a diatonic, consonant chord is 

progressively transformed into a chromatic substitute, over a span of several similar 

works, without losing or modifying the chord’s resolution tendencies, harmonic function, 

or formal location. 

For this purpose, I have organized my following discussion in three chapters. In 

the first, I present the intent and scope of this study, include a review of the relevant 

theoretical literature, and provide a brief musicological overview of this repertoire. In the 

second chapter, I introduce a theoretical framework: a comprehensive definition of the 

concepts that are essential to understand the theoretical model that I created. Finally, in 

my last chapter, I lay down the core of my study. I organize the SWWs according to 

compositional phases and—by means of an evolutionary diagram—explain how these 

pieces relate to one another by a process of chromatic evolution. 
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CHAPTER ONE 

PRELIMINARIES 

1. Intent and Scope of the Study 

This thesis will encompass Felix Mendelssohn’s Songs without Words (SWWs), 

which consists of forty-eight pieces published in eight books as opp. 19b, 30, 38, 53, 62, 

67, 85, and 102.2 The SWWs are characterized by their highly consistent formal 

organization, given that all of the pieces—with the exception of opp. 19b nos. 5 and 6, 38 

no. 5, and 85 no. 2—share the same ternary form. This consistency contrasts with the 

originality and uniqueness of the harmonic treatment that each piece embodies. 

My work will center on a harmonic choice that occurs in a precise location within 

the form: the last chord that precedes and prepares the return of the main theme in the 

tonic (i.e., the recapitulation).3 I use the term “pre-recapitulatory harmony” (PRH) to 

refer to this harmonic choice.4 The PRHs that Mendelssohn employs throughout the 

SWWs are far from consistent, for each piece in this corpus exhibits one of several 

                                                 
2 Throughout this document, I will use the abbreviation SWW to designate the individual pieces 

within this collection. When referring to more than one piece, I will use SWWs. 

3 For the purposes of this thesis, I will refer to the sections of the ternary (A-B-A’) form using the 

terminology proposed by William Caplin in Classical Form: A Theory of Formal Functions for the 

Instrumental Music of Haydn, Mozart, and Beethoven (New York: Oxford University Press, 1998), 71–86, 

where the A-B-A’ sections are respectively named exposition, contrasting middle, and recapitulation. See 

chapter 2 of this thesis (“Theoretical Framework”) for a detailed description of the ternary form. 

4 I will use the abbreviations PRH and PRHs to designate, respectively, the singular and plural 

forms of this concept. 
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contrasting options. However, closer inspection actually reveals them as three PRH types: 

Type 1 (root-position dominant), Type 2 (dominant-seventh in first inversion), and Type 

3 (V of iii, i.e. VII♯5
♯
). In a chronological context, this classification exposes an intriguing 

harmonic tendency: the early SWWs (those composed between 1829 and 1832) are 

exclusively written as Type 1, while the late SWWs (composed in 1845) are all Type 3.5  

While the PRH of the early pieces reflects the conventional harmonic practice of 

Classical composers, the pre-recapitulatory harmonic option of the late pieces is 

extremely unusual.6 The two chords, however, are not unrelated: the dominant of the 

mediant (VII♯5
♯
) can be interpreted as a highly chromatic version of V6

5
, since they share 

the same bass (i.e. the home-key leading tone) and have similar voice-leading tendencies 

when resolving to the tonic. Similarly, V6
5
 originates as an inverted (with an added 

seventh) version of V5
3
. I posit, therefore, that the relationship between V5

3
 and VII♯5

♯
 is not 

coincidental. Instead, I claim that Mendelssohn’s late use of VII♯5
♯

 is the result of a 

progressive “evolution” of the early root-position pre-recapitulatory dominant, mediated 

by a long middle period of compositional exploration (1833–1844), in which 

                                                 
5 The early SWWs, composed between 1829 and 1832, are opp. 19b nos. 1, 2, 3, and 4, and 30 no. 

2, while the late SWWs, composed in 1845, are opp. 67 no. 6, 85 nos. 4 and 5, and 102 nos. 2, 3, and 5. 

6 Although it is found a handful of times in compositions by Haydn, Mozart, and Beethoven, the 

pre-recapitulatory VII♯5
♯

 undoubtedly has far fewer historical precedents than the V5
3

  alternative. In the case 

of Mendelssohn, for example, he opted for it only once (excluding the SWWs), in the first movement of the 

String Quartet in E♭ major, op. 12 no. 1. See L. Poundie Burstein, “Surprising Returns: The VII♯ in 

Beethoven's Op. 18 No. 3, and Its Antecedents in Haydn,” Music Analysis 17 (1998): 295–312.  
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Mendelssohn experimented with V6
5

 and a more complex assortment of pre-recapitulatory 

harmonic choices. 

It is important to add that several SWWs exhibit a special characteristic. In these 

cases, the dominant chord—which, as I mentioned previously, functions as the PRH—is 

displaced into the recapitulation. This chord works as the harmonic support for the return 

of the main theme in tonic, creating an overlap between its pre-recapitulatory harmonic 

role and the thematic beginning of the recapitulation. Strictly speaking, the chords that 

precede this dominant are the actual PRHs; they lack, however, a pre-recapitulatory 

function.7 Paradoxically, this function is still fulfilled by the dominant, which retains this 

role in spite of its harmonic displacement. I use the terms actual and conceptual PRHs to 

distinguish between the actual pre-recapitulatory chords and the displaced dominants that 

conceptually fulfill the pre-recapitulatory function. However, I will postpone a more 

detailed explanation of these concepts until chapter 2.8 

Table 1 (see Appendix A) includes a list that organizes all forty-eight SWWs 

chronologically. Here, the three rightmost columns (labeled as Types 1, 2, and 3) indicate 

                                                 
7 In cases where the pre-recapitulatory dominant is displaced, the actual PRH can be either a pre-

dominant chord (i.e., supertonics, subdominants, secondary dominants, and augmented-sixth chords) or a 

third divider (i.e., mediants). The displaced dominant, however, still expresses the pre-recapitulatory 

function—to be explained in my second chapter. 

8 In his analysis of the SWW op. 61 no. 1 in G, Carl Schachter hints at this harmonic 

displacement: “This tonicized C major [my pre-dominant] would normally go on to a dominant whose bass 

note, D, would form the . . . usual point of articulation before a reprise [i.e., recapitulation]. Well, 

Mendelssohn does move to a dominant, but it is the inverted dominant on F♯ rather than a root-position 

chord on D, and the F♯ is held back until the reprise begins.” See Schachter, “The Triad as Place and 

Action,” Music Theory Spectrum 17 (1995): 155, reprinted in Unfoldings: Essays in Schenkerian Theory 

and Analysis, ed. Joseph N. Straus (New York: Oxford University Press, 1999), 168. 



22 

 

 

 

the pre-recapitulatory harmonic options. Shaded cells highlight the PRH of each piece, 

illustrating the general evolutionary trend, showing, not only the early and late harmonic 

tendencies, but also the complex assortment of pre-recapitulatory harmonic choices of the 

middle-period SWWs. Observe how variants of the early PRH (Type 1) become less 

frequent from 1834 and are completely absent by 1843. In this time frame, Mendelssohn 

progressively replaced the root-position dominant by its inverted version (Type 2). By 

1845, these harmonic alternatives would be eventually substituted by VII♯5
♯
 (Type 3). My 

purpose in this thesis will be to show how the early pre-recapitulatory V5
3
 was 

progressively replaced by the inverted (and sometimes displaced) dominant variants, 

themselves eventually evolving into VII♯5
♯

. Using Schenkerian voice-leading graphs, I will 

represent the harmonic structures of my three types. These graphs will serve as tool to 

generate an “evolutionary diagram,” which will illustrate this chronological trend of 

harmonic evolution. 

2. Review of Scholarly Literature 

Although several scholars have focused on Mendelssohn’s harmonic structures, 

some have emphasized his compositional process. Glenn Stanley, for example, takes the 

latter approach and, to a lesser extent, refers to the evolution of his piano style, paying 

special attention to the SWW op. 62 no. 4 in G.9 Franz Brendel also refers to 

                                                 
9 See Glenn Stanley, “The Music for Keyboard,” in The Cambridge Companion to Mendelssohn, 

ed. Peter Mercer-Taylor (Cambridge: Cambridge University Press, 2004), 149–166. 
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Mendelssohn’s “evolving” musical style when he discusses the influence of Robert 

Schumann and “older classical forms” on the compositional processes evident in the 

SWWs and other instrumental works.10 Greg Vitercik also mentions Schumann and 

“classical forms” as influences on the SWWs.11 Although, like mine, these discussions 

also refer to the “evolution” of Mendelssohn’s musical practice, their approach centers on 

thematic design and “textural and rhythmic [complexities]”12 rather than on harmonic 

structure. 

Although L. Poundie Burstein does not analyze the SWWs, his focus on the pre-

recapitulatory V-of-iii in sonata movements relates directly to important harmonic 

aspects of my thesis. For example, Burstein mentions that “in spite of its local, disruptive 

role as a V of III, the VII♯ chord at the end of the development functions on the deeper 

levels as a type of dominant substitute. In addition to being connected to the V chord 

which follows it, the VII♯ is also connected (by means of voice-leading) to an earlier V 

chord that appears at the end of the exposition.” 13 Like other theorists, I conceive ternary 

form as functionally analogous to sonata form.14 Therefore, despite their obvious 

                                                 
10 See Franz Brendel, “Robert Schumann with Reference to Mendelssohn-Bartholdy and the 

Development of Modern Music in General,” in Mendelssohn and His World, ed. R. Larry Todd (Princeton: 

Princeton University Press, 1991), 341–363. 

11 See Greg Vitercik, The Early Works of Felix Mendelssohn (Philadelphia: Gordon and Breach, 

1992), 6. 

12 Stanley, “The Music for Keyboard,” 154. 

13 Burstein, “Surprising Returns,” 296. 

14 Caplin, for example, agrees with this view. See Classical Form, 84. 



24 

 

 

 

differences in formal dimensions, one can discuss their harmonic implications 

interchangeably. Throughout this thesis, I will occasionally refer to this formal kinship, 

particularly when invoking relevant historical precedents. 

Schenkerian approaches to the harmonic structure of the SWWs are scarce. 

However, one can mention Carl Schachter’s analyses of the SWWs opp. 62 no. 1 in G, 

19b no. 1 in E, and 102 no. 4 in g, which center on the expressive implications of the 

tonic triad,15 motivic relationships,16 and “metrical conflict” (building upon Schenker’s 

ideas on rhythm and meter), respectively.17 Similarly, William Rothstein presents a 

rigorous commentary on several SWWs, including op. 30 no 6 in f♯, 19b no. 1 in E, 62 

no. 2 in B♭, 38 no. 4 in A, and 102 no. 2 in D.18 Like Schachter, Rothstein focuses 

primarily on rhythm and meter.19 However, although Schachter’s analysis briefly 

mentions a concept similar to my notion of harmonic displacement,20 neither he nor 

Rothstein explores the harmonic relationships and evolutionary trends that I will. 

                                                 
15 Schachter, “The Triad as Place and Action,” 152–158. 

16 Carl Schachter, “Playing what the Composer Didn’t Write: Analysis and Rhythmic Aspects of 

Performance,” in Pianist, Scholar, Connoisseur: Essays in Honor of Jacob Lateiner, ed. Bruce Brubaker 

and Jane Gottlieb, 47–68 (Stuyvesant, NY: Pendragon Press, 2000), 53. 

17 Carl Schachter, “Rhythm and Linear Analysis: Aspects of Meter,” in The Music Forum 6 

(1987): 1–59. 

18 See William Rothstein, Phrase Rhythm in Tonal Music (New York: Schirmer, 1989), 183–213. 

19 Ibid., 211. 

20 “This beautiful piece [op. 102 no. 4 in g] is as complicated metrically . . . and far more 

complicated tonally. It is ruled by conflicts. The tonal conflicts arise because chromatically inflected notes 

tend to displace the diatonic scale degrees from which they originate.” (Schachter, “Rhythm and Linear 

Analysis,” 53) 
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Other Schenkerian approaches to the SWWs include Burstein’s analysis of op. 30. 

no. 6 in f♯, in which he illustrates the application of strict contrapuntal principles to 

Romantic works.21 Likewise, Allen Cadwallader’s detailed multi-level Schenkerian 

graphs of opp. 62 no. 1 in G and 85 no. 1 in F will serve as comparison with Schachter’s 

and my own. 22 Furthermore, because Cadwallader’s comprehensive discussion of form 

and tonal process also converges with my own, I will use his approach to set the 

structural foundations of my analyses and illustrate my discussion of ternary form from a 

Schenkerian perspective. 

Erez Rapoport’s PhD dissertation is probably the most extensive theoretical 

writing on the SWWs.23 His analyses converge with mine in some respects: First, his 

discussion is Schenkerian, focusing on the harmonic structure. In particular, he discusses 

harmonic displacement at the beginning of the reprise (i.e., recapitulation). He also 

develops harmonic classifications, including the tonicization of the mediant (V of iii). In 

                                                 
21 See L. Poundie Burstein, “Of Species Counterpoint, Gondola Songs, and Sordid Boons,” in 

Structure and Meaning in Tonal Music: Festschrift in Honor of Carl Schachter, ed. Poundie L. Burstein 

and David Gagné, 33–40 (Hillsdale, NY: Pendragon Press, 2006). 

Heinrich Schenker also uses this piece to discuss register transfer and coupling. He references op. 

62 no. 6 in A as well to illustrate the reinterpretation of metric values. See, respectively, Free Composition, 

ed. and trans. Ernst Oster (New York: Longman, 1979), 85–86 and 125–126. A more detailed discussion by 

the same author of these pieces can be found in Der Tonwille: Pamphlets/Quarterly Publication in Witness 

of the Immutable Laws of Music, Vol. 2, ed. William Drabkin, trans. Joseph Lubben (New York: Oxford 

University Press, 2005), 146–149 and 150–153. 

22 Allen Cadwallader, “Form and Tonal Process: The Design of Different Structural Levels,” in 

Trends in Schenkerian Research, ed. Allen Cadwallader, 1–21 (New York: Schirmer, 1990). 

23 See Erez Rapoport, “The Smoothing-Over of Formal Junctures as a Style Element in 

Mendelssohn's Instrumental Music” (PhD diss., The City University of New York, 2004). Reprinted as 

Mendelssohn’s Instrumental Music: Structure and Style (Hillsdale, NY: Pendragon Press, 2012). 
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spite of these similarities, my approach is distinct for several reasons. While his 

interpretation of the harmonic displacement at the beginning of the reprise focuses on the 

tonic, mine centers on the displaced dominant. In addition, unlike Rapoport, I pay special 

attention to the harmony that precedes this displaced dominant (i.e., the pre-recapitulatory 

pre-dominant and third divider). Furthermore, he does not explore evolutionary 

tendencies, and his classifications, unlike mine, are not organized according to 

chronological harmonic trends. 

3. Mendelssohn’s SWWs: An Overview 

It is uncertain exactly how the genre originated; however, R. Larry Todd provides 

some documentary evidence suggesting that Felix Mendelssohn and his sister, Fanny 

Mendelssohn Hensel, contributed in developing the Lied-ohne-Worte genre some time 

during the 1820s.24 Todd attributes this creation to the influence of Fanny Mendelssohn 

in the development of Felix’s musical style. Todd states that “Felix’s compositional 

development was encouraged at the expense of Fanny’s,” adding that she could only 

express her musicality through “genres and settings deemed appropriate for ladies of 

leisure—the smaller forms centered around the piano, for performance in private, 

                                                 
24 R. Larry Todd, “Piano Music Reformed: The Case of Felix Mendelssohn Bartholdy,” in The 

Mendelssohn Companion, ed. Douglass Seaton, 579–624 (Westport, CT: Greenwood Press, 2001), 593. See 

also John Michael Cooper, “Words without Songs?: Of Texts, Titles, and Mendelssohn’s Lieder ohne 

Worte,” Musik als Text: Bericht über den Internationalen Kongress der Gesellschaft für Musikforschung 2 

(1998): 341. 
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domestic settings.”25 This would explain Fanny’s compositional proficiency in that 

instrument. 

The genre of Lied ohne Worte, Todd argues, may have been inspired by a 

“musical game” that Felix and Fanny played as children, in which they composed a 

lyrical piano piece with the intent of adding text to it later.26 In their adulthood, both 

siblings would continue to compose piano pieces using that method, leading ultimately to 

the establishment of the “Songs without Words” as a musical genre.27 The seemingly 

contradictory nature of this term originally created some confusion among 

Mendelssohn’s contemporaries, some of whom wanted to fit text or add titles to this 

repertoire. Mendelssohn did not receive these endeavors well. When asked what was the 

meanings of some of his SWWs, he stated:  

There is so much talk about music, and yet so little is said. For my part, I believe 

that words do not suffice for such a purpose, and if I found they did suffice I 

would finally have nothing more to do with music. People often complain that 

music is too ambiguous; that what they should think when they hear is so unclear, 

whereas everyone understands words. With me is exactly the reverse, and not 

only with regard to an entire speech but also with individual words. These, too, 

seem to me so ambiguous, so vague, so easily misunderstood in comparison with 

                                                 
25 See R. Larry Todd, Mendelssohn Essays, (New York: Routledge, 2008), 234. 

26 In a letter to Mendelssohn from 1838, his sister Fanny writes:  

“Dear Felix, when text is removed from sung Lieder so that they can be used as concert pieces, it 

is contrary to the experiment of adding a text to your instrumental lieder . . . I’m old enough to find many 

things utterly tasteless in the world at present: that may well fall into that category. But shouldn’t a person 

think a lot of himself . . . when he sees how the jokes that we, as mere children, contrived to pass the time 

have now been adopted by the great talents and used as fodder to the public?” 

See R. Larry Todd, “Mendelssohn’s ‘Lieder ohne Worte’ and the Limits of Musical Expression,” in 

Mendelssohn Perspectives, ed. Nicole Grimes and Angela Mace, 197–222 (New York: Routledge, 2016), 

206. 

27 See Todd, Mendelssohn Essays, 234–235. 
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genuine music, which fills the soul with a thousand things better than words. The 

thoughts which are expressed to me by music that I love are not too indefinite to 

be put into words, but on the contrary, too definite.28 

Eventually, it would be recognized that the SWWs are fundamentally different 

from songs with words, in both form and expressive content. This would inspire some 

writers of the time, such as Johann Peter Lyser, to label the SWWs as “feelings for which 

there are no words.”29 

Christa Jost argues that Mendelssohn’s SWWs—more than any other piano works 

of the nineteenth century—were essential in the development of small forms, and in the 

“assertion of the poetic quality of music.”30 She also emphasizes the influence of this 

repertoire in the musical style of other important composers of the nineteenth century, 

mentioning, for example, Johannes Brahms’s intermezzi, and Robert Schumann’s 

character pieces.31 Mathias Thomas also references the influence of the SWWs in the 

Kompositionslehre of the first half of the nineteenth century, speculating that Adolf 

Bernhard Marx’s conception of Liedform may have been inspired by Mendelssohn’s 

                                                 
28 Letter from Mendelssohn to Marc André Souchay, Berlin, October 15, 1842. See Felix 

Mendelssohn, Letters, ed. Gisella Selden-Goth (New York: Pantheon, 1945), 313–314. In the same letter, 

Mendelssohn included the following: “the same words never mean the same things to different people. 

Only the song can say the same thing, can arouse the same feelings in one person as in another, a feeling 

which is not expressed, however, by the same words.” 

29 See Todd, “Mendelssohn’s ‘Lieder ohne Worte’,” 203. 

30 Christa Jost, Mendelssohns Lieder ohne Worte (Tutzing: Hans Schneider, 1988), 12. 

31 Ibid., 12–13. 
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SWWs. 32 Marx was a close acquaintance of the Mendelssohn family, knew Felix from 

the mid-1820s, and greatly admired his musical talent.33 It is not surprising that Marx 

would refer to Mendelssohn—and the SWWs in particular—in his writings about the 

song form.34 

Mendelssohn created several short piano pieces as compositional exercises during 

the 1820s, including an unpublished SWW.35 However, it was not until between 1829 and 

1832 that he completed his first officially recognized set, published as op. 19b.36 This 

would be the first of eight sets (opp. 19b, 30, 38, 53, 62, 67, 85, and 102) to appear 

intermittently until the 1860’s, several years after the composer’s death.37 Although the 

                                                 
32 See Mathias Thomas, Das Instrumentalwerk Felix Mendelssohn-Bartholdys: Eine systematisch-

theoretische Untersuchung unter besonderer Berücksichtigung der zeitgenössischen Musiktheorie 

(Göttingen: Göttinger Musikwissenschaftliche Arbeiten, 1972), 74. 

33 See David Conway, Jewry in Music: Entry to the Profession from the Enlightenment to Richard 

Wagner (Cambridge: Cambridge University Press, 2012), 189–190. 

34 On the first page of his discussion of Die freie Liedform, Marx includes the following footnote: 

“Die (nach der Festsetzung dieses Formnamens im obigen Sinn in der ersten Ausgabe des Lehrbuchs) von 

mehren Komponisten herausgegeben ‘Lieder ohne Worte’ gehören nur theilweise unter den Begriff der 

Liedform; zum Theil haben sie Rondo- und noch andere Formen, die der dritte Band des Lehrbuchs 

adhandelt.” 

See Adolf Bernhard Marx, Die Lehre von der musikalischen Komposition: praktisch und theoretisch, Vol. 

2 (Leipzig: Breitkopf und Härtel, 1847), 18. 

35 I am referring to the SWW in E♭, U 68, composed in 1828 for Fanny Mendelssohn’s 23rd 

birthday. See Ralph Wehner, Felix Mendelssohn Bartholdy: Thematisch-systematisch Verzeichnis der 

Musicalischen Werke (MWV), 312. For an annotated list of the SSWs not present in the eight sets discussed 

in this thesis, see Table 3. 

36 Published in London (1832) as “Original Melodies for the Piano Forte,” and later in Bonn 

(1833), as “Sechs Lieder onhe Worte, Op. 19.” See Wehner, Thematisch-systematisch Verzeichnis, 470–

471. 

37 While opp. 19b, 30, 38, 53, 62, 67 were published during Mendelssohn’s lifetime, opp. 85 and 

102 were published posthumously. See Table 4 in Appendix A. 
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order of publication of these sets is chronological, the order of their constituent pieces 

sometimes is not. In a few cases, the composition of a SWW from a given set can precede 

the SWWs of a previous set.38 Since the order of composition is essential in this thesis, I 

have included, in Table 1, a chronological list of the forty-eight SWWs published in these 

eight sets. 

Since these sets spanned most of Mendelssohn’s career, they can provide a basis 

for the study of the evolution of the composer’s harmonic practice. The distinctive 

uniformity that these pieces display allows comparison of specific harmonic and formal 

characteristics. The uniformity of these pieces encompasses more than just their form, for 

they also show a remarkable regularity in the usage of other formal and tonal 

compositional techniques. My own survey of this repertoire, illustrated in Table 2 

(Appendix B), shows the uniformity of the main theme’s formal organization, as well as 

the most common harmonic goals of the exposition. 

  

                                                 
38 For example, SWW op. 30 no. 2 was published in 1835 as part of the op. 30 set, three years after 

the op. 19b set. However, its composition precedes op. 19b nos. 1, 2, 3, 5, and 6. 
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CHAPTER TWO 

THEORETICAL FRAMEWORK 

1. Ternary Form 

a. Exposition 

b. Contrasting Middle 

i. Third Divider 

ii. Dominant Prolongation 

c. Recapitulation 

2. Pre-Recapitulatory Harmony 

a. Type 1: Root-position Dominant (V5
3
) 

b. Type 2: First-inversion Dominant Seventh (V6
5

 and Variants) 

c. Type 3: Dominant of the Mediant (VII♯5
♯
) 

d. Displaced Pre-Recapitulatory Dominants 

 

 

In order to illustrate the concept of chromatic evolution, it is necessary to have a 

thorough acquaintance with the formal and harmonic schemes that the SWWs embody. 

For this, in the present chapter I have developed a series of concepts and definitions that 

serve as the foundations of my theory, allowing me to draw correspondences between the 

pieces in this study, as represented in the evolutionary diagram in the third chapter of this 
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thesis. For clarity and easier reference, the following definitions are organized as outlined 

above. 

1. Ternary Form 

The term “ternary form” will be used to describe the SWWs composed in three 

formal sections, in which the second contrasts harmonically and thematically with the 

first and third. As mentioned previously, most of Mendelssohn’s SWWs possess this type 

of form.39 Traditionally, the letters A, B, and A’ are used to designate the sections of the 

ternary form. However, I will adopt instead the terminology that William Caplin uses to 

refer to his “small ternary form.”40 Although the small ternary form is a theme-type and—

unlike the form of the SWWs— usually does not constitute a full-movement form, his 

terminology accurately describes the formal functions often found in the SWWs in 

ternary form. In Caplin’s theory, the A, B, and A’ sections correspond respectively to the 

                                                 
39 With the exception of opp. 19b nos. 5 in f♯ and 6 in g, 38 no. 5 in a, and 85 no. 2 in a. 

40 William Caplin, Classical Form: A Theory of Formal Functions for the Instrumental Music of 

Haydn, Mozart, and Beethoven (New York: Oxford University Press, 1998), 71–86. Although my use of 

the term small ternary form is based on Caplin’s theory, this concept was first developed by Arnold 

Schoenberg. See his Fundamentals of Musical Composition, ed. Gerald Strang (London: Faber and Faber, 

1970), 119–136. 

In the German Formenlehre tradition, this term is also known as “Three-part Song Form” 

[Dreiteilige Liedform]. See Schenker, Free Composition, 132–133; and Erwin Ratz, Einführung in die 

Musikalische Formenlehre: Über Formprinzipien in den Inventionen J.S. Bachs und ihre Bedeutung für die 

Kompositionstechnik Beethovens (Vienna: Österreichischer Bundesverlag, 1951), 17–34. 
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terms “exposition,” “contrasting middle,” and “recapitulation,” to be explained in the 

following paragraphs.41 

a. Exposition 

“Exposition” is used to designate both ternary (or small ternary) and sonata forms 

because both forms possess analogous formal functions. In both cases, their role is to 

present and expound the main motivic material that will serve as a referential and 

rotational basis for the rest of the composition.42 Charles Smith refers to this formal 

correspondence when he explains that “Sonata form is an extension of three-section open 

form [ternary form]—that is, a form with two harmonic sections, the first of which is 

open and the second divided into two by a reprise.”43 However, in many other respects 

sonata and ternary forms are not analogous. They do not share the same sectional layout, 

                                                 
41 Generally speaking, “ternary form” is used to refer to a complete movement or an individual 

thematic unit within a larger form. Historically, the A-B-A’ nomenclature has been adopted to refer to the 

sections of the ternary form; however, this creates some confusion, since the “rounded binary form” still 

uses A-B-A’ in spite of its binary organization. In addition, “rounded binary form” is usually accompanied 

by other terms, such as “continuous” or “sectional,” which further complicates the issue. For simplicity, I 

will adhere solely to Caplin’s terminology in my written discussion, and I will relegate the use of A-B-A’ 

to figures and examples only. 

For more information on these formal systems see, for example, Douglass Green, Form in Tonal 

Music: An Introduction to Analysis (New York: Holt, Rinehart and Winston, 1979), 73–97; and Ellis Kohs, 

Musical Form: Studies in Analysis and Synthesis (Boston: Houghton Mifflin, 1973), 107–110. 

42 For more information on the concept of “rotation”, see Hepokoski and Darcy, Elements of 

Sonata Theory, 611–614. 

43 Charles Smith, “Musical Form and Fundamental Structure: An Investigation of Schenker’s 

‘Formenlehre’,” Music Analysis 15 (1996): 198–199. Smith uses the term “open form” to designate a piece 

in which the first section (i.e., exposition) is “harmonically incomplete; that is, it ends on a chord other than 

the tonic . . . or in a key other than the tonic.” (Ibid., 197). 
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and frequently do not share the same formal dimensions. “The precise distinction 

between sonata form and three-section open form,” as Smith states, “is a matter of 

dramatic impact rather than of harmonic and thematic criteria, and is thus notoriously 

hard to specify structurally.”44 

Mendelssohn’s SWWs are generally characterized by the exposition’s 

organization as a period, usually with an expanded consequent.45 This expansion is 

sometimes emphasized by the presence of expositional repeats, which are customary in 

most ternary forms but not numerous in the SWWs.46 In these cases, the written-out 

repeat might bring significant changes. In op. 38 no. 6 in A♭, for example, the first 

statement of the exposition remains in tonic, but its repetition brings a transposed 

consequent that eventually concludes in the dominant (mm. 14-17). The expositions are 

also characterized by their self-contained thematic organization, i.e., “one whose internal 

harmonic and melodic processes are brought to a close by means of a perfect authentic 

cadence, in either the home key or a subordinate key.” 47 The PAC at the end of the 

exposition is essential because it provides tonal confirmation, reinforcing the formal 

                                                 
44 Ibid., 199. Because of this structural ambiguity, the term “exposition” will always imply a role 

within ternary form, unless otherwise noted. 

45 For further discussion of the period see Caplin, Classical Form, 49–58. On the concept of 

expansion and other phrase deviations, see also Caplin, Analyzing Classical Form: An Approach to the 

Classroom (New York: Oxford University Press, 2013), 123–129. 

46 Only eight SWWs have expositions with a repeat indication (opp. 19b nos. 1 in E and 3 in A; 30 

nos. 1 in E♭, 2 in b♭, 4 in b, and 5 in D; 38 no. 2 in c; and 85 no. 3 in E♭), and other seven have written-out 

repeats (opp. 19b no. 4 in A; 30 no. 3 in E; 38 nos. 4 in A and 6 in A♭; 53 no. 3 in in g; and 62 no. 3 in e 

and 5 in a). 

47 Caplin, Classical Form, 73. 
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autonomy of the section.48 Modulations to the dominant are frequent, occurring in 

eighteen out of the twenty-three modulatory expositions. Some less conventional 

modulations can also be found: four SWWs have expositions that modulate to the 

mediant, and one (op. 30 no. 4 in b) modulates to the submediant.49 

b. Contrasting Middle 

The contrasting middle is the most loosely organized section in Mendelssohn’s 

SWWs.50 Each piece has a contrasting middle that is harmonically unique and formally 

subordinate to its surrounding sections. Although the diversity of these contrasting-

middle sections would make a global classification virtually impossible, each SWW 

displays two important harmonic features: a “trajectory” and a “goal.” On the one hand, 

the harmonic “goal” refers to what I have called the pre-recapitulatory harmony (PRH). 

The “trajectory,” on the other hand, refers to the harmonic procedures that the contrasting 

middle articulates in order to reach the PRH. These procedures can then be classified into 

two harmonic trends: (1) dominant prolongation, and (2) third divider. 

                                                 
48 It is important to mention two exceptions: opp. 38 no. 2 in c and 62 no. 3 in e. In the first case 

the exposition ends with a half cadence in the home key, while in the second the exposition concludes with 

a plagal cadence. However, formal independence and tonal confirmation are maintained in both cases. 

49 A detailed list of these formal features is presented in Table 2, Appendix A. 

50 Caplin defines a “loose” formal organization as “characterized by the use of nonconventional 

thematic structures, harmonic-tonal instability (modulation, chromaticism), an asymmetrical grouping 

structure, phrase-structural extension and expansion, form-functional redundancy, and a diversity.” See 

Classical Form, 255. 
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i. Dominant Prolongation 

Most SWWs have a contrasting middle that concludes with a brief “standing on 

the dominant;”51 however, in order for these pieces to be classified in the “dominant-

prolongation” category their contrasting middle as a whole must prolong the dominant. In 

its simplest version, this type of contrasting middle is achieved by simply prolonging a 

dominant that was previously tonicized at the end of the exposition. In op. 19b no. 2 in a, 

for example, the dominant is tonicized by the end of the exposition and prolonged until 

the end of the contrasting middle, where it is then “activated” to serve as a pre-

recapitulatory V5
3

 (mm. 37–39). 52 Similarly, in op. 38 no. 4 in A, the contrasting middle 

prolongs the dominant from the end of the exposition. In this case, however, the 

contrasting middle consists of a large-scale V6 – 5
4 – 3

 motion in the tonic that eventually 

reaches a pre-recapitulatory V6
5

 at the end of the section (m. 21). 53 

In more elaborate examples, the contrasting middle usually tonicizes two or more 

closely related keys. In such situations, this section can serve as a large-scale neighbor 

that connects the dominant at the end of the exposition with the structural dominant at the 

                                                 
51 A definition of this term can be found in Caplin, Classical Form, 16. Note also the term 

“dominant lock” in Hepokoski and Darcy, Elements of Sonata Theory, 24 (including n. 2). Throughout this 

thesis, these two terms are used as synonyms. 

52 Hepokoski and Darcy use the term “active” to indicate that the “dominant is being sounded but 

not tonicized; instead, it implies a resolution to the existing or implied tonic.” In most cases, a chordal 

seventh is added to a previously-tonicized dominant, effectively activating it (i.e., turning it back) into a 

home-key dominant seventh. See Elements of Sonata Theory, 27. 

53 Here, one can also mention the following examples: opp. 30 no. 3 in E, 53 no. 6 in A (first 

contrasting middle only), 62 nos. 3 in e, 5 in a, and 6 in A; 67 no. 4 in C (first contrasting middle only), and 

85 no. 1 in F. 
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beginning of the recapitulation. In op. 38 no. 6 in A♭, for example, the dominant (E♭) is 

tonicized at the end of the exposition. The contrasting middle then quickly tonicizes the 

submediant (f), functioning as the upper neighbor of E♭. A deceptive cadence in the 

submediant (m. 24, restated in m. 25) calls attention to a D♭ minor chord that, in turn, 

works as the lower neighbor of E♭.54 The dominant is finally reestablished at the end of 

the section (mm. 26–32). These types of situations often occur in cases where the pre-

recapitulatory dominant is displaced into the recapitulation, as in op. 102 no. 6 in C.55 

Here, the exposition tonicizes the dominant (G), which is then prolonged for a few 

measures into the recapitulation by a neighboring Ger6
5
 that also acts as the PRH. 

In other examples, a tonicized mediant in the contrasting middle will follow a 

cadential confirmation of the dominant at the end of the exposition. Some Schenkerians 

have suggested that, in such situations, the mediant prolongs the expositional dominant 

until the end of the contrasting middle.56 This feature can be observed in Carl Schachter’s 

analysis of op. 19b no. 1 in E,57 where the lowered mediant (G♮) in the contrasting middle 

                                                 
54 I hear the F and the D♭ as an unfolded double neighbor of E♭. 

55 See the final section of the present chapter (Displaced Pre-recapitulatory Dominants). 

56 See, for example, Harald Krebs, “Alternatives to Monotonality in Early Nineteenth-Century 

Music,” Journal of Music Theory 25 (1981): 3. Here, the author presents a suggestive analysis of the song 

“Trost” D. 523 by Franz Schubert, where he hears the mediant in a V–♭III–V progression as part of a 

dominant prolongation. 

57 See Carl Schachter, “Playing What the Composer Didn’t Write: Analysis and Rhythmic Aspects 

of Performance,” in Pianist, Scholar, Connoisseur: Essays in Honor of Jacob Lateiner, ed. Bruce Brubaker 

and Jane Gottlieb (Stuyvesant, NY: Pendragon Press, 2000), 58–59. 
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is part of a V–♮III–V (B–G♮–B) progression that connects the dominant key at the end of 

the exposition (m. 15) with the dominant chord at the end of the contrasting middle (mm. 

27–29).58 Because of the presence of the mediant key in the contrasting middle, it might 

be more accurate to analyze these examples in dialogue with the third divider. 

ii. Third Divider 

The third divider is a middleground harmonic technique that is often found in 

Mendelssohn’s contrasting middles.59 Its main purpose is to use the mediant key to bridge 

the large-scale I–V arpeggiation—from the initial tonic to the pre-recapitulatory 

dominant—into two lower-level arpeggiations by thirds: I–III and III–V. The mediant 

key will often be found somewhere within the contrasting middle. Op. 67 no. 1 in E♭, for 

example, cadentially confirms the key of ♭III (G♭) in that section (m. 18). This lowered 

mediant bridges the I–V arpeggiation between the initial E♭ (m. 12) and the structural 

dominant B♭ (m. 19).60  

                                                 
58 Op. 19b no. 3 in A is also a relevant example. Here the contrasting middle begins suddenly in 

the mediant key (c♯), following a cadential confirmation of the dominant (E) at the end of the exposition 

(m. 29). This harmony is prolonged by the mediant, which connects it to the (altered) dominant chord at the 

end of the contrasting middle (m. 49). 

59 For more details on the “third divider” and other middleground harmonic techniques, see 

Schenker, Free Composition, 29–30. 

60 See also op. 62 no. 2 in B♭. 
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The cadential confirmation of the mediant sometimes occurs earlier, at the end of 

the exposition. In op. 30 no. 2 in b♭, for example, this cadence precedes a contrasting 

middle that eventually leads to a prolonged pre-recapitulatory dominant (mm. 28–34). In 

this example, the contrasting middle tonicizes two pre-dominant chords (iv and VI, mm. 

19–22 and 23–26, respectively), preparing the following dominant and serving as a large-

scale passing motion between III (d♭) and V (F).61 In cases such as this, the third divider 

is not present within the contrasting middle. This section instead tonicizes pre-dominant-

functioning chords that prepare the arrival of the pre-recapitulatory dominant.  

c. Recapitulation 

The recapitulation frequently reiterates the main theme as it appeared in the 

exposition, with little or no change. With virtually no exceptions, the recapitulation 

eventually concludes with a perfect authentic cadence in tonic, which may or may not be 

followed by a short coda.62 In a few cases, the recapitulation is followed by a restatement 

of the contrasting middle and recapitulation—as in the ║: A :║: B A’ :║ variant of the 

                                                 
61 Consider also op. 62 no. 1 in G. In his analysis of this piece, Carl Schachter emphasizes the key 

of the subdominant (iv) in the contrasting middle, suggesting a passing motion between III (at the end of 

the exposition, m. 10) and V (at the beginning of the recapitulation, m. 22). See Schachter, “The Triad as 

Place and Action,” 154. 

Op. 85 no. 1 in F illustrates an analogous example. After a cadential confirmation of the mediant 

at the end of the exposition (m. 17), a substantial standing on the dominant follows in the contrasting 

middle (mm. 25–28), eventually reaching a pre-recapitulatory first-inversion dominant (m. 29). This chord 

is then prolonged well into the recapitulation. 

62 Virtually all of the recapitulations also begin in tonic, with the possible exception of op. 102 no. 

4 in g. In this case, the beginning of the recapitulation is embedded in a descending-fifth sequence, 

obscuring the initial key. The section, however, clearly concludes with a PAC in the tonic. 
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binary form. In most of these examples, the restatement of the contrasting middle and the 

recapitulation occurs unchanged; however, in a few cases the repetition of the contrasting 

middle brings significant modifications. 63 

Consider, for example, op. 102 no. 2 in D. First time through, the contrasting 

middle leads to a Type 1 PRH (V5
3
); second time through, however, the contrasting 

middle replaces this chord with a Type 3 (VII♯5
♯
).64 Refer again to Table 1, where the 

repetitions of the contrasting middle are indicated with “1x” and “2x,” referring 

respectively to “first time” and “second time.” 

2. Pre-Recapitulatory Harmony (PRH) 

The term “pre-recapitulatory harmony” refers to the last chord that precedes and 

prepares the return of the main theme in the recapitulation. In order to illustrate the 

                                                 
63 In opp. 30 nos. 1 in E♭, 2 in b♭, and 6 in f♯, and 102 no. 3 in C, the repetition of the contrasting 

middle and recapitulation is indicated with a repeat sign, while in opp. 38 no. 2 in c, 53 nos. 1 in A♭ and 5 

in a, 62 no. 5 in a, and 102 no. 6 in C, the repetition is written out. In none of these cases, however, does the 

repetition modify the PRH. 

Op. 53 no. 4 in F presents a unique situation. Here, the contrasting middle reappears after the 

recapitulation, but it quickly “becomes” the coda (mm. 26ff.). This example can be explained as a case of 

contrasting-middle repeat ⇒ coda, after Janet Schmalfeldt’s concept of “becoming.” See Janet Schmalfeldt, 

In the Process of Becoming: Analytic and Philosophical Perspectives on Form in Early Nineteenth-Century 

Music (New York: Oxford University Press, 2011). 

64 Op. 67 no. 4 in C also brings back a modified contrasting middle after the recapitulation (mm. 

41–64). In this case, however, the PRH (Type 1) remains unchanged. Similarly, op. 53 no. 6 in A brings 

back a modified contrasting middle (mm. 51–66). The second statement of this section is slightly more 

complicated, since it simultaneously presents elements of Types 2 and 3, to be explained in chapter 3. 
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chromatic “evolution” that occurs throughout the SWWs, I have classified the PRH into 

three different types, to be discussed in the following sections. 

a. Type 1: Root-position Dominant (V5
3
) 

I posit that the PRH has a single harmonic function that can only be fulfilled by a 

dominant (or a dominant-substitute) chord, which I have designated as the pre-

recapitulatory function. In my Type 1, this dominant chord can manifest the pre-

recapitulatory function by (1) creating a harmonic interruption,65 or (2) by prolonging the 

initial tonic in uninterrupted pieces.  

In the SWWs, the harmonic interruption is exclusive to Type 1 pieces. In these 

cases, the root-position dominant at the end of the contrasting middle provides the 

harmonic support for the structural 2̂ and articulates an interruption. From a Schenkerian 

perspective, this situation should be heard as a “first attempt” to complete a descent of the 

fundamental line. The goal of this dominant is to express a large-scale half cadence that 

does not resolve in the following tonic. The return of the main motive in the tonic at the 

beginning of the recapitulation works as a re-beginning; it reestablishes the primary tone 

and works as the start of a “second attempt” to descend into 1̂. Consider, for example, the 

first three pieces in the set op. 19b. In these cases, the first structural dominant is 

expressed at the end of the exposition. At this point, the fundamental line reaches 2̂, and 

is then prolonged through the contrasting middle. By the end of this section, the root-

                                                 
65 See Schenker, Free Composition, 36–40. 
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position dominant is restated, and the harmonic interruption is articulated. The 

appearance of the main motive at the beginning of the recapitulation reestablishes the 

primary tone, in order to initiate a new descending linear motion into 1̂.  

In contrast, some Type 1 pieces lack an interruption. This is particularly clear in 

the cases where the pre-recapitulatory dominant is displaced into the recapitulation.66 In 

strict Schenkerian terms, the moment of the interruption must necessarily (1) coincide 

with the articulation of a pre-recapitulatory root-position dominant, and (2) be followed 

immediately by the return of the main theme (recapitulation) in tonic. In these cases, the 

dominant displacement creates a situation in which the return of the main theme precedes 

(or coincides with) the articulation of the root position dominant, negating the possibility 

of an interruption. It is also important to point out that not all of the pieces with a 

displaced pre-recapitulatory dominant belong to Type 1. Opp. 53 no. 3 in g and 62 no. 1 

in G have an inverted displaced dominant, and are therefore classified as Type 2 PRHs. 

b. Type 2: First-inversion Dominant Seventh (V6
5

 and Variants) 

Type 2 is the most versatile and numerous of all pre-recapitulatory harmonic 

types. It is present in almost half of SWWs, and it is found frequently in the pieces 

composed between 1834 and 1844.67 Because of this, the pre-recapitulatory V6
5

 is the 

                                                 
66 See opp. 30 no. 1 in E♭, 85 no. 3 in E♭, 62 no. 5 in a, 102 nos. 1 in e, 4 in g and 6 in C, and 62 

no. 2 in B♭. See also the section Displaced Pre-recapitulatory Dominants at the end of the present chapter. 

67 Refer again to Table 1.1. The “Type 2: Inverted V” column provides a specific list of these 

types of PRHs in the SWWs. 
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ideal candidate to serve as the primary agent of “chromatic evolution,” by bridging the 

gap between the early (Type 1) and late (Type 3) pieces. The foundation for the 

evolutionary role of V6
5
 lies in its similarities to both V5

3
 and VII♯5

♯
. On the one hand, 

V6
5

 and VII♯5
♯
 are both built over the leading tone of the home key, which gives them a 

strong resolution tendency towards the tonic. Similarly, the presence of ♯2̂ and ♯4̂ in 

VII♯5
♯

 can be understood as chromatic alterations of the 2̂ and 4̂ in V6
5
. The resolution of 

these scale degrees is, in most cases, also analogous, which makes the resolution 

tendencies of these two chords even more related. 

On the other hand, in the relationship between V6
5
 and V5

3
, the former is an 

inverted version of the latter with added seventh, implying that V6
5

 can function as an 

expansion of V5
3
. In several Type 2 pieces, Mendelssohn first presents the root-position 

dominant in the contrasting middle, suggesting a Type 1 pre-recapitulatory dominant. 

However, this expectation is soon modified when the composer progressively transforms 

the root-position dominant into a V6
5

, or one of its variants. In op. 38 no. 3 in E, for 

example, the prominent imperfect authentic cadence in the dominant (B, m. 40), in the 

middle of the contrasting middle, strongly suggests the statement of a Type 1 pre-

recapitulatory dominant. However, immediately after this IAC, Mendelssohn presents the 

main motive in the key of the supertonic (f♯, mm. 46–52) over a dominant pedal in the 

bass (C♯). This false recapitulation is eventually followed by a final statement of the 

home-key V6
5
 in m. 53, which serves as the PRH. This V6

5
 functions as an elaboration of 

the previous root-position dominant (m. 40); meanwhile, the f♯  section works as a large-
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scale connection between these two dominants, establishing a B–C♯–D♯ large-scale 

progression in the bass. 

In a few cases, V6
5

 may be replaced by one of its variants: a fully-diminished 

leading-tone chord (viiº7). In these situations, the viiº7 chord further elaborates the root-

position dominant from which V6
5
 arises. Since V6

5
 and viiº7 both share the same bass and 

most of their pitch content, they can fulfill the same pre-recapitulatory function. For 

example, in op. 67 no. 1 in E♭ the root-position dominant (B♭) is stated in the contrasting 

middle (m. 19), right after a section in G♭ that functions as a third divider (m. 18). Instead 

of functioning as a Type 1 pre-recapitulatory harmony, the bass of this dominant chord 

ascends chromatically until it reaches D♮. This supports a viiº7 chord, which works as the 

real pre-recapitulatory harmony and substitutes for the more normative V6
5
. 

c. Type 3: Dominant of the Mediant (VII♯5
♯
) 

In Type 3, the normative pre-recapitulatory home-key dominant is replaced by a 

dominant of the mediant. As I explained in my discussion of Type 2, the pre-

recapitulatory VII♯5
♯

 and V6
5

 share several harmonic features: both are built over the home-

key leading tone, both share 2̂ and 4̂ (although VII♯5
♯

 has altered versions of these scale 

degrees), and both have similar resolution tendencies. Since these two chords are strongly 

related, one can think of the dominant of the mediant as a chromatic substitution for V6
5

 

pre-recapitulatory harmonies. 
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In a few examples, the pre-recapitulatory dominant of the mediant arises from a 

root-position dominant that occurs earlier in the piece. The resulting VII♯5
♯

 acts as a 

chromatic substitution for V6
5
, which itself functions as a tonic prolongation. Consider, 

for example, opp. 85 no. 4 in D, and 67 no. 3 in B♭. In both cases, the exposition 

modulates to the dominant, which prompts the succeeding dominant prolongation. By the 

end of the contrasting middle, the dominant prolongation has been chromatically altered 

enough to produce a pre-recapitulatory VII♯5
♯
. In these situations, the role of the bass note 

of VII♯5
♯

 is twofold: on the one hand, it prolongs the root-position dominant via a bass 

arpeggiation 5̂–7̂, and, on the other hand, it works as an incomplete neighbor to the 

following recapitulatory tonic. 

In other cases, the VII♯5
♯
 precedes the home-key dominant. In these situations, the 

dominant of the mediant anticipates a Type 1 or Type 2 dominant that is often postponed 

until after the beginning of the recapitulation. Because of its privileged formal location, I 

posit that VII♯5
♯

 has a higher structural weight than the home-key dominant that follows it. 

In op. 85 no. 5 in A, for example, the main theme in the recapitulation is not supported by 

a tonic harmony. Instead it rests on a 6
4
 prolongation of VII♯5

♯
 (mm. 21–22), that connects 

this chord with the following root-position dominant (mm. 22–27). Because of its pre-

recapitulatory function, VII♯5
♯
 is more structurally important than the subsequent root-

position dominant, and its bass, therefore, works as a large-scale lower neighbor to the 

tonic. 
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Sometimes, VII♯5
♯

  will resolve directly (and deceptively) into the initial 

recapitulatory tonic.68 In these cases, the tonic is re-established immediately, and the 

reappearance of the main theme does not require modification. However, in some cases 

VII♯5
♯

  will instead resolve to the mediant (its local tonic) at the start of the 

recapitulation—as in op. 85 nos. 4 in D and 6 in B♭. Mendelssohn, however, takes 

advantage of the harmonic ambiguity between the tonic and the mediant, and manages to 

restore the real tonic promptly and with few harmonic alterations. The resolution of VII♯5
♯

 

into either the tonic or the mediant has few implications for the musical surface, but it is 

nevertheless significant in deep-middleground terms. In the two cases mentioned above, 

for example, the mediant resolution in the recapitulation delays the appearance of the 

home-key tonic, and—as it often occurs in pieces with displaced recapitulatory 

dominants—disrupts the alignment of the primary tone and the structural bass. 

Finally, the dominant of the mediant possesses an important feature that might 

render it harmonically ambiguous in certain situations. As with any other dominant, VII♯5
♯

 

can be prolonged via a cadential 6
4
. VII6

4
—the double-neighbor prolongation of VII♯5

♯
—has 

a pitch content almost identical to that of the tonic chord, with 7̂ in the bass but sharing 3̂ 

and 5̂ with the tonic. The similarity between these chords makes it possible to use VII♯5
♯

 as 

                                                 
68 Compare this deceptive resolution with Jan La Rue’s “bifocal” cadence in Baroque music, in 

which a movement ending with a half-cadence is immediately followed by another movement in a third-

related key. In this respect, La Rue asks the question: “Does the composer intend completion or 

connection?” I will address this question in my discussion of the tonic/leading-tone complex in chapter 3. 

See Jan La Rue, “Bifocal Tonality: An Explanation for Ambiguous Baroque Cadences,” The Journal of 

Musicology 18, no. 2 (2001): 283. 
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either a tonic- or a dominant-substitute chord. I will refer to this functional ambiguity as 

the tonic/leading-tone complex, a compositional technique that Mendelssohn exploits in 

several pieces.69  

d. Displaced Pre-Recapitulatory Dominants 

Although I call this chord a “displaced pre-recapitulatory dominant,” the 

dominant itself is not, strictly speaking, the PRH. By definition, the displaced dominant 

cannot be the pre-recapitulatory harmony, since it coincides with the thematic beginning 

of the recapitulation. Since the PRH must be a dominant chord, I will posit that this 

dominant is conceptually working as a pre-recapitulatory dominant. For clarity, I 

distinguish between actual and conceptual PRHs. On the one hand, the actual PRH is the 

real (non-dominant) chord that precedes the recapitulation, which may be a mediant or 

some kind of pre-dominant. On the other hand, the conceptual recapitulatory dominant is 

the chord that normatively should serve as the PRH, but is nevertheless displaced into the 

recapitulation. In such cases, one may think of these chords as de facto PRHs. They 

acquire this role as a result of the dominant displacement, but do not fulfill a pre-

recapitulatory function.70 

                                                 
69 See opp. 30 no. 5 in D, 53 no. 4 in F, 67 no. 6 in E, 85 no. 5 in A, and 102 nos. 3 in C and 5 in 

A. For reasons that I will discuss in chapter 3, op. 62 no. 5 in a could also be considered an example of this 

technique. 

70 The SWWs that contain displaced pre-recapitulatory dominants are the following: opp. 30 no. 1 

in E♭, 53 no. 3 in g, 62 nos. 1 in G, 2 in B♭, and 5 in a, 85 no. 3 in E♭, and 102 nos. 1 in e, 4 in g, and 6 in 

C. 
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My notion of dominant displacement is based on William Rothstein’s concepts of 

“rhythmic displacement” and “rhythmic normalization,” which are themselves based on 

J.J. Fux’s writings on counterpoint and Schenker’s ideas on rhythm.71 Rothstein 

illustrates these principles with two figures from Fux’s Gradus ad Parnassum, shown in 

Figure 2.1.72 Fux’s examples show, on the one hand, how the dissonances in a fourth-

species counterpoint (Fux’s Figure 63) result from the rhythmic displacement of a fully 

consonant prototype: a first-species counterpoint (Figure 64). On the other hand, the 

concept of rhythmic normalization, as Donald Traut explains, “is the opposite of 

rhythmic displacement [and] refers to the shifting of displaced tones back to their original 

positions.”73 When I invoke the notion of displacement, however, I am not attributing to 

it rhythmic or contrapuntal features. Unlike Rothstein’s concept, my notion of harmonic-

thematic displacement is based on the harmonic and thematic overlapping of the pre-

recapitulatory dominant and the beginning of the recapitulation. 

  

                                                 
71 William Rothstein, “Rhythm and the Theory of Structural Levels” (Ph.D. diss., Yale University, 

1981). Also see Rothstein, “Rhythmic Displacement and Rhythmic Normalization,” in Trends in 

Schenkerian Research, ed. Allen Cadwallader (New York: Schirmer, 1990), 87–113. 

Johann Joseph Fux, Gradus ad Parnassum (Vienna: Johann Peter van Ghelen, 1725); trans. and 

ed. Alfred Mann as The Study of Counterpoint from Johann Joseph Fux' s “Gradus ad Parnassum” (New 

York: Norton, 1965). 

Schenker, Free Composition, 118–127; see also Schenker, Counterpoint, Books I and II, ed. John 

Rothgeb, trans. John Rothgeb and Jürgen Thym (New York: Schirmer, 1987). 

72 Fux, The Study of Counterpoint, 56. 

73 Donald Traut, “Displacement and Its Role in Schenkerian Theory,” Theory and Practice 26 

(2001): 99. 
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Figure 2.1. Fux’s Gradus ad Parnassum, Figures 63 and 64 

 

To illustrate the concept of harmonic-thematic displacement, I have included in 

Figure 2.2 two deep-middleground voice-leading graphs of hypothetical pieces in ternary 

form. Both examples separate the three sections of the form with dashed bar lines, and 

indicate them with the letters A, B, and A’. For consistency, I have maintained in both 

cases an identical harmonic scheme: a non-modulating exposition, and a contrasting 

middle that features a first-inversion tonic followed by a predominant (II6). I have also 

indicated the (actual) PRHs with an asterisk, and shown with arrows the actual and 

conceptual PRHs in Figure 2.2b. Additionally, it is important to point out that the 

harmonic interruption present in Figure 2.2a is no longer possible in Figure 2.2b, due to 

changes in the thematic organization. Therefore, it is replaced with a large-scale tonic 

prolongation, and indicated by the dashed beams. 

The first example, Figure 2.2a, shows a normative prototype for an interrupted 

ternary form. Here, the dominant at the end of the contrasting middle serves as both the  



50 

 

 

 

Figure 2.2. Harmonic-Thematic Displacement. Deep-middleground voice-leading graphs 

of (a) a normative prototype of an interrupted ternary form and, (b) a ternary form with a 

harmonic-thematic displacement 
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pre-recapitulatory dominant and the harmonic goal of the section—a common procedure 

in Type 1 pieces. Figure 2.2b, on the other hand, presents a harmonic-thematic 

displacement. The root-position dominant that appeared at the end of the contrasting 

middle in Figure 2.2a is displaced into the recapitulation in Figure 2.2b, as a result 

creating a new (actual) PRH: the pre-dominant chord that precedes it. Like the Fux 

figures discussed previously, one could refer to Figures 2.2a and 2.2b as the “normative” 

and “displaced” versions of the ternary form, respectively.  

This dominant displacement is possible in part because of a special characteristic 

of several SWWs. In these cases, Mendelssohn designs the opening motive to be 

supported by either tonic or dominant harmony. This compositional technique allows the 

exposition to initially present the opening motive over the tonic chord, and consequently 

over the dominant chord in the recapitulation. 74 In several cases, Mendelssohn achieves 

this harmonic conversion by simply supporting the main theme in the recapitulation with 

a dominant pedal, suggesting a cadential 6
4
 (V6

4
) instead of a tonic harmony, as in Figure 

2.2b. Consider, for example, op. 30 no. 1 in E♭. In this case, the contrasting middle ends 

with a minor subdominant (mm. 21–22), followed by the main theme over a dominant 

pedal (mm. 23–24). This theme launches the recapitulation, but in this case it is supported 

by a V6
4
—not a tonic chord—which resolves later in the section. Op. 102 no. 1 in e 

presents an analogous example. Here, the subdominant chord is the actual PRH 

                                                 
74 See opp. 30 no. 1 in E♭, 62 nos. 2 in B♭ and 5 in a, and 102 nos. 1 in e and 6 in C. Other pieces 

with a displaced pre-recapitulatory dominant—such as opp. 85 no. 3 in E♭, 53 no. 3 in g, 62 no. 1 in G, and 

102 no. 4 in g—bring back the main theme unchanged. 
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(m. 18), displacing a conceptual pre-recapitulatory V6
4
 into the recapitulation (m. 19). 

Strictly speaking, the minor subdominant is the actual PRH; however, in both of these 

cases, the pre-recapitulatory status of this chord actually arises from a displacement of the 

dominant—that is, the “real” PRH. 
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CHAPTER THREE 

CHROMATIC EVOLUTION 

Chromatic evolution is the process by which a diatonic, consonant chord is 

progressively transformed into a chromatic substitute. This process occurs over a span of 

several similar works without losing or modifying the chord’s resolution tendencies, 

harmonic function, or formal location. In this case, the chromatic evolution links two 

seemingly unrelated chords: the pre-recapitulatory root-position dominant (Type 1) and 

the dominant of the mediant (Type 3). Figure 3.1 illustrates this process with three deep-

middleground voice-leading schemes of hypothetical pieces in ternary form. The Type 2 

piece in the middle (Figure 3.1b) aligns with both the root position dominant of the first 

piece (Figure 3.1a) and the dominant of the mediant of the third piece (Figure 3.1c), 

showing its intermediary role in this evolutionary process.  

Put differently, this evolutionary process consists of a three-stage transformation 

mediated by a dominant-seventh chord in first inversion. On the one hand, the pre-

recapitulatory V6
5
 in Figure 3.1.b emerges as an elaboration of the root-position dominant 

that it follows. This dominant—and the tonal scheme that precedes it—coincides 

perfectly with the model presented in Figure 3.1.a. On the other hand, it is also linked to 

the VII♯5
♯
 in Figure 3.1.c, given that the latter emerges as a chromatic elaboration of the 

former. Here, too, the root-position dominant is omitted in the contrasting middle, 
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Figure 3.1. Deep-middleground voice-leading models of three hypothetical pieces in 

ternary form. (a) Normative, interrupted prototype with pre-recapitulatory V5
3
 (Type 1). 

(b) V5
3
 leads to a pre-recapitulatory V6

5
 (Type 2). (c)V5

3
 omitted, pre-recapitulatory V6

5
 

replaced by VII♯5
♯

 (Type 3). 

  



55 

 

 

 

since, at a shallow structural level, the VII♯5
♯
 functions as a local back-relating dominant 

in the mediant key. This chord also exhibits the same resolution tendencies, harmonic 

function, and formal location as the home-key dominant. Therefore, I argue that, on a 

higher structural level, it fulfills the role of a large-scale lower neighbor while expressing 

the function of a structural dominant. 

Charles Smith has pointed out that some chromatic chords—those that contain the 

leading tone—have a strong potential as dominant substitutes. In this respect, he states 

that: 

A dominant seventh on the leading tone becomes a standard type of dominant 

chord in certain late nineteenth-century chromatic contexts—contexts that can 

exploit its particular potential for multiple interpretations, as well as for puns 

between sonority and function. This is in fact the simplest example of what I 

suspect is a more general process. By the end of the century, any sonority that is 

traditionally associated with the dominant function has become plausible as a 

functioning dominant in any key to which it contains a leading tone. In other 

words, all four dominant sevenths and all four half-diminished sevenths that 

contain B can be used as dominants of C.75 

In the case of chromatic evolution, the fact that Type 3 has the leading tone in the 

bass allows it to function as a dominant substitute, at the middleground level. 

I refer to the above process as a chromatic spectrum, illustrated in Figure 3.2. 

Here one can see how the three PRH types interact: Type 1 evolves into Type 2 by a 

process of inversion, then, Type 2 evolves into Type 3 by a process of chromatic 

alteration. As will be clear by now, I argue that the SWWs are interrelated by chromatic 

                                                 
75 Charles Smith, “Functional Extravagance of Chromatic Chords,” Music Theory Spectrum 8 

(1986): 126–127. 
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evolution. One can observe, in Table 1, how the SWWs composed between 1829 and 

1832 are all Type 1. This type becomes less frequent from 1833 and is completely absent 

by 1843. In this time frame, Mendelssohn progressively replaced the root-position 

dominant by its inverted version, Type 2. By 1845, both of these harmonic alternatives 

would be eventually replaced by Type 3. This intriguing harmonic tendency can be 

explained as a process of harmonic evolution, by which the late prominence of Type 3 

pieces is the result of the chromatic transformation of the early Type 1 technique, 

mediated by a long middle period of harmonic exploration. 

Figure 3.2. Chromatic spectrum. Evolution of a V5
3
 pre-recapitulatory harmony (Type 1) 

into a VII♯5
♯
 (Type 3), mediated by V6

5
 (Type 2). 

 

Although the broad trend is clear, there are some exceptions and irregularities. 

Table 1 illustrates how a few Type 3 pieces appear as early as 1833 and 1834 (see op. 30 

no. 5 and op. 67 no. 3). Also, some Type 1 pieces seem to make a comeback in the time 

frame between 1841 and 1843. It is possible to explain these irregularities as a process of 

“oscillation” within the chromatic spectrum. As in the biological-evolution analogy, the 
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musical species (the SWWs) diverges over time into different populations (my three 

PRHs). These populations share the same musical environment and—like the branches of 

the evolutionary tree—they rise and fall according to chromatic pressures of their 

harmonic environment. My following argument—and evolutionary diagram—will reveal 

how this chromatic transformation evolves within a combination of harmonic choices, 

voice-leading schemes, formal explorations, and changing and overlapping compositional 

trends. 

At its most basic, my evolutionary diagram (see Appendix D) displays all of the 

SWWs in ternary form, organized by chronology (X axis) and by PRH-Type (Y axis).76 

From the combination of these two perspectives one can distinguish six different 

“compositional phases,” i.e., groups of pieces that share the same PRH-type in a 

continuous time period.77 The following discussion is organized according to these 

phases, emphasizing their “oscillation” within the chromatic spectrum. Additionally, the 

diagram uses color-coded lines to indicate middleground voice-leading connections, and 

dotted lines to indicate correspondences in the harmonic schemes of the SWWs 

(especially in the contrasting middles). Each line symbolizes a branch of the evolutionary 

tree, connecting pieces that may be distant and contrasting but that still share significant 

                                                 
76 The layout of my diagram was loosely inspired by Seth Monahan’s figure of “Recompositional 

arteries and plot-types” in Mahler’s early and middle-period sonatas. See Monahan, Mahler's Symphonic 

Sonatas (New York: Oxford University Press, 2015), 31 (fig. 1.5). 

77 With the exception of the second, all phases are aligned with a specific PRH type. This phase is 

irregular since it includes examples of all three types. 



58 

 

 

 

tonal, harmonic, and/or thematic features. Therefore, the reader is encouraged to keep this 

diagram handy and refer to it in relation to my following discussion. 

Phase 1 (1829–1832): Initial Type 1 Phase 

Although every piece in this phase belongs to my Type 1 category, each 

exemplifies it uniquely. The structural diversity of these SWWs may be obscured by the 

apparent simplicity of the phase; however, their importance should not be 

underestimated. They will establish structural-harmonic models for the pieces that follow. 

The present description of this phase will serve to elucidate the long-term role of these 

models within the evolutionary process. 

Consider first op. 19b no. 2 in a, composed in 1830 (see Graph 3 in Appendix 

B).78 In this case, a major-dominant tonicization is reached at the end of the exposition 

(m. 29), which is immediately prolonged in the contrasting middle until the PRH in mm. 

37–39. The major quality of the dominant chord is contrasted with a Phrygian fifth-

progression (E–F♮–G♯–A–B, mm. 29–37) that rises from the dark—the inner-voice E in 

m. 29—and reaches the sunlit surface in the structural 2̂ (m. 37). At this point, the bright 

Type 1 PRH prepares the return of the recapitulation in m. 40, bringing the listener back 

to the depths of the a-minor tonic. This piece displays one of the most conventional 

middleground voice-leading schemes of the SWW: a modulating exposition followed by 

                                                 
78 The numbering of my graphs corresponds to the chronological order of composition of the 

SWWs, not to the order in which I present them in this chapter. 
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a dominant prolongation in the contrasting middle. As I will illustrate later, this scheme is 

compatible with all three PRH types, making it versatile and ripe for harmonic 

exploration. 

In op. 30 no. 2 in b♭ (1830, Graph 2), the exposition ends in the key of the 

mediant (m. 17), which adheres to the standard I–III tonal scheme in minor mode. The 

contrasting middle concludes with a root-position dominant that eventually articulates an 

interruption (mm. 27–34). Meanwhile, this dominant is preceded by a tonicization of the 

subdominant (mm. 19–22), which functions as a large-scale passing motion between the 

exposition’s III and the pre-recapitulatory V5
3
. The resulting I–III–(IV)–V♮ scheme 

represents a common tonal model of many SWWs: the normative tonic-dominant 

arpeggiation with a third divider.79  

This scheme is also found in op.19b no. 1 in E (1831), a piece well-known for 

being the “first” SWW, and for being subject to several contrasting analyses.80 As 

illustrated in Graph 4, the G-major tonicization in the contrasting middle (mm. 17–23) 

functions as a lowered mediant, a third divider that bridges the arpeggiation between the 

initial tonic and the pre-recapitulatory root-position dominant at the end of that section 

(mm. 24–28). Meanwhile, the B-major tonicization at the end of the exposition (m. 15) 

                                                 
79 One in four SWWs display this middleground tonal scheme. In my evolutionary diagram, I have 

indicated this model with straight red lines. 

80 Consider, for example, three very different analyses by Carl Schachter, Steven Rings, and 

Katelyn Horn. See Schachter, “Playing what the Composer Didn’t Write,” 58–59; Steven Rings, Tonality 

and Transformation (New York: Oxford University Press, 2011), 90–93; and Katelyn Horn, “Daydreaming 

at the Keyboard: Cyclical Mediant Drifts in Nine of Mendelssohn’s Lieder ohne Worte” (Masters thesis, 

University of Texas at Austin, 2010), 23–26. 
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works as a large-scale back-relating dominant. The Type 1 aspect of this piece is not 

problematic; nevertheless, a different interpretation of the middleground is possible. Carl 

Schachter, for example, hears the G-major chord in m. 21 as a 5 –♮6–  5

♯ –  ♮ –  ♯
 contrapuntal 

motion within a dominant chord. For him, therefore, the contrasting middle forms part of 

a dominant prolongation, connecting the exposition to the end of the recapitulation.81 

Although Schachter’s analysis is convincing, I have opted for the I–♮III–V–I model 

because of the prominence of the root-position G-major chord in mm. 17 and 23, and to 

adhere to a more normative tonal hearing. 

Op. 19b no. 3 in A (1832, Graph 5) exhibits an interesting relationship with the 

previous two pieces. The dominant tonicization at the end of the exposition (m. 28) is 

followed by a tonicization of the mediant (c♯) in the initial portion of the contrasting 

middle (mm. 29–45). Working as the PRH, the E-major chord in mm. 49–50 prepares the 

return of the tonic. As in Schachter’s analysis of op.19b no. 1, the mediant tonicization 

can be heard as part of a dominant prolongation. However, the absence of the chordal 

fifth and presence of a brief C♯ in the top voice make the PRH ambiguous, inviting the 

possibility of hearing it as a V5
3
 as well as a III in first inversion. Because of this 

ambiguity, the mediant in the contrasting middle does not arpeggiate upwards to a 

structural V5
3
; instead, it arpeggiates downward to the recapitulatory tonic. The resulting 

I–V–III–I tonal scheme represents a reversed version of the I–V–III–I model. Because of 

                                                 
81 I have included Schachter’s analysis in Appendix C, see Plate 1. 
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its descending motion, and to distinguish it from the normative third divider, I refer to it 

as a descending third divider.82 

Consider finally op. 19b no. 4 in A (1829, see Graph 1). Although chronologically 

the first SWW, it is paradoxically the least normative piece of the first phase. This work 

presents several characteristics that distinguish it from the rest of the Type 1 pieces. For 

example, the exposition does not begin with a root-position tonic. Instead, the short 

introduction “anticipates” the initial tonic and, by doing so, acquires a higher formal 

importance. Similarly, the fundamental line’s final descent to 1̂ (m. 26) coincides with 

the beginning of the coda. As in the introduction, this descent also presents a structural 

“delay” that heightens the coda’s formal importance. Both of these features are 

structurally significant, since they displace essential Schenkerian elements into usually-

subordinate formal sections. 

Furthermore, the emphatic dominant-tonicization within the contrasting middle 

(m. 17) is also unconventional. In a normative case, this dominant would be immediately 

activated by the addition of a chordal seventh. It would then serve as the PRH and lead to 

the recapitulation. In this case, however, the dominant PAC is followed by a section in 

tonic (mm. 17–21), which still forms part of the contrasting middle. The recapitulation 

does not begin until m. 21, where it is elided with a PAC in the tonic. Like the two 

features discussed above, I suggest that this phenomenon can also be heard as a 

                                                 
82 In my evolutionary diagram, I have connected the pieces that portray this technique with a blue 

line. 
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displacement—in this case, a displacement of the recapitulation, caused by the 

“insertion” of the A-major section. This case marks an important precedent for following 

pieces, since the dominant tonicization foreshadows a harmonic technique that will be 

found again—although highly modified—in later SWWs. 

Phase 2 (1833–1835): Exploratory Phase 

Phase 2 can be referred as the “exploratory phase” since it includes examples of 

my three PRH types, thus contrasting with the harmonic uniformity of the first phase. 

This phase features important harmonic techniques found frequently in the following 

phases. The most noteworthy of these techniques is the tonic/leading-tone complex, 

which is based on the ambiguity of the tonic chord with the dominant of the mediant in 6
4
 

position (V6
4
/iii)—as found frequently in cadential progressions in the mediant key. On 

the one hand, since both chords share 3̂ and 5̂, a pre-recapitulatory VII6
4
 has the potential 

to anticipate the recapitulation’s initial tonic (see Figure 3.3). On the other hand, since the 

bass of VII6
4
 is the home-key leading tone, this chord also has the potential to fulfill a 

dominant-substitutional role.83 

                                                 
83 The relationship between VII6

4
 and the tonic, as illustrated in Figure 3.3, is surprisingly similar 

to the leading-tone exchange (Leittonwechsel) transformation. Contemporary music theorists such as 

Richard Cohn and Brian Hyer refer to the leading-tone exchange as the operation that connects two triads 

that share two common tones and whose roots are a major third apart. However, my tonic/leading-tone 

complex might be more closely related to the concept of Leittonwechsel originally proposed by Hugo 

Riemann, since, in this case, the roots of these two chords are actually a leading tone (i.e., a Leitton) apart. 

See Richard Cohn, Audacious Euphony: Chromatic Harmony and the Triad's Second Nature 

(New York: Oxford University Press, 2012), 29; Brian Hyer, “Reimag(in)ing Riemann,” Journal of Music 

Theory 39, no. 1 (1995): 108; and Hugo Riemann, Skizze einer neuen Methode der Harmonielehre 
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Figure 3.3. Example of the tonic/leading-tone complex in C major. Scale degree 

comparison of VII6
4
 and the tonic chord, with a 6–5 bass motion. 

 

On a shallow structural level, this chord works as a local dominant of the mediant, 

substituting for the normative home-key dominant. In Daniel Harrison’s terms, this 

substitution is possible because the harmonic function of a chord results from its scale-

degree content. Since VII6
4
 is built over the dominant agent (7̂) and has the dominant base 

(5̂) in the upper voice, this chord has an unequivocally dominant function.84 In contrast, 

from a Schenkerian perspective, the resolution of this chord into the recapitulatory tonic 

can be understood as a large-scale 6–5 bass motion (see Figure 3.3). Thus, on a deep 

structural level, the tonic anticipation results from the chord’s potential to prolong the 

tonic Stufe.  

                                                 
(Leipzig: Breitkopf und Härtel, 1880). It is also relevant to add that Cohn’s and Hyer’s concepts are based 

on David Lewin’s revitalization of Riemann’s Wechsel transformations. See David Lewin, Generalized 

Musical Intervals and Transformations (New Haven, CT: Yale University Press, 1987), 175–192. 

84 See Daniel Harrison, Harmonic Function in Chromatic Music: A Renewed Dualist Theory and 

an Account of its Precedents (Chicago: The University of Chicago Press, 1994), 45–57. Although this 

chord also has the tonic agent (3̂), dominant function overrides tonic function because of the prominence of 

7̂ in the bass. 
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On one structural level, it is possible to hear the VII6
4
 chord as a tonic anticipation; 

on another, as a dominant substitute. However, the duality of VII6
4
 is not contingent on 

the chord’s harmonic function. The resolution of VII6
4
 in the recapitulation entails an 

important phenomenological implication, in which the listener experiences a 

retrospective reinterpretation of a contrapuntal technique, not of harmonic function. In 

other words, one expects to hear a cadential 6
4
 motion (6 − 5

4 − 3
) when the dominant of the 

mediant is introduced at the end of the contrasting middle. However, when this chord 

resolves in the tonic, one retrospectively reinterprets the cadential 6
4
 as a 6–5 contrapuntal 

motion. In both cases, the dominant harmonic function of VII6
4
 remains unaltered. 

The “premature” appearance of Type 3 pieces in this phase can be explained by 

the dual nature of the tonic/leading-tone complex. VII6
4
 evolves naturally from a 

combination of two factors: the tonicization of the mediant key in major-mode pieces and 

its resemblance to the tonic chord. In op. 30 no. 5 in D (1833), for example, the 

tonicization of the mediant within the contrasting middle (mm. 13–23) provides an ideal 

medium for this chord to emerge naturally (mm. 21–23). Similarly, its close relationship 

to the tonic allows Mendelssohn to use it as the PRH; thus, he resolves it, almost 

unchanged, to the tonic chord at the beginning of the recapitulation (m. 24). As a listener, 

one can experience this point in two contrasting ways. On the one hand, the appearance 

of this chord within a mediant-key context allows one to hear it as a dominant, enhancing 
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the leading-tone sonority of its bass. On the other, its deceptive resolution into the 

recapitulation allows one to hear it, retrospectively, as a tonic anticipation.85 

In the case of op. 53 no. 4 in F (1834), the contrasting middle begins with a 

prolonged statement of a dominant-seventh chord in the submediant key (mm. 10–14), 

which serves retrospectively as a substitute for the mediant-key tonicization. Instead of 

resolving to its local tonic, this chord leads to the dominant of the mediant in root 

position (m. 16). The tonic/leading-tone complex occurs in m. 17 when the VII♯5
♯
 is 

prolonged via a 6
4
 motion, turning it into a VII6

4
. At this point, this chord is expressing its 

potential for both contrasting aural experiences. On the one hand, on a deep structural 

level, its pitch content anticipates the tonic that will occur later in the recapitulation. On 

the other, the leading tone in its bass gives it a dominant potential, which is reinforced 

when the chord is transformed to V6
5
 in the home key (m. 17). Although I emphasize this 

chord’s dominant quality, the fact that it precedes the recapitulatory main theme allows 

one to hear it in dialogue with m. 1, where the main theme is preceded by a brief thematic 

introduction. 

In both opp. 30 no. 5 and 53 no. 4 (see Graphs 6 and 15), the VII6
4

 chords 

anticipate the appearance of the home-key tonic in the recapitulation, creating a tonic 

quality in a deep structural level. However, the dominant function of this chord can be 

                                                 
85 In his discussion of the “linking analysis,” Daniel Harrison mentions Strauss’s Deutsche 

Motette, op. 62, in which an E7 chord (V7-of-A) resolves in a tonic triad in F. Although this illustrates a 

case analogous to op. 30 no. 5, he disagrees with the deceptive nature of this resolution. See Harmonic 

Function in Chromatic Music, 134–138. 
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prioritized by giving it the same structural importance as the initial and recapitulatory 

tonics. Although this ambiguity endows VII6
4
 with great functional versatility, its 

construction is entirely diatonic, allowing it to alternate smoothly between tonic and 

mediant tonal settings.86 This feature might explain why these Type 3 pieces appeared so 

“prematurely” in this compositional phase, and also why Mendelssohn did not exploit the 

feature again until 1844, in op. 67 no. 6.87 

Another significant piece from his exploratory phase is op. 67 no. 3 in B♭ (1834). 

Its appearance in this phase is surprising, given the “anachronistic” use of a Type 3 PRH, 

and the absence of the tonic/leading-tone complex. In this case, the pre-recapitulatory 

VII♯5
♯
 comes from the dominant tonicization that occurred at the end of the exposition. As 

illustrated in Graph 8, the dominant PAC in m. 12 leads to a brief tonicization of the 

submediant (g) in m.16. At this point, the G in the bass is unfolded to a B♭ (m. 19) that 

supports a Ger6
5
 in the key of the mediant, preparing the arrival of VII♯5

♯
 (mm. 20–26). 

Here, the g-minor tonicization functions as a bridge between the previous V and the 

subsequent VII♯5
♯
, delineating a V–(VI)–VII♯5

♯
 large-scale progression supported by the F–

G–A third-progression in the bass.  

                                                 
86 In my evolutionary diagram I link these two pieces with a dashed red line to indicate a mediant 

tonicization in the contrasting middle followed by a back-relating dominant in the same key (i.e., a Type 3 

PRH). Red lines, in general, are intended to point out the connection with the normative third divider 

scheme, from which these other tonal schemes evolved. 

87 The tonic-leading tone complex is not found again until op. 67 no. 6 in E, in 1844. In my 

evolutionary diagram, I use a green line to indicate the link between pieces that exhibit this technique. 
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The way in which this Type 3 PRH is reached is surprisingly similar to the way in 

which the Type 1 PRH was approached in op. 30 no. 2 in b♭. The V–(VI)–VII♯5
♯
 

progression can be heard as a transposed version of the III–(IV)–V♮ middleground 

scheme of op. 30 no. 2. This similarity suggests a strong correspondence between the two 

pieces, and might also explain why Mendelssohn explored such a chromatic alternative, 

given the earliness of this phase. What is even more startling about the use of this tonal 

scheme is the fact that it foreshadows, in the exact same way, its appearance in op. 85 no. 

4 in D (1845), which also emphasizes the anachronistic chronological position of op. 67 

no. 3.88 The fact that op. 67 no. 3 contains such a chromatic PRH leads one to wonder 

why its publication occurred eleven years after its composition.89 Surprisingly, the 

publication date of the op. 67 set (1845) coincides with the time at which Mendelssohn 

had moved past composing pieces in Type 1 and was writing SWWs almost exclusively 

with Type 3 PRHs. One can speculate that the composer expected that op. 67 no. 3 would 

not suit the tonal schemes of the SWWs being published around 1834. At this time, 

Mendelssohn might have considered Type 3 PRHs as too chromatic to be combined with 

Type 1 pieces, probably because the evolutionary process was still in its early stages. 

                                                 
88 In my evolutionary diagram, I connect the pieces that exhibit a V-(VI)-VII♯5

♯
 progression by 

means of a dotted red line. Notice that I also use red to connect pieces with a normative third divider [III-

(IV)-V] and Type 3 pieces with a mediant tonicization within the contrasting middle. Red in these cases 

reflects their evolutionary connection. 

89 While op. 67 no. 3 was composed in 1834, the op. 67 set would not be published until 1845. See 

Table 4 in Appendix A. 
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The exploratory phase is also noteworthy because it introduces the Type 2 PRH. 

The first example of this technique is found in op. 30 no. 4 in b (1834), where a home-

key half-cadential progression within the contrasting middle (mm. 55–60) initially seems 

to articulate a Type 1 PRH. However, the next few measures prolong this dominant via a 

V4
2
-of-V chord, effectively turning it into a Type 2 PRH (see Graph 7). The subtlety with 

which this process occurs might be explained by the harmonic organization of the main 

theme, since, in both the exposition and recapitulation, this theme is introduced with a 

dominant-seventh chord in first inversion. Although, at the middleground level, V6
5
 does 

not override the importance of the structural tonic, a Type 2 PRH still serves as a better 

connection to recapitulation’s harmonic beginning. 

Op. 30 no. 4 is also atypical in a different way: it is the only SWW with an 

exposition that modulates to the submediant. Mendelssohn introduces this uncommon 

harmonic trajectory with a normative modulation to the dominant in m. 14, where a first-

inversion F♯-minor chord begins an expanded cadential progression. A prolonged C♯-

major chord (mm. 16–23) strongly suggests an impending modulation to f♯; however, in 

m. 24 this V-of-V resolves deceptively into its local submediant, a D-major chord that 

functions as a dominant of G. This key is eventually confirmed in m. 26 and prolonged 

until the end of the exposition. In the recapitulation this progression is transposed down a 

perfect fifth, resulting in a modulation to the Neapolitan key (C♮) in mm. 93–101. In 

order to bring the piece back into the correct tonal area, Mendelssohn introduces a new 

section—thematically based on the contrasting middle (mm. 102–129)—which 

eventually concludes in the home key. 
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Op. 38 no. 3 in E (1835) illustrates a more elaborate version of this last pre-

recapitulatory technique. In this case, the contrasting middle begins in the tonic and then 

moves to a structural root-position dominant in m. 40, which arises from an auxiliary 

cadence in B that began in m. 27 (see Graph 11). In a normative case, the tonicized B-

major chord in m. 40 would be detonicized by the addition of a chordal seventh. This 

chord would then serve as a Type 1 PRH, and lead immediately to the recapitulation. 

However, in mm. 46–52, Mendelssohn presents instead the main motive in the key of the 

supertonic (f♯). This theme, which can be interpreted as a false recapitulation, is 

presented over a C♯ dominant pedal in the bass. The section is eventually followed by a 

final statement of the home-key V6
5
 in m. 53, which serves as a Type 2 PRH. This pre-

recapitulatory V6
5
 elaborates on the root-position dominant that was tonicized in m. 40. 

Meanwhile, the f♯-minor section functions as a large-scale passing motion between these 

two dominants, connected via a large-scale voice exchange. 

Op. 53 no. 2 in E♭ (1835) presents an even more elaborate variation of the Type 2 

technique. In this case, the contrasting middle articulates a cadential progression that 

leads to a V6
4
 in the home-key (m. 45), which seems to be a Type 1 PRH (see Graph 12). 

At this point, one would expect to hear a 6 − 5
4 − 3

 resolution before the main theme returns. 

However, Mendelssohn modifies this resolution by moving the B♭ in the bass 

chromatically into an A♭ in m. 49, supporting a vii°4
3
 chord. This fully-diminished seventh 

chord works substitutes for the normative Type 2 PRH and eventually resolves into the 

first-inversion tonic chord at the beginning of the recapitulation (m. 50).  



70 

 

 

 

Although the exposition begins with a root-position tonic in m. 1, the main theme 

begins a measure later over a first-inversion tonic.90 Since the melody in m. 1 works as an 

upbeat to m. 2, one can think of m. 1 as a short thematic introduction to the exposition’s 

antecedent phrase. When Mendelssohn introduces again this melodic figure in the 

consequent phrase (m. 9), he harmonically elides it with the ending of the previous 

phrase, where a V4
2
 resolves into the I6 that supports the main theme (m. 10). This process 

foreshadows the harmonic substitution that will occur in m. 49, where the vii°4
3
 chord 

(analogous to the V4
2
 chord) is also thematically elided in a similar manner. 

The exploratory phase includes op. 30 no. 3 in E (1834), a normative Type 1 

piece, reminiscent of the compositional technique of the first phase. Its middleground 

harmonic scheme (see Graph 10) corresponds, almost verbatim, to the Type 1 scheme 

that I illustrated in Figure 3.1a. The harmonic stability of op. 30 no. 3 is in contrast to the 

compositional exploration evidenced in the other Type 1 pieces of this phase.91 The 

displaced PRH technique that I explained in chapter 2 is first presented here, exemplified 

by op. 30 no. 1 in E♭ (1834) and op. 85 no. 3 in E♭ (1835). The middleground harmonic 

scheme of op. 30 no. 1 is very similar to that of op. 19b no. 1: it has an exposition that 

                                                 
90 In Graph 12, I have illustrated this as a harmonic displacement between the primary tone and the 

structural bass. 

91 Although the Type 1 harmonic scheme of op. 30 no. 3 is, as I mentioned, highly normative, the 

form of the exposition is highly unusual. The section consists of two periods, sharing an identical 

consequent phrase but with different antecedents. In terms of Caplin’s theme-types, this exposition suggests 

a reverse version of the compound (i.e., sixteen-measure) period, in which the two large-scale phrases echo 

at their ending, not their beginning. In this respect, the antecedent is also in dialogue with the balanced 

binary form. See Caplin, Classical Form, 65–69. 
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modulates to the dominant, and a lowered third divider that connects the initial tonic with 

the Type 1 PRH (see Graph 9). This root-position dominant, however, is displaced into 

the recapitulation. As in the hypothetical model that I presented in Figure 2.2b, this PRH 

consists of a cadential 6
4
, simultaneously harmonizing the main theme and supporting the 

return of the primary tone.  

Similarly, the middleground scheme of op. 85 no. 3 is reminiscent of that of op. 

53 no. 4 in F. As I mentioned in earlier, the contrasting middle of op. 53 no. 4 begins with 

an unfulfilled tonicization of the submediant (d). The V-of-vi chord (III♯) that launches 

the section retrospectively functions as a substitution for the mediant. Analogously, the 

contrasting middle in op. 85 no. 3 suggests a tonicization of the submediant (c). A 

tonicized i6 chord in c (m. 21) begins an expanded cadential progression in that key (see 

Graph 14). By m. 23, a local dominant is reached and subsequently prolonged by means 

of its applied dominant. The dominant of c, however, never resolves; instead, it 

contrapuntally dissolves into a structural home-key pre-dominant in m. 27. This pre-

dominant works locally as a de facto PRH, leading to the displaced PRH in m. 28. I hear 

the i6 chord in m. 21 prolonging the tonic via a 5–6 motion, and the V-of-vi (III♮) in the 

contrasting middle as a substitute for the mediant, as in op. 53 no. 4. 

Finally, in op. 30 no. 6 in f♯ (1835) the contrasting middle begins in the tonic and, 

by means of rising parallel tenths, the mediant and the dominant are reached in mm. 26 

and 29, respectively (see Graph 13). At this point, the chord in m. 29 fulfils the role of a 

structural dominant, mediated by the third divider in m. 26. Although this dominant 
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represents a normative Type 1 PRH, the recapitulation (beginning in m. 33) introduces 

unusual thematic and harmonic alterations. On the one hand, a conspicuous right-hand 

trill “writes over” the initial melodic line of the main motive.92 On the other, the expected 

tonic harmony is replaced by a highly chromatic substitution: vii°7 of iv. This chord then 

resolves in the subdominant in m. 35, preparing the restatement of the structural 

dominant in m. 37 and its final resolution in the tonic in m. 39. Mendelssohn will not 

employ such a chromatic tonic substitution again until 1844, in op. 85 no. 1 in F. 

Compare my analysis of this piece with that of William Rothstein (see Plate 2, 

Appendix C). In his graph, Rothstein emphasizes the tonic-substitute quality of the vii°7-

of-iv chord, suggesting that the dominant in m. 29 is not structural.93 In contrast, I prefer 

to prioritize the pre-recapitulatory function of this chord by indicating instead a dominant 

prolongation until m. 37. I add this clarification because, for my purposes, the harmonic 

independence of the pre-recapitulatory dominant is essential.  

Phase 3 (1836–1839): Intermediary Type 2 Phase 

Phase 3, as its name suggests, consists exclusively of Type 2 pieces.94 Although 

phases 4 and 5 will bring back a few pieces with the Type 1 technique, Phase 3 is 

                                                 
92I use the term “writes over” in the sense employed by Hepokoski and Darcy. In this case, the 

main motive is expected but “written over,” meaning that it is “present only conceptually, as a tacit 

substratum of implication below the acoustic surface.” See Elements, 214. 

93 This can also be seen in his notation, since he uses a I♯ to label this chord. I prefer a slightly 

more literal ♯III7. 

94 Gondellied, U 136 in A (1837), is a noteworthy exception (see Table 3, Appendix A). This 

SWW was not published in any of the eight sets and, therefore, was excluded from this study. However, 
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particularly significant because it represents, on an evolutionary scale, the middle section 

of the chromatic spectrum (hence the term “intermediary”). In other words, the large-

scale chromatic tendency—i.e., the evolutionary motion from the early Type 1 pieces of 

Phase 1 to the late Type 3 pieces of Phase 6—is mediated by the Type 2 pieces of Phase 

3.  

Among the pieces of the third phase, op. 38 no. 6 in A♭ (1836) and op. 38 no. 4 in 

A (1836) are the most influenced by the Type 2 pieces of the second phase. Since I 

already discussed op. 38 no. 6 in chapter 2 (and illustrated in Graph 17), I will now center 

my commentary on op. 38 no. 4. Here, the beginning of the main theme is supported by a 

first-inversion tonic, given that the primary tone relates to a structural bass in the 

thematic introduction (see Graph 18).95 The contrasting middle begins with a conspicuous 

V5
3
, which is heard as an extension of the dominant key that was tonicized at the end of 

the exposition. This dominant is prolonged throughout the contrasting middle; however, 

in mm. 20–21 this chord transforms into a V6
5
 by means of a voice exchange, as in the 

model illustrated in Figure 3.1b. Echoing the exposition, the recapitulation also begins 

with a first-inversion tonic, supporting the primary tone. Because of this, the large scale-

                                                 

this piece features a unique PRH technique: a highly atypical V4
2
 of ♮VI (a C-major chord in third 

inversion) that resolves deceptively into the recapitulatory tonic (A). This unusual case can still be 

considered a variation of the Type 2 PRH, since G♮ and B♭ can work as chromatic substitutes for the G♯ 

and B♮ in the home-key dominant. 

95 Compare this harmonic feature with my Phase 2 discussion of op. 53 no. 2. 
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resolution of the Type 2 PRH is postponed until the reappearance of the structural root- 

position tonic in m. 23. 

Although op. 38 no. 2 in c (1836) is related to op. 38 no. 6, it has an important 

characteristic that distinguishes it from the pieces discussed previously: the contrasting 

middle and the recapitulation are repeated and recomposed. The first contrasting middle 

begins with a period in the mediant key (E♭), reaching a local root-position dominant in 

its consequent phrase (m. 22). This dominant is then contrapuntally transformed into a 

vii°7 in the local key, which in turn functions as a variant of the Type 2 PRH (see Graph 

16). Here, the recapitulation begins in the tonic, suggesting an enharmonic 

reinterpretation of the vii°7 in E♭, into a vii°6
5
 in c. The vii°6

5
 chord is understood as an 

extension of the V6
5
 PRH; however, its structural role does not extend to the 

middleground level, since it does not come from a root-position dominant and is not built 

over the home-key leading tone. For these reasons, the middleground harmonic scheme 

outlines a descending third divider (V♮–III–I), structurally relating this piece to op. 19b 

no. 3 in Phase 1. 

The second contrasting middle brings back the thematic material of the first, now 

transposed down a perfect fifth into the key of the submediant (A♭).96 Compared to the 

first contrasting middle, this section is not heavily recomposed; however, the 

transposition entails a significant modification of the middleground harmonic scheme. 

                                                 
96 This also suggest an interesting correspondence with op. 30 no. 4 in b, in which the last 

measures of recapitulation are transposed down a perfect fifth with respect to the exposition. 



75 

 

 

 

Although the vii°6
5
 PRH remains the same, in this section an enharmonic reinterpretation 

does not occur. Instead, this chord functions as a chromatic connector between the VII 

chord in m. 46 (working locally as V of III) and the recapitulatory tonic in m. 48. I 

emphasize VII because I hear it as part of a modal VI-VII-I middleground progression, 

avoiding a middleground augmented-second interval between VI and the leading tone. 

Op. 53 no. 3 in g (1839) illustrates a similar middleground harmonic organization 

(see Graph 21). In this case, a modulating exposition reaches a v:PAC in m. 32/60, 

followed by a tonicization of the mediant within the contrasting middle (m. 72). At this 

point, a I6 chord in B♭ begins an expanded cadential progression, reaching a local 

dominant in m. 80. This dominant serves as a de facto PRH, leading to a conceptual 

PRH: the displaced V6
5
 chord in m. 88. This chord supports the thematic beginning of the 

recapitulation, bringing back the tonic a measure later. From this we can deduce three 

significant harmonic characteristics: First, its displaced pre-recapitulatory V6
5
 makes it—

alongside op. 62 no. 1—one of the few examples that features a displaced Type 2 PRH. 

Second, its middleground scheme also corresponds to a descending third divider, making 

this piece a structural variation the harmonic scheme seen in op. 19b no. 3 and op. 38 no. 

2. And third, the conceptual PRH in m. 80 is a dominant of the mediant, suggesting a 

minor-mode correspondence with the Type 3 PRH technique. However, this V-of-III is 

built over the subtonic, not the leading tone, in opposition to the dominant-substitute 

attribute that characterizes the V-of-iii in major-mode Type 3 pieces. 
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The remaining three pieces of this phase—op. 38 no. 1 in E♭ (1836), op. 53 no. 1 

in A♭ (1839), and op. 67 no. 2 in f♯ (1839)—share important middleground 

characteristics and, thus, will be discussed jointly (compare Graphs 19, 20, and 22). For 

example, the harmonic scheme of these three pieces corresponds almost exactly with that 

of Figure 3.1.b, where V5
3
 becomes V6

5
 by means of a voice exchange between 2̂ and the 

leading tone. Additionally, each piece is subject to a mediant tonicization within the 

contrasting middle, working as third divider on a middleground level. For this reason, 

these pieces relate to (or, to be precise, evolve from) the harmonic scheme first found in 

op. 30 no. 2, later developed in opp. 19b no. 1, and 30 nos. 1 and 6. This scheme will not 

be found again until 1843 (Phase 5), when it will be used for both Type 1 and Type 2 

PRH techniques. 

Phase 4 (1841–1843): Displaced Type 1 Phase 

Phase 4 includes op. 62 no. 6 in A (1842), a clear example of the Type 2 trend that 

dominated the previous phase. This piece is harmonically analogous to earlier Type 2 

pieces—such as op. 38 nos. 3, 4, and 6—in which the pre-recapitulatory V6
5
 arises from a 

previously tonicized root-position dominant (see Graph 22). However, the fourth phase 

contains several Type 1 pieces. The ostensibly anomalous return to the pre-recapitulatory 

technique of the first phase is explained by the prominence of displaced Type 1 PRHs 

(hence the name of this phase), and also by the combination of other harmonically 

atypical musical characteristics. 
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One of these atypical characteristics can be found in op 53 no. 5 in a (1841) and 

op. 62 no. 4 in G (1843). These pieces have a few features in common: each has a non-

modulatory exposition, a contrasting middle that begins with a dominant chord, a 

harmonic interruption, and a non-displaced Type 1 PRH. However, both pieces are 

irregular in the way in which the dominant is prolonged throughout the contrasting 

middle. In op. 53 no. 5, a prominent PAC in the subtonic occurs within the contrasting 

middle (m. 27). This G-major chord prolongs the E-major dominant by means of three 

simultaneous features: 1) providing harmonic support for 2̂, 2) expanding the E-major 

chord via a chromatic bass arpeggiation (E–G♮–E), and 3) anticipating—in the fifth of the 

subtonic chord—the dominant’s chordal seventh (see Graph 23.a).97 After this 

tonicization, Mendelssohn turns the G-major chord into the dominant of C, in order to 

initiate a cadential progression in that key. In m. 30, the local dominant (V7 of C) 

resolves deceptively into an A-minor chord in first inversion. This chord brings back the 

home key, launching an expanded cadential progression that leads to the PRH a measure 

later (see Graph 23.b). 

A similar process occurs in op. 62 no. 4. The contrasting middle begins with a 

home-key dominant chord in m. 13. After two measures this chord is turned, via a 5–6 

motion, into a B-diminished chord, launching a cadential progression in the key of the 

                                                 
97 Schenker explains this procedure as follows: “Here . . . the bass is arpeggiated a third upward, 

and this third is lowered so as to avoid the diminished fifth. This procedure creates a major triad. When the 

chromatic tone has fulfilled its function for the prolongation of this major triad, it is revoked. In this way 

the forthcoming seventh first appears as the fifth of such a major triad.” Schenker, Free Composition, 91 

(fig.113.3a) 
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supertonic. At m. 21, the tonicized A-minor chord supports 2̂, which conceptually aligns 

with the dominant in m. 13 (see Graph 31). As in the previous example, the A-minor 

tonic in m. 21 is followed by a brief tonicization of C (m. 18). Working as a large-scale 

predominant, this chord then leads to the PRH in m. 20. As in op. 53 no. 5, this example 

illustrates how a normative Type 1 dominant can be prolonged by means of an atypical 

tonicization within the contrasting middle. 

This phase also includes an example of a Type 3 piece: op. 85 no. 6 in B♭ (1841). 

As in the second phase—which included three Type 3 examples—this piece can be 

interpreted as “premature,” foreshadowing the harmonic trend of the last phase. However, 

the middleground harmonic scheme is surprisingly analogous to that of op. 53 no. 5. In 

op. 85 no. 6 (see Graph. 27), the tonic that concludes the non-modulatory exposition is 

quickly followed by an arpeggiation to the mediant (d) in the contrasting middle (m. 22). 

Barely three measures later, this tonal movement is followed by a prominent tonicization 

of the leading tone (A). By m. 33, the mediant key is reestablished, and a local cadential 

progression is triggered. The contrasting middle concludes with a cadential 6
4
 in the 

mediant (m. 39), that resolves into its local tonic in m. 40. 

As in op. 53 no. 5—which prolonged the dominant in the contrasting middle by 

means of a D-A-D progression—op. 85 no. 6 prolongs the mediant via a d-A-d 

progression, in which the leading tone (VII♯5
♯
) functions as a local V-of-iii. The last 

cadence in the mediant (m. 40) coincides with the thematic beginning of the 

recapitulation. At this point, the recapitulatory main theme begins over a mediant 
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harmonization, causing a tonal ambiguity that is eventually resolved in m. 44 when the 

home key is reestablished. This tonic-mediant duality also foreshadows an important 

Type 3 feature that will be observed again in Phase 6. Additionally, unlike the Type 3 

examples discussed in Phase 2, the VII♯5
♯
 in this piece does not function as a structural 

dominant substitute. Since this chord is surrounded by two strong mediant tonicizations, I 

choose to prioritize the mediant over the leading tone at a deep middleground level. 

In my discussion of op. 67 no. 3 in E♭ (1834) in Phase 2, I speculated as to why 

Mendelssohn decided to postpone the publication of this piece until 1845. At this point, I 

cannot help but extend this assumption further. Phase 4 includes four pieces—opp. 85 no. 

6, and 102 nos. 1, 4, and 6—not published during Mendelssohn’s lifetime. They were 

composed during the time at which the op. 53 set was published (see Table 4), which, as 

mentioned in my discussion of Phases 2 and 3, consists mostly of normative Type 2 

pieces. Mendelssohn might not have considered these four pieces suitable for publication 

alongside other, more conservative SWWs. The chromatic nature of the Type 3 PRH in 

op. 85 no. 6, and the unstable displaced Type 1 PRHs in op. 102 nos. 1, 4, and 6, might 

have contributed to this decision. The fact that these pieces were later published 

alongside other SWWs with similar PRH features is also noteworthy. 

As in op. 38 no. 2 (Phase 3), in op. 53 no. 6 in A (1841) the contrasting middle 

and recapitulation are repeated and recomposed. In spite of being formally and thematic 

analogous, the two contrasting middles display significant differences in their harmonic 

treatment and middleground organization. The first begins in m. 19 with an antecedent 
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phrase, reaching a half cadence in the tonic in m. 26 (see Graph 24). This phrase is 

followed, in m. 27, by a modulatory consequent phrase, which eventually articulates a 

cadential progression in the dominant. However, tonal confirmation in this key does not 

occur, since the cadential 6
4

 in m. 33 “resolves” into the home-key dominant in first 

inversion (m. 34). One can see, retrospectively, how this contrasting middle functions as 

a large-scale prolongation of the Type 2 PRH, and also how this dominant is retained into 

the thematic beginning of the recapitulation, displacing the return to the tonic for two 

measures. 

In spite of being heavily recomposed, the second contrasting middle is analogous 

to the first. The section begins in m. 51 with an antecedent phrase, using the same 

motivic material as before but now transposed into the key of the submediant (f♯). The 

following phrase—also a modulating consequent—begins in m. 59 and eventually 

restates a cadential progression similar to the first contrasting middle. This progression—

now in the key of the mediant (c♯)—reaches a cadential 6
4

 that surprisingly “resolves” (or, 

to be specific, fails to resolve) in a home-key V6
5
. At this point, Mendelssohn first 

presents a Type 3 PRH (the V-of-iii in m. 65) but, in the next measure, replaces it by a 

Type 2. I hear this as an instance of harmonic experimentation, in which the mediant 

tonicization in this contrasting middle naturally called for a Type 3 PRH. However, 
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Mendelssohn possibly included the Type 2 PRH to harmonically mirror the first 

contrasting middle, and to provide a fluid transition into the recapitulation.98 

Four pieces in this phase—opp. 62 no. 5, and 102 nos. 1, 4, and 6—illustrate the 

reason for naming this the “displaced Type 1 phase.” However, each piece realizes this 

technique in a slightly different way. For example, in op. 102 no. 4 in g (1841) a G-minor 

tonic harmonizes a short thematic introduction (mm. 1–2). This harmony, however, 

moves to a V7-of-VII chord in the beginning of the exposition (m. 3), initiating a 

descending-fifth sequence (see Graph 26). This chord supports the primary tone, aligning 

retrospectively to the G-minor chord of the introduction.99 At the end of the contrasting 

middle (mm. 19–22), the V of VII reappears, now in first inversion and working as a de 

facto PRH. This chord stretches into the recapitulation, supporting the reappearance of 

the primary tone in m. 22. Surprisingly, V6
5
 of VII works both as a PRH and as a 

substitute for the recapitulatory tonic, creating a highly unusual situation in which the 

primary tone and its upper neighbor are both supported by the same chord.100 Because of 

the harmonic instability of V6
5
 of VII, the primary tone aligns prospectively toward a VI 

chord in m. 24, effectively displacing the structural dominant until m. 29. 

                                                 
98 In my evolutionary diagram I have illustrated this instance by placing the second contrasting 

middle (2x: 53/6) close to the Type 3 section, but still within Type 2 boundaries. 

99 As I mentioned previously, the displacement between the structural bass and the primary tone 

can also be found in opp. 38 no. 4 and 53 no. 2. 

100 Although this seems counterintuitive, the root of this chord (C) can work as a neighbor for the 

chordal seventh (B♭). This is possible because the B♭ has more structural weight that the C, given its status 

as the primary tone. Carl Schachter’s middleground graph (Plate 3, Appendix C) seems to agree with my 

interpretation. 
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Op. 102 no. 1 in e (1842) and op. 102 no. 6 in C (1842) both illustrate cases of 

PRH displacement, as found previously in op. 30 no. 1 and op. 85 no. 3 (Phase 2). In 

these cases, a pre-dominant chord functions as a de facto PRH that leads into a V6
4
 chord, 

working as a conceptual PRH and substituting for the recapitulatory tonic. On the one 

hand, op. 102 no. 6 (Graph 30) exemplifies an almost verbatim version of the procedure 

illustrated in Figure 2.2b, using instead a Ger6
5
 chord as the de facto PRH (mm. 14 and 

24). On the other, the contrasting middle of op. 102 no. 1 (Graph 29) is mostly built over 

a dominant pedal, prolonging the minor dominant that was tonicized at the end of the 

exposition. In m. 17, the dominant is activated and later followed by a brief tonicization 

of the subdominant (m. 18). On a local level, this IV chord works as a pre-dominant that 

prepares the arrival of V6
4
 in m. 19; however, on a middleground level, this chord 

prolongs the dominant, connecting the minor-dominant tonicization in m. 11 and the 

subsequent V6
4
 in m. 19. 

Op. 62 no. 5 in a (1841) presents an intriguing instance of the dominant-

displacement technique. Here, the recapitulation is preceded by an applied leading-tone 

seventh chord: vii°7 of V. This chord works as a de facto PRH, and resolves into a 

conceptual pre-recapitulatory V6
4
 in m. 31 (see Graph 25).101 The ♯4̂ in this D♯°7 chord 

works as the secondary leading tone of V6
4
; both chords, however, also contain 1̂ and 3̂ (A 

and C). Since these scale degrees correspond, respectively, to Harrison’s tonic base and 

                                                 
101 Notice the correspondence with op. 102 nos. 1 and 6, in which the recapitulation also begins 

with a V6
4
 substituting for the tonic. 
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tonic agent, one can think of this resolution as a modified variation of the tonic/leading-

tone complex. However, this case is more problematic than other tonic/leading-tone 

complex examples because neither the vii°7 of V nor the V6
4
 fulfil a tonic harmonic 

function, in spite of expressing a tonic quality. From a Schenkerian perspective, vii°7 of 

V connects a structural pre-dominant (the Neapolitan chord in m. 28) and a structural 

dominant in m. 31, making this piece a large-scale elaboration of the I–♭II6–V–I 

harmonic progression.  

Finally, the somber funeral march, op. 62 no. 3 in e (1843), also exhibits an 

intriguing return to the earliest pre-recapitulatory techniques. The Type 1 PRH of this 

piece is unequivocal. A root-position dominant is emphatically established from the 

beginning of the contrasting middle (m. 21) and is then prolonged via its upper neighbor 

(VI) until the end of the section (m. 32). A chordal seventh, added in the last three 

measures of the contrasting middle, bridges the post-interruption motion back to the 

recapitulatory tonic in m. 33 (see Graph 32). The normative use of the Type 1 technique 

contrasts with the highly unusual plagal cadences in the exposition and the recapitulation. 

In these cases (mm. 12, 20, and 44), the final tonic is not preceded by a dominant chord, 

but instead by a viiº4
3
 chord. The 4̂–1̂ bass motion into the tonic suggest a plagal 

resolution; however, the leading tone D♯ in the upper voice (i.e., Harrison’s dominant 

agent) also gives this chord a strong dominant quality.102 The functional duality of viiº4
3
—

                                                 
102 See Harrison in Harmonic Function in Chromatic Music, 43–72. 
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combined with the historically conditioned pathos of the plagal resolution—represents a 

deviation from the normative Type 1 pieces of the first phase. 

Phase 5 (1843–1844): Combinatory, Third-Divider Phase 

Phase 5 is somewhat analogous to Phase 2, given that both contain instances of 

each of the PRH types. However, Phase 5 is not exploratory per se, since it does not 

introduce new middleground harmonic techniques. Instead, this phase exploits new 

combinations of techniques—hence the term “combinatory”—already found in previous 

phases. My following discussion will be centered on how these combinations are 

structured, emphasizing the SWWs that worked as the original sources for these 

harmonic techniques.103 As its name implies, the middleground third divider is also an 

essential characteristic of this phase, given that all of its pieces display this harmonic 

scheme in some way. Although this is not a particularly unusual technique, it is important 

to point out that none of the pieces of the previous phase exhibited a third divider. 

In op. 67 no. 2 in B♭ (1843), for example, a tonicization of the mediant occurs 

within the contrasting middle (m. 25, Graph 34). Mendelssohn then turns the mediant 

chord, via a 5–6 contrapuntal motion, into a first-inversion tonic chord (m. 28). This 

chord is then followed by an applied dominant, V7 of V, functioning as a de facto PRH 

that displaces the conceptual Type 1 PRH in to the recapitulation. Op 62 no. 2, therefore, 

                                                 
103 In my evolutionary diagram, I illustrate harmonic correspondences and combinations using 

dotted purple lines. 
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illustrates the displaced Type 1 PRH technique that dominated the previous phase, but 

including a middleground third divider. Similarly, op. 67 no. 5 in b (1844) presents the 

third divider in a minor setting (see Graph 36). In this case, the contrasting middle begins 

with a sudden tonicization of the mediant (m. 14). Unlike op. 62 no. 2, however, 

Mendelssohn uses this chord to begin an ascending-fifth sequence that eventually leads to 

a non-displaced Type 1 PRH in m. 22. This technique mirrors the descending-fifth 

sequence seen previously in op. 102 no. 4. 

In op. 85 no. 1 in F (1844), the third divider is found at the end of the exposition, 

coinciding with a modulation to the mediant key in m. 17 (see Graph 39). The 

tonicization of the subdominant in m. 22, and the following motion to a root-position 

dominant in m. 25, result in a III–IV–V harmonic scheme that looks back to that of op. 30 

no. 2. In this case, however, the V5
3
 in m. 25 becomes a V4

2
 in m. 29, before moving into 

the recapitulation. At this point, the V4
2
 works as Type 2 PRH and resolves into a vii°6

5
 of 

ii (♯I  6
♭5

) in m. 30. Here, one can see the combination of two important harmonic 

substitutions: 1) a V4
2
 PRH for a V6

5
, and 2) a vii°6

5
 of ii for a first-inversion tonic. The 

latter of these two substitutions relates this piece to op. 30 no. 6, in which the 

recapitulatory tonic was also substituted for a secondary leading tone seventh chord.104 

                                                 
104 In his analysis (see Plate 8, Appendix C), Allen Cadwallader indicates this tonic-substitution 

(m. 30) as a structural tonic on the middleground level. However, due to its harmonic instability and strong 

resolution tendency, I hear it as part of dominant prolongation, connecting the dominant chords in mm. 29 

and 31. 



86 

 

 

 

Op. 67 no. 1 in E♭ (1843) reintroduces a variation of the Type 2 PRH that was 

previously presented in opp. 53 no. 2 and 38 no. 2: viiº7 substituting for V6
5
. In op. 67 no. 

1, a tonicization of the lowered mediant in the contrasting middle (m. 18) is followed by a 

root-position dominant (m. 19). At this point (see Graph 33), one expects to hear this 

dominant as a normative Type 1 PRH; however, the B♭ in the bass ascends chromatically, 

reaching a D in m. 22 that supports a pre-recapitulatory viiº7 chord. These two harmonic 

techniques—the lowered third divider and viiº7 as a Type 2 substitute—are not new, since 

they were already exploited in Phase 3. However, the combination of these techniques 

makes op. 67 no. 1 harmonically and structurally original. 

Op. 67 no. 4 in C (1843), brings back a formal feature seen previously in op. 53 

no. 6, in which two versions of the contrasting middle introduce the PRH in a slightly 

different way (see Graph 35). The first contrasting middle concludes with a Type 1 PRH 

(mm. 25–29), prolonging the dominant that was tonicized in the exposition (m. 10). 

Although thematically analogous to the first contrasting middle, the second is transposed 

into the key of the submediant—as in op. 38 no. 2 (Phase 3)—prolonging a V-of-vi chord 

throughout most of the section (mm. 41–60). This V of vi functions as a chromatic 

mediant (III♯) at the middleground level—as seen in opp. 85 no. 3 and 53 no. 4 (Phase 

2)—and is followed by a Type 1 PRH in mm. 63–64.105 At this point, the piece exhibits 

                                                 
105 Although technically not present, an imaginary G in the bass in mm. 63–64 implies a root-

position dominant (and a Type 1 PRH). In his analysis (see Plate 4, Appendix C), Felix-Eberhard von Cube 

also implies an imaginary G in m. 64. 
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two contrasting harmonic schemes, given that the first section lacks the chromatic third 

divider that is present in the second. 

Besides sharing the same key (although in different mode), op. 62 no. 1 in G 

(1844) and op. 53 no. 3 in g (1839) can be considered a harmonic “twins.” These pieces 

display the combination of two important features: 1) a displacement of the Type 2 PRH, 

and 2) a main theme that begins with a dominant chord (see Graph 37).106 In op. 62 no. 1, 

the main theme in the exposition begins with a V6
5
 chord, delaying the initial tonic until 

m. 3. This seemingly insignificant harmonic feature entails important harmonic 

repercussions in the recapitulation. Since a dominant chord is already present in the first 

two measures of the main theme, it would seem harmonically redundant to end the 

contrasting middle with the same chord. Mendelssohn, therefore, concludes the 

contrasting middle with the prolongation of the subdominant chord (mm. 18–22) via a 5–

6 motion, a contrapuntal technique found prominently within the contrasting middle. This 

subdominant works as a de facto PRH, displacing the conceptual Type 2 PRH in mm. 

22–23.  

The displaced V6
5
 PRH, due to its harmonic instability, foregoes the role of 

structural dominant to the cadential 6
4
 in m. 33. Because of this, the tonicized mediant 

chord in m. 10 is relegated to a lower structural position, taking part of a long tonic 

                                                 
106 In his analysis (see Plate 5, Appendix C), Allen Cadwallader indicates how the reappearance of 

the main theme in the subdominant within the contrasting middle (mm. 17–19) can be interpreted as a 

“false reprise.” In this sense, this piece is also related to op. 38 no. 3 in E, in which a similar false 

recapitulation is found in the key of the supertonic. 
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prolongation. Unlike other pieces of Phase 5, op. 62 no. 1 does not display the third 

divider technique at a deep-middleground level.107 However, when one listens to the 

modulation to the mediant at the end of the exposition, one still experiences it as a third 

divider (at least momentarily), even though this expectation is not ultimately fulfilled. 

Since the third-divider quality is still present at a shallower structural level, I still find 

appropriate to group this piece alongside the other pieces of this phase. 

Op. 67 no. 6 in E (1844) is probably the most intriguing piece in this phase, since 

it foreshadows the PRH technique that will be prevalent in the following phase. This 

piece reintroduces and combines two important harmonic features of the Type 3 pieces 

already discussed in Phases 2 and 3. I refer to 1) the tonic/leading-tone complex—already 

seen in opp. 30 no. 5 and 53 no. 4—and 2) the last-minute substitution of a Type 3 PRH 

for a Type 2—as seen in op. 53 no. 6..Although, strictly speaking, this last-minute 

substitution makes this a Type 2 piece, its similarity with a Type 3 is clear108. In this case, 

the contrasting middle cadentially confirms the mediant key in m. 37, following an 

exposition that modulated to the dominant in m. 27 (see Graph 38). The mediant tonic 

initiates a credential progression that reaches a local cadential 6
4
 in m. 50, followed by six 

measures of standing on the dominant. At this point, the tonic/leading-tone complex 

                                                 
107 Carl Schachter agrees with this interpretation (see Plate 6, Appendix C). He hears the mediant 

chord in the contrasting middle as part of an embedded phrase model, not as a middleground third divider. 

108 As in op. 53 no. 6, in my evolutionary diagram I place op. 67 no. 6 close to the Type 3 section 

but still within Type 2 boundaries. 
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could occur, but Mendelssohn replaces this V6
4
 of iii for a home-key V6

5
 in m. 57, just 

before the return of the main theme in the recapitulation. 

In this piece, the possibility for a tonic/leading-tone complex entails significant 

phenomenological implications, given that the first appearance of the home-key cadential 

6
4
 in m. 50 suggests two possible aural experiences. One the one hand, the immediate 

expectation is for this cadential 6
4
 to move to a 5

3
 position, and eventually resolve to its 

local tonic. On the other, the tonic/leading-tone complex introduces another potential 

hearing, as a deceptive resolution into the recapitulatory tonic—as in op. 30 no. 5. 

However, as in 53 no. 4, the appearance of the V6
5
 chord in m. 57 alters this experience, 

by further elaborating the middleground dominant function of the V6
4
-of-iii.109 

Phase 6 (1845): Final Type 3 Phase 

The exclusively Type 3 quality of Phase 6 embodies the culmination of 

Mendelssohn’s chromatic evolution. This phase presents a combination of harmonic 

schemes already discussed in previous pieces; however, the phase also introduces 

additional chromatic alterations. These alterations push the boundaries of the Type 3 

technique, implying the possibility for future, even more chromatic PRH types. The 

                                                 
109 In his analysis (see Plate 7, Appendix C), Heinrich Schenker instead prioritizes the G-minor 

chord in the contrasting middle over the V6
4
-of-iii in m. 50–56. For him, therefore, the resulting 

middleground harmonic scheme corresponds to a descending third divider. 
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following discussion will center on explaining how the pieces of this phase are 

harmonically unique, while exposing their relationship to the pieces of previous phases. 

Beneath the surface, op. 85 no. 4 in D (1845) shares important middleground 

features with op. 67 no. 3. In both cases, the Type 3 PRH is approached via a V–VI–VII♯5
♯
 

middleground progression (see Graph 40). As I mentioned previously, this progression is 

a chromatically transposed version of the III–IV–V progression, originally found in op. 

30 no. 2 but also found frequently in other SWWs. In op. 85 no. 4, the progression begins 

with a dominant tonicization at the end of the exposition (m. 11) and is mediated by a 

submediant tonicization that occurs within the contrasting middle (m. 14). The Type 3 

dominant is eventually reached in m. 19, before resolving into its local tonic in m. 20 

This Type 3 chord emerges as a deep-middleground arpeggiation of the dominant 

in the exposition. At this structural level, the chord in m. 19 functions as a dominant 

substitute that resolves in the tonic chord in m. 21, reestablished by the V4
3
 chord in m. 

20. Since the recapitulatory mediant is on a lower hierarchical level than the VII♯5
♯
 chord 

that precedes it, the G♯ in m. 19 does not resolve to the A in m. 20. Instead, it works as a 

chromatic passing tone between the primary tone 5̂ and the structural 4̂. The A in m. 20, 

therefore, works as a lower-level neighbor of the previous G♯, resolving in the following 

G♮. 

The tonic/leading-tone complex is found again in op. 85 no. 5 in A (1845), but 

now it is presented in a new and unique way. After a modulating exposition, the 

beginning of the contrasting middle brings back the tonic in m. 13, before introducing the 
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third divider—by means of a mediant tonicization—in m. 17 (see Graph 41). This 

mediant chord launches a cadential progression in the local key, reaching a V5
3
 of iii in m. 

20. This dominant of the mediant works as a Type 3 PRH, substituting for the home-key 

root-position dominant, and preparing the return of the recapitulation in m. 21. However, 

the V-of-iii chord does not resolve in the recapitulation; instead, the recapitulatory main 

theme is brought back over a VII6
4
 chord, that is, a dominant of the mediant in 6

4
 position. 

At this point, the dual nature of the tonic/leading-tone complex is still present, but 

thematically reversed. In this case, the VII6
4
 substitutes for the recapitulatory tonic, while 

retaining its dominant function. The home-key leading tone that supports the main theme 

preserves its strong resolution tendency, creating a functional conflict between the 

dominant quality of VII6
4
, and the normative tonic quality of the recapitulation. In my 

analysis, I prioritize a dominant-functional interpretation, in which the VII6
4
 prolongs the 

pre-recapitulatory VII♯5
♯
, extending this function into the home-key V7 chord that follows 

in m. 22. At a middleground level, VII♯5
♯
 still works as a structural dominant-substitute 

chord, functioning as a deep-level lower neighbor for the tonic. 

As in opp. 67 no. 4 and 53 no. 6, the contrasting middle and recapitulation of op. 

102 no. 2 in D (1845) are repeated and recomposed. Here, however, this process endows 

op. 102 no. 2 with a unique characteristic: it portrays both a Type 1 and a Type 3 PRH. 

The first contrasting middle begins in m. 8 and concludes with a Type 1 PRH in m. 12, 

followed by the recapitulation that concludes with a PAC in the home-key in m. 16. At 

this point Mendelssohn introduces the second contrasting middle. Normally, one would 
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expect to hear it as an exact repetition of the previous B section. However, the root-

position dominant that concluded the first contrasting middle in m. 12 is now replaced by 

a dominant of the mediant in m. 20. 

In Graph 42, I illustrate how the first two sections of the piece present a harmonic 

scheme very similar to that of Figure 3.1a. As in this figure, the Type 1 chord of op. 102 

no. 2 comes from the previous mediant (a third divider) and articulates a harmonic 

interruption. However, the second contrasting middle presents instead a Type 3 PRH (m. 

20). This resulting harmonic scheme is closely related to that of Figure 3.1c, where the 

Type 3 chord emerges from a mediant tonicization. However, in this piece—as in op 85 

nos. 5 and 6—VII♯5
♯
 resolves into its local tonic, causing a tonic-mediant ambiguity at the 

beginning of the recapitulation (m. 20).110 At the end of the coda (m. 28), Mendelssohn 

uses ♯2̂ and ♯4̂ to prolong the last tonic chord. In a way, this looks back to the Type 3 

PRH, recalling that climatic moment. 

A unique and surprisingly ambiguous case of the tonic/leading-tone complex is 

also found in op. 102 no. 5 in A (1845) After a modulatory exposition, the contrasting 

middle brings back the tonic in m. 22 (see Graph 43). This A-major chord leads to a 

submediant chord in m. 27, which functions as a subdominant in the key the mediant 

(c♯). This key is confirmed by m. 32, a further prolonged for five more measures. 

However, in mm. 37–38 the bass C♯ leaps down to the leading tone G♯. The bass then 

                                                 
110 In his analysis (see Plate 9, Appendix C), William Rothstein indicates a middleground 

arpeggiation from the mediant chord in m. 17 to the dominant in m. 21, in accordance with a third-divider 

harmonic scheme. However, since I emphasize the role of VII♯5
♯

 as a structural dominant-substitute, I hear a 

dominant prolongation from the V of iii in m. 20 to the root-position dominant in m. 22. 
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oscillates between a G♯ and an A, while supporting an E (3̂) in the upper voice. 

Simultaneously, an inner voice also oscillates between a B♯ and a C♯, obscuring the 

harmonic identity of this chord. 

The harmonic indeterminacy of the chord in mm. 37–38 is caused by two factors. 

On the one hand, the local tonal context leads one to interpret this chord as a V6
4
 in the 

mediant key. On the other, the consistent emphasis on A in the bass, and C♯ in the inner 

voice, can also lead one to hear this as an A-major chord, that is, the home-key tonic. 

Although a traditional Schenkerian hearing of this passage would prioritize the tonic 

chord over the V6
4
 of iii, I hear this as an example of the tonic/leading-tone complex, in 

which the VII6
4
 plays the role of a middleground dominant-substitute. 

Finally, the last SWW, op. 102 no. 3 in C (1845), illustrates a combination of the 

tonic/leading-tone complex and modal mixture. In this case, the contrasting middle 

begins with the statement of an E-major chord, interpreted locally as a V of vi (see Graph 

44). After a tonicization of the submediant (m. 15), a B-major chord follows, working 

locally as V of iii (m. 17). Here, a mediant-key standing on the dominant begins, in which 

this chord is contrapuntally transformed, by m. 31, into an E-major chord in second 

inversion. At this point, this chord work both as a middleground dominant-substitute and 

as the Type 3 PRH, preceding the return of the main theme in tonic (m. 32). 

I interpret the chord in m. 31 as the dominant 6
4

 of the major mediant, that is, V6
4
 of 

III (VII♯6
4

). This small chromatic alteration has two important implications in the broad 

understanding of the piece. On the one hand, since this chord tonicizes the major 
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mediant, one could hear the V-of-vi chord at the beginning of the contrasting middle, 

retrospectively, as a local tonic. In this respect, the entire contrasting middle would be in 

the local key of E, and the A-minor chord in m. 15 would function a minor subdominant 

in that key, not as a secondary tonic. On the other, the resolution of VII♯6
4

 into the 

recapitulatory tonic creates a conflict of harmonic tendencies. The local leading tone 

(G♯), for example, is left unresolved: its upward tendency is reversed, since it moves 

downward to a G♮ (the fifth of the C-major tonic). This opens the possibility of hearing 

this G♯ as an upper neighbor to 5̂, that is, as an enharmonic A♭. 
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CLOSING REMARKS 

Probably few musical works of so high a grade of quality as Mendelssohn’s 

Songs without Words, depending for their effect so little upon a facile and superficial 

appeal, so much upon traits of real artistic excellence, have been so widely popular. 

Daniel Gregory Mason, 1906111 

Mendelssohn’s Songs without Words exhibit a seemingly random profusion of 

pre-recapitulatory harmonic options. However, from my research one can conclude that 

these harmonic alternatives can be understood as a part of an organic process, in which 

the pieces of this corpus are connected by a process of progressive chromatic 

transformation. Additionally, an evolutionary approach reveals the presence of clearly 

established compositional trends, and enable us to draw meaningful connections from an 

apparent musical chaos. 

The process of chromatic evolution has other far-reaching implications, since it 

allows the analyst—and, by extension, the listener—to discover those musical 

characteristics representative of each compositional phase. In this respect, my research 

posits the existence of a Mendelssohnian harmonic praxis, in which unconventional 

musical features—the Type 3 PRH, the tonic/leading-tone complex, and the PRH 

                                                 
111 Felix Mendelssohn, Songs without Words: An Analytic Edition, ed. Percy Goetschius, intro. 

Daniel Gregory Mason (Boston: Oliver Ditson, 1906), introduction. 
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displacement, for example—form part of Mendelssohn’s unique musical idiom. But this 

topic merits its own future study.  
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APPENDIX A 

TABLES 

Table 1. Pre-recapitulatory harmonic options in Felix Mendelssohn’s Songs without 

Words, opp. 19b, 30, 38, 53, 62, 67, 85, and 102, organized chronologically by MWV 

number. 

Year Op. 
MWV 

Number112 

Type 1: 

Root-pos. V 

Type 2: 

Inverted V 

(and variants) 

Type 3: 

VII
♯𝟓
♯

 (V𝟓
𝟑
/iii) 

1829 19b no. 4 U 73 V5
3
   

1830 

30 no. 2 U 77 V5
3
   

19b no. 6 U 78 Binary Form 

19b no. 2 U 80 V5
3
   

1831 19b no. 1 U 86 V5
3
   

1832 
19b no. 3 U 89 V5

3
   

19b no. 5 U 90 Type 2 Sonata Form113 

1833 30 no. 5 U 97   V6
4
/iii 

1834 

30 no. 4 U 98  V5
3
 → V6

5
  

85 no. 2 U 101 Binary Form 

67 no. 3 U 102   V5
3
/iii 

30 no. 1 U 103 iv│V6
4

  
114   

                                                 
112 Ralph Wehner, ed., Felix Mendelssohn-Bartholdy: Thematisch-systematisches Verzeichnis der 

musikalischen Werke (MWV) (Wiesbaden: Breitkopf & Härtel, 2009), 287–359. The letter “U” indicates the 

pieces for piano solo (two hands). 

113 This Sonata-Theory type should not be confused with my pre-recapitulatory harmonic types. 

See James Hepokoski and Warren Darcy, Elements of Sonata Theory: Norms, Types, and Deformations in 

the Late-Eighteenth-Century Sonata (New York: Oxford University Press, 2006). On the type 2 sonata, see 

pp. 353–387. 

114 The vertical line (│) refers to the boundary between the contrasting middle and the 

recapitulation. The chord on the left side of this symbol corresponds to the actual PRH, while the one on 
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30 no. 3 U 104 V5
3
   

1835 

38 no. 3 U 107  V5
3
 → V6

5
  

53 no. 2 U 109  V6
4
 → viiº4

3
  

30 no. 6 U 110 V5
3
   

85 no. 3 U 111 ii│V6
4
   

53 no. 4 U 114   V6
4
/iii 

1836 

38 no. 2 U 115  
1x: V6

5
 → viiº6

5
 

2x: V6
5
 → viiº6

5
 

 

38 no. 6 U 119  V5
3
 → V6

5
  

38 no. 4 U 120  V5
3
 → V6

5
  

38 no. 1 U 121  V5
3
 → V6  

1837 38 no. 5 U 137 Expanded Type 1 Sonata Form115 

1839 

53 no. 1 U 143  V5
3
 → V6

5
  

53 no. 3 U 144  III│V6
5
  

67 no. 2 U 145  V5
3
 → V6

5
  

1841 

53 no. 5 U 153 
1x: V5

3
 

2x: V5
3
 

  

53 no. 6 U 154  
1x: V5

3
/V→ V6

5
 

2x: V5
3
/iii→ V6

5
 

 

62 no. 5 U 151 viiº7/V│V6
4
   

102 no. 4 U 152 V6
5
/VII│V6

5
/VII   

85 no. 6 U 155   V5
3
/iii 

                                                 
the right corresponds to the conceptual, but displaced, PRH. See section 2.d, “Displaced Pre-recapitulatory 

Dominants,” in chapter 2 of the present document. 

115 See Hepokoski and Darcy, Elements, 343–352. 
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1842 

62 no. 6 U 161  V5
3
 → V6

5
  

102 no. 1 U 162 iv│V6
4
   

102 no. 6 U 172 Ger6
5
│V6

4
   

1843 

62 no. 4 U 175 V5
3
   

62 no. 3 U 177 V5
3
   

67 no. 1 U 180  V5
3
 → viiº7  

62 no. 2 U 181 V7/V│V7   

67 no. 4 U 182 
1x: V5

3
 

2x: V/vi (→ V5
3
) 

  

1844 

67 no. 5 U 184 V5
3
   

62 no. 1 U 185  ii│V6
5
  

67 no. 6 U 188  V5
3
/iii→ V6

5
  

85 no. 1 U 189  V5
3
 → V6

5
  

1845 

85 no. 4 U 190   V5
3
/iii 

85 no. 5 U 191   V5
3
/iii 

102 no. 2 U 192 1x: V5
3
  2x: V5

3
/iii 

102 no. 5 U 194   V6
♯
 /iii 

102 no. 3 U 195   V5
3
/iii 
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Table 2. Form and modulation in the expositions of Felix Mendelssohn’s Songs without 

Words, opp. 19b, 30, 38, 53, 62, 67, 85, and 102. 

Op. No. Key Form116 Modulation 

19b 

1 E Period with exp. consequent Mod. to V (B) 

2 a Period with exp. consequent Mod. to V♯ (E) 

3 A Hybrid: c.b.i. + cont. Mod. to V (E) 

4 A Hybrid: c.b.i. + cadential Non-modulatory (I:PAC) 

5 F  Type 2 Sonata Form 

6 g Binary Form 

30 

1 E♭ Period with exp. consequent Mod. to V (B♭) 

2 b♭ Period with exp. consequent Mod. to III (D♭) 

3 E Hybrid: ant. + cont. Non-modulatory (I:PAC) 

4 b Period with exp. consequent 

Deceptive mod. to V (f♯), replaced 

by a mod. to VI (G) 

5 D Sentence Mod. to V (A) 

6 f♯ Period with exp. consequent Non-modulatory (i:PAC) 

                                                 
116 For the purposes of this thesis, I analyze the expositions of the SWWs according to William 

Caplin’s theme types. See Caplin, Classical Form. 
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38 

1 E♭ Period with exp. consequent Mod. to V (B♭) 

2 c Period Non-modulatory (i:HC) 

3 E Period with exp. consequent Non-modulatory (I:PAC) 

4 A 

Compound Period (Ant = 

Hybrid, c.b.i. + cont.) 

Mod. to V (E) 

5 a Expanded Type 1 Sonata Form 

6 A♭ Period 

1x: Non-modulatory (I:PAC) 

2x: Mod. to V (E♭) 

53 

1 A♭ Period Non-modulatory (I:PAC) 

2 E♭ Period with exp. consequent Non-modulatory (I:PAC) 

3 g Period with exp. consequent Mod. to v (d) 

4 F Period. Non-modulatory (I:PAC) 

5 a Period with exp. consequent Non-modulatory (i:PAC) 

6 A Period Non-modulatory (I:PAC) 

62 

1 G Period with exp. consequent Mod. to iii (b) 

2 B♭ Period with exp. consequent Non-modulatory (I:PAC) 
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3 e Period Non-modulatory (plagal)117 

4 G Period Non-modulatory (I:PAC) 

5 a Period Non-modulatory (i:PAC) 

6 A Period Non-modulatory (I:PAC) 

67 

1 E♭ Period with exp. consequent Non-modulatory (I:PAC) 

2 f♯ Period with exp. consequent Non-modulatory (i:PAC) 

3 B♭ Period with exp. consequent Mod. to V (F) 

4 C Period Mod. to V (G) 

5 b Period Non-modulatory (i:PAC) 

6 E Period with exp. consequent Mod. to V (B) 

85 

1 F Period Mod. to iii (a). 

2 a Small Binary 

3 E♭ Period with exp. consequent Mod. to V (B♭) 

4 D Period with exp. consequent Mod. to V (A) 

                                                 
117 In this cadence, the last tonic chord is not preceded by a dominant chord, but instead by a viiº4

3
 

chord. Since this progression follows a 4̂–1̂ bass motion, I hear this resolution as a plagal cadence, 

following the harmonic principles proposed by Daniel Harrison in Harmonic Function in Chromatic Music, 

43–72. 
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5 A Period Mod. to V (E) 

6 B♭ Hybrid: ant.+cont. Non-modulatory (I:PAC) 

102 

1 e Period Mod. to v (b) 

2 D Period Mod. to in iii (f♯) 

3 C Period Non-modulatory (I:PAC) 

4 g Hybrid: c.b.i.+cont. Non-modulatory (i:PAC) 

5 A Period with exp. consequent Mod. to V (E) 

6 C Hybrid: c.b.i.+cont.  Mod. to V (G) 
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Table 3. Felix Mendelssohn’s Songs without Words not included in opp. 19b, 30, 38, 53, 

62, 67, 85, or 102. 

Year Key 

MWV 

Number 

Notes 

1828 E♭ U 68 Written for the 23rd birthday of Mendelssohn’s sister Fanny. 

1836 f♯ U 124 

In 1844, Mendelssohn turned this SWW into Herbstlied op. 

63 no. 4 (MWV J 11), a song for vocal duet with piano 

accompaniment. 

1837 A U 136 

Titled Lied auf einer Gondel in Mendelssohn’s manuscript. 

Published in 1841 as Gondellied. Sometimes also labeled 

WoO 10. 

1841 F U 150 

Titled Ein Lied ohne Worte in Mendelssohn’s manuscript. An 

identical reproduction of the Lied für Doris Loewe (MWV U 

149), composed in July 1840. 

1843 D U 176 

Fragment. Titled Lied in Mendelssohn’s manuscript. 

Mendelssohn later used the thematic introduction of this piece 

in the SWW U 178. 

1843 D U 178 

Titled Lied in Mendelssohn’s manuscript. The composer took 

the thematic introduction from the SWW in D, U 176. 

1844 d118 U 187 

Untitled in Mendelssohn’s first three manuscripts but titled 

Reiterlied in the fourth. 

                                                 
118 The first few measures of this piece introduce a G-minor chord followed by a D-minor chord, 

suggesting either a iv–i progression in d or a i–v progression in g. This tonal ambiguity has led some 
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1845 

or 

1847 

D Q 34 

Written in large ternary form. Composed for cello and piano. 

Four undated manuscripts exist, the second of which is titled 

Romance sans Paroles and is dedicated to the cellist Lisa 

Barbier Critiani. In 1868 it was published in Leipzig as Lied 

ohne Worte, op.109. 

  

                                                 
recording labels to incorrectly classify this piece in the key of g. See, for example, Felix Mendelssohn, 

Mendelssohn Songs without Words, performed by Lívia Rév, Hyperion CDD22020, CD, 1997. 
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Table 4. Date of composition and publication, and publishers of Felix Mendelssohn’s 

eight sets of Songs without Words, opp. 19b, 30, 38, 53, 62, 67, 85, and 102.119 

Set 
Date of 

Composition 

Date of 

Publication 
Publishers 

19b 1829-1832 

1832 London: J. A. Novello. 

1833 Bonn: N. Simrock. Paris: M. Schlesinger. 

30 
1830, 1833-

1835 
1835 

Bonn: N. Simrock. London: Mori & Lavenu. 

Paris: M. Schlesinger. 

38 1835-1837 1837 
Bonn: N. Simrock. London: J. A. Novello. 

Paris: M. Schlesinger. 

53 
1835, 1839, 

1841 
1841 

Bonn: N. Simrock. London: J.J. Ewer & Co. 

Paris: H. Lemoine. 

62 1841-1844 1844 

Bonn: N. Simrock. London: J.J. Ewer & Co. 

Lyon: Benacci & Peschier. Paris: Alexandre 

Grus. Milan: F. Lucca. 

67 
1834, 1839, 

1843, 1844 
1845 

Bonn: N. Simrock. London: J.J. Ewer & Co. 

Paris: M. Schlesinger. Milan: J. Ricordi. 

85 
1834, 1841, 

1844, 1845 
1850-1851 Bonn, London, Paris, Milan. 

102 
1841, 1842, 

1845 
1867-1868 Bonn, London, Paris, Milan, Brussels. 

                                                 
119 See Wehner, ed., Felix Mendelssohn-Bartholdy: Thematisch-systematisches Verzeichnis, 470–

489. 
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APPENDIX B 

GRAPHS 

Graph 1. Op. 19b no. 4 in A (1829) 
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Graph 2. Op. 30 no. 2 in b♭ (1830) 

 

Graph 3. Op. 19b no. 2 in a (1830) 
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Graph 4. Op. 19b no. 1 in E (1831) 

 

Graph 5. Op. 19b no. 3 in A (1832) 
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Graph 6. Op. 30 no. 5 in D (1833) 
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Graph 7. Op. 30 no. 4 in b (1834) 

 

Graph 8. Op. 67 no. 3 in B♭ (1834) 
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Graph 9. Op. 30 no. 1 in E♭ (1834) 

 

Graph 10. Op. 30 no. 3 in E (1834) 
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Graph 11. Op. 38 no. 3 in E (1835) 
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Graph 12. Op. 53 no. 2 in E♭ (1835) 
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Graph 13. Op. 30 no. 6 in f♯ (1835) 

 

Graph 14. Op. 85 no. 3 in E♭ (1835) 

 

Graph 15. Op. 53 no. 4 in F (1835) 
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Graph 16. Op. 38 no. 2 in c (1836) 
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Graph 17. Op. 38 no. 6 in A♭ (1836) 
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Graph 18. Op. 38 no. 4 in A (1836) 
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Graph 19. Op. 38 no. 1 in E♭ (1836) 
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Graph 20. Op. 53 no. 1 in A♭ (1839) 
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Graph 21. Op. 53 no. 3 in g (1839) 
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Graph 22. Op. 67 no. 2 in f♯ (1839) 
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Graph 23. Op. 53 no. 5 in a (1841) 
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Graph 24. Op. 53 no. 6 in A (1841) 
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Graph 25. Op. 62 no. 5 in a (1841) 

Graph 26. Op. 102 no. 4 in g (1841) 
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Graph 27. Op. 85 no. 6 in B♭ (1841) 

 

Graph 28. Op. 62 no. 6 in A (1842) 
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Graph 29. Op. 102 no. 1 in e (1842) 
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Graph 30. Op. 102 no. 6 in C (1842) 

 

Graph 31. Op. 62 no. 4 in G (1843) 
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Graph 32. Op. 62 no. 3 in e (1843) 
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Graph 33. Op. 67 no. 1 in E♭ (1843) 
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Graph 34. Op. 62 no. 2 in B♭ (1843) 

 

  



137 

 

 

 

Graph 35. Op. 67 no. 4 in C (1843) 

 

Graph 36. Op. 67 no. 5 in b (1844) 
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Graph 37. Op. 62 no. 1 in G (1844) 
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Graph 38. Op. 67 no. 6 in E (1844) 
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Graph 39. Op. 85 no. 1 in F (1844) 
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Graph 40. Op. 85 no. 4 in D (1845) 

 

Graph 41. Op. 85 no. 5 in A (1845) 
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Graph 42. Op. 102 no. 2 in D (1845) 
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Graph 43. Op. 102 no. 5 in A (1845) 

 

Graph 44. Op. 102 no. 3 in C (1845) 
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APPENDIX C 

PLATES 

Plate 1. Carl Schachter’s analysis of op. 19b no. 1 in E120 

 

  

                                                 
120 Schachter, “Playing what the Composer Didn’t Write,” 58. 
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Plate 2. William Rothstein’s analysis of op. 30 no. 6 in f♯121 

 

Plate 3. Carl Schachter’s analysis of op. 102 no. 4 in g122 

 

                                                 
121 Rothstein, Phrase Rhythm in Tonal Music, 196. 

122 Schachter, “Rhythm and Linear Analysis,” 54. 



146 

 

 

 

Plate 4. Felix-Eberhard von Cube’s analysis of op. 67 no. 4 in C123 

 

Plate 5. Allen Cadwallader’s analysis of op. 62 no. 1 in G124 

 

                                                 
123 Felix-Eberhard von Cube, The Book of the Musical Artwork: An Interpretation of the Musical 

Theories of Heinrich Schenker, trans. David Neumeyer, George R. Boyd, and Scott Harris (Lewinston, NY: 

The Edwin Mellen Press, 1988), 332. 

124 Cadwallader, “Form and Tonal Process,” 8. 
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Plate 6. Carl Schachter’s analysis of op. 62 no. 1 in G125 

 

Plate 7. Heinrich Schenker’s analysis of op. 67 no. 6 in E126 

 

  

                                                 
125 Schachter, “The Triad as Place and Action,” 154. 

126 Schenker, Der Tonwille, Vol. 2, 150. 
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Plate 8. Allen Cadwallader’s analysis of op. 85 no. 1 in F127 

 

  

                                                 
127 Cadwallader, “Form and Tonal Process,” 10–13. 
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Plate 9. William Rothstein’s analysis of op. 102 no. 2 in D128 

 

  

                                                 
128 Rothstein, Phrase Rhythm in Tonal Music, 207. 
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APPENDIX D 

EVOLUTIONARY DIAGRAM 

Legend 
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Legend — Continued 
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