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ABSTRACT 
 
 

Form in Stravinsky’s music continues to be a topic of great interest and varied 
approaches, including blocks, stratification, juxtaposition, and displacement. This document 
provides another approach based heavily on the models proposed by William E. Caplin in his 
Classical Form: A Theory of Formal Functions for the Instrumental Music of Haydn, Mozart 
and Beethoven. The study focuses on three piano works from Stravinsky’s early Neoclassical 
period. The document begins with a review of how other analysts have approached form in 
Stravinsky’s music, followed by on overview of how Caplin’s theory has been applied to works 
by other composers. Next, since Caplin relies heavily on cadential harmonic progressions of the 
common-practice period, I propose alternative parameters to define relative conclusions in 
music, such as motive, rhythm, and counterpoint. Armed with these new cadential constructs, 
called endings, I identify constituent Caplinian functions (presentations, antecedents, 
continuations, etc.) which can then be used to construct theme-types, which in turn function as 
constituent types for larger forms. I also categorize several loosening agents that Stravinsky uses 
to deviate from normal, balanced theme-types. The final chapter summarizes the research, 
applies the theory to other works by Stravinsky and other composers, and proposes topics for 
future analysis. 
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CHAPTER 1 

BACKGROUND 

 

Form in Stravinsky continues to be a topic of great debate among analysts of his music. 

In the absence of common practice tonality (CPT),1 work on form in Stravinsky’s music has 

necessarily led to the development of alternative methods of formal classification. In an analysis 

of the Symphonies of Wind Instruments (1920), for example, Jonathan Kramer presents the idea 

of “moment form” in which “the music consists of a succession of self-contained sections that do 

not relate to each other in any functionally implicative manner.”2 Pieter van den Toorn describes 

Stravinsky’s use of “abrupt block juxtaposition” in Petrushka (1911) to distinguish between 

segments, usually discernable by changes in pitch collection between octatonicism and 

diatonicism.3 Edward T. Cone uses the terms “stratification,” “interlock,” and “synthesis” to 

delineate Stravinsky’s formal structures in Symphonies of Wind Instruments, the Sérénade en la, 

and the Symphony of Psalms (1930).4 In Cone’s approach, tessitura, dynamics, mode, and 

orchestration help distinguish between strata in these works. Each stratum is presented in 

fragments and suspended when another stratum interrupts. Fragmentation and interruption create 

                                                           

1 For purposes of this document, “common practice tonality” refers to the tonal system 
utilized by composers of the eighteenth and nineteenth centuries, featuring tonic, dominant, and 
predominant tertiary structures and progressions. 

2 Jonathan D. Kramer, “Moment Form in Twentieth Century Music,” The Musical 
Quarterly 64, no. 2 (1978): 179. 

3 Pieter C. van den Toorn, The Music of Igor Stravinsky (New Haven: Yale University 
Press, 1983), 63. The first movement of Stravinsky’s Sonate also juxtaposes thematic material 
from the octatonic collection against chromatic passages. In Chapter 3, I propose a more 
continuous flow between segments in the Sonate than those cited by van den Toorn in Petrushka. 

4 Edward T. Cone, “Stravinsky: The Progress of a Method,” in Perspectives of New 
Music, ed. Benjamin Boretz and Edward T. Cone (New York: Norton, 1972), 157. 
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a sense of tension, a desire for completion that Cone refers to as interlocking. Using techniques 

of reduction, transformation, assimilation, and converging contours, strata are unified, or 

“synthesized,” at the end.  

While the work of these and other authors makes major strides in understanding form in 

some of Stravinsky’s most disjunct compositions, it falls short when applied to many of his 

Neoclassical pieces, where an emphasis on formal constructs borrowed from the Baroque and 

Classical periods is often in play.  Indeed, several analysts refer to tonal forms to capture 

allusions to more continuous formal types. Joseph Straus, for example, describes Stravinsky’s 

clear use of sonata form in the Octet (1923), Symphony in C (1940), and Sonata for Two Pianos 

(1943).5 Straus designates the “polarity of contrasting harmonic areas as the essential form-

generating element.”6 This ties in with Stravinsky’s own consideration of diatonic tonality: 

It is no less indispensable to obey…the eternal necessity of affirming the axis of our music 
and to recognize the existence of certain poles of attraction. Diatonic tonality is only one 
means of orienting music toward these poles. The function of tonality is completely 
subordinated to the force of attraction of the pole of sonority.7 
 

As Stravinsky makes clear here, his notion of polar axes corresponds to and can stand in for the 

dominant and tonic axis of CPT. In other significant work, Gretchen Horlacher expands van den 

Toorn’s pitch-oriented ideas about “blocks” with one that “relates various forms of motivic 

                                                           

5 Joseph Straus, “Sonata Form in Stravinsky,” in Stravinsky Retrospectives, ed. by Ethan 
Haimo and Paul Johnson (Lincoln, NE: University of Nebraska Press, 1987), 142–143. Straus 
describes the sonata form as containing an “exposition with two theme areas, a development, and 
a recapitulation.”  Stravinsky reverses the order of first and second themes in the recapitulation 
in the Octet and Sonata for Two Pianos, a technique occasionally found in CPT works. 

6 Joseph Straus, Remaking the Past: Musical Modernism and the Influence of the Tonal 
Tradition (Cambridge, MA: Harvard University Press, 1990), 96. 

7 Igor Stravinsky, Poetics of Music: In the Form of Six Lessons (Cambridge, MA: 
Harvard University Press: 1947), 35. 



13 
 

manipulation and superimposition to the formal functions of the succeeding blocks.”8 

Christopher F. Hasty describes phrase formation in non-tonal music as the unification of 

constituent parts, citing examples in the first of Anton Webern’s Six Bagatelles for String 

Quartet (1913) and Stravinsky’s Variations (1964).9 

While recognizing affinities between Stravinsky’s neoclassic formal practice and 

standard tonal forms marks a significant step, there is much more work to be done in this area.  

This is especially true considering the recent strides made regarding formal functions in tonal 

music, the very repertoire on which Stravinsky was commenting.  Most notable is the work of 

William E. Caplin, whose theory expands on the Formenlehre of Arnold Schoenberg and Erwin 

Ratz with respect to the instrumental music of Haydn, Mozart, and Beethoven.10 Caplin breaks 

down the whole-movement formal approach into constituent parts, based on a temporal 

beginning–middle–end paradigm: “Central to our experience of time in general is our ability to 

perceive that something is beginning, that we are in the middle of something, and that something 

has ended.”11 

While Caplin’s work focuses on music of the Viennese school, others have expanded his 

ideas to instrumental and vocal works by other composers. Matthew BaileyShea discusses the 

drama and rhetoric of the sentence in the post-Lohengrin operas of Richard Wagner, clarifying 

                                                           

8 Gretchen Grace Horlacher, Building Blocks: Repetition and Continuity in the Music of 
Stravinsky (New York: Oxford University Press, 2011), 157. 

9 Christopher F. Hasty, “Phrase Formation in Post-Tonal Music,” Journal of Music 
Theory 28, no. 2 (1984), 179. 

10 William E. Caplin, Classical Form: A Theory of Formal Functions for the Instrumental 
Music of Haydn, Mozart and Beethoven (New York: Oxford University Press, 1998), 111. 

11 William E. Caplin, “What are Formal Functions?”, in William E. Caplin, James 
Hepokoski, and James Webster Musical Form, Forms, & Formenlehre: Three Methodological 
Reflections, ed. Pieter Bergé (Leuven University Press: 2009), 23. 
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“the relationship between the sentence and other more traditional Wagnerian formal paradigms, 

including model–sequence technique and Barform.”12 Avo Somer pinpoints the use of formal 

functions in Debussy’s early instrumental works and late chamber sonatas, citing his sentential 

repetition of “phrases or short, one- or two-measure motives.”13 Deborah Rifkin shows how 

chromaticism in twentieth-century pieces delineates formal segments (especially in works by 

Prokofiev and Poulenc).14 In his approach to formal analysis of his own serial music, René 

Leibowitz analyzes row statements (or partial statements) in terms of Caplinian basic ideas, 

referring to them as the modèle (in the sentence) and the proposition (in the period).15 

Somer uses a Schoenbergian formal approach to Debussy’s music, citing “melodically 

parallel phrase pairs” as an approximation of the Viennese parallel period.16 His definition of 

parallel phrase pairs includes a redefinition of cadence, as I will do in this dissertation. 

Debussy’s modal and chromatic harmony occasionally ends a phrase with a new type of cadence 

which Somer characterizes as “divergent”:  

  

                                                           

12 Matthew BaileyShea, “The Wagnerian ‘Satz’: The Rhetoric of the Sentence in 
Wagner’s Post-‘Lohengrin’ Operas” (PhD diss., Yale University, 2003), [abstract page 1]. 

13 Avo Somer, “Musical Syntax in the Sonatas of Debussy: Phrase Structure and Formal 
Function,” Music Theory Spectrum 27, no. 1 (2005): 70. 

14 Deborah Rifkin, “Making it Modern: Chromaticism and Phrase Structure in Twentieth-
Century Tonal Music,” Theory and Practice 31 (2006): 133. 

15 Cristoph Neidhöfer and Peter Schubert, “Form and Serial Function in Leibowitz’s 
Trois poèms de Pierre Reverdy,” in Formal Functions in Perspective: Essays on Musical Form 
from Haydn to Adorno, ed. Steven Vande Moortele, Julie Pedneault-Deslauriers, and Nathan 
John Martin (Rochester, NY: University of Rochester Press, 2015), 378. 

16 Somer, “Musical Syntax in the Sonatas of Debussy,” 74. 
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…a caesura or brief pause at any one of the secondary diatonic or chromatic scale 
degrees, often at a dissonant sonority. Such articulations usually do not provide a fully 
‘cadential’ sense of tonic closure, except when occasionally a consonant triad is reached 
through a sudden ‘tonicization’; but they are nevertheless highly significant in marking 
syntactical divisions.”17  
 

Somer applies the parallel phrase pair to an analysis of the Interlude from Debussy’s Sonata for 

Flute, Viola, and Harp18 shown in Figure 1.1 (a score reduction of the original material appears 

in Figure 1.2). In this example, the antecedent and consequent phrases are cadentially 

ambiguous, although Somer refers to the A≤ ninth chord in m. 13 (denoted by an asterisk in 

Figure 1.2) as a divergent cadence. While this excerpt may also be viewed as a small ternary 

form, Somer cites evidence for the period theme-type in the “rhythmically neutralized variant of 

the opening motive of the antecedent.”19 

 The efforts of these and other authors lay the groundwork for an extended exploration of 

formal functions in Stravinsky’s neoclassic music, which is the focus of this dissertation. It 

presents a method for identifying formal function in Stravinsky’s music where traditional 

harmonic progressions of the common-practice are unclear, relying instead upon other elements 

of musical composition. The method provides temporal justification for beginning–middle–end 

paradigms, from small formal functions (presentation, continuation, antecedent, etc.) to theme-

types (sentence, period, small ternary), to full-movement types, including constituent and 

loosening functions (basic and contrasting ideas, interpolations, extensions, etc.).  To limit the 

scope, the dissertation draws primarily from three piano compositions from the early 1920s: the  

                                                           

17 Ibid. 

18 Ibid., 79–80. 

19 Ibid., 79. 
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Figure 1.1. Somer’s reduction of Debussy’s Sonata for Flute, Viola, and Harp. 

 

 

 

Figure 1.2. Surface of Debussy excerpt from preceding figure (score reduction). 

  



17 
 

Figure 1.3. Cone’s analysis of the “Hymne” from Stravinsky’s Sérénade en La. 
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Concerto for Piano and Wind Instruments (1923/24), the Sonate (1924), and the Sérénade en la 

(1925).  Taken together, these three pieces provide ample opportunity to examine formal 

function in Stravinsky. This dissertation scrutinizes elements from these works that combine to 

form Stravinskian theme-types20 analogous to those found in music of the high Classical period. 

Finally, the document categorizes the resulting formal functions Stravinsky used to produce 

compositional continuity. 

 The dissertation is organized in six chapters.  After this introduction and background 

information comprising Chapter 1, Chapter 2 then identifies some of Stravinsky’s strategies for 

creating endings. These endings supplant the traditional cadences found in CPT works and 

provide the foundational structure for identifying phrases. Chapter 3 then describes Stravinskian 

theme-types, such as sentences, periods, hybrids, and small ternaries. These correspond to the 

tight-knit theme-types Caplin uses to construct main themes. In Chapter 4, the focus shifts to 

loosening agents which alter the normative structure of tight-knit themes. These include 

primarily interpolations and extensions which appear in secondary, interior, and transitional 

thematic material. Having explored theme-types with their constituent functions in the previous 

chapters, Chapter 5 then lays out how these elements combine to form each of the ten 

movements comprising the three pieces covered in this dissertation.  Full-movement forms 

include sonata, rondo, binary, and ternary, with the latter predominating.  Finally, Chapter 6 

takes a step back and assesses some of the parallels between Stravinsky’s formal functions and 

those found in CPT music. It also applies the theory to works by other composers and lists areas 

for future investigation and analysis. 

 
                                                           

20 Theme-types in this dissertation include sentences, periods, hybrids, and small ternary 
forms. 
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CHAPTER 2 

ENDINGS 

 

 Theorists have traditionally struggled to define the exact nature of the cadential function. 

In tonal music, standard harmonic progressions combine with rhythmic formulae to produce a 

sense of repose, customarily referred to as a cadence. Other theorists added melodic 

considerations to the cadence. According to Schoenberg: “In order to exercise the function of a 

cadence, the melody must assume certain characteristics, producing a special cadence contour, 

which usually contrasts with what precedes it.”1 Heinrich Schenker’s fundamental descent 

(Urlinie) supports Schoenberg’s claims at a deeper level.2 Caplin compares cadential function to 

cadential arrival and cadential progression, defining the former as “the time span leading up to 

[the cadential arrival] … because it creates the requisite conditions for thematic closure by 

means of specific harmonic, melodic, and phrase-structural devices.”3  

With respect to Stravinsky, the largest challenge to formal extensions of Caplin’s theory 

involves the vague sense of harmonic progression in his works. Caplin’s system “emphasizes the 

role of harmonic progression as a determinant of form.”4 Stravinsky’s music often suggests a 

tonal center by pitch class repetition on metrically strong beats instead of using the traditional 

harmonic progression of the high Classical period. Stravinsky’s Concerto, Sonate, and Sérénade 

                                                           

1 Arnold Schoenberg, Fundamentals of Musical Composition, ed. Gerald Strang and 
Leonard Stein (London: Faber & Faber, 1967), 29. 

2 Heinrich Schenker, Der freie Satz, trans. and ed. Ernst Oster (New York: Longman Inc., 
1979), 19. 

3 William E. Caplin, Classical Form: A Theory of Formal Functions for the Instrumental 
Music of Haydn, Mozart and Beethoven (New York: Oxford University Press, 1998),43. 

4 Ibid., 4. 
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tend to be what Arthur Berger calls “tonally centric,”5 but often blur the harmonic cadential 

formulae found in CPT music. While some of Stravinsky’s cadences suggest a dominant–tonic 

resolution, most primarily depend on other factors, such as contour, motive, and rhythm. The 

study of formal units in Stravinsky’s music requires a broader definition of what constitutes 

phrase and cadence. The analyses that follow borrow from the following suggested definitions by 

Ann Blombach: 

A phrase is a coherent and cohesive, though not necessarily complete, segment of music 
that is perceived as a single significant unit of musical structure. The phrase is the next 
higher, consistently structurally significant level of organization above the motive (the 
smallest identifiable unit of musical structure). [Notes: 1) Any musical element or 
combination of elements may contribute to our perception of a musical phrase (e.g., 
melody, rhythm, harmony, timbre); 2) Compositional devices such as repetition, 
variation, and contrast of musical ideas may help to establish the beginning or end of a 
phrase; 3) It may sometimes be useful to consider a phrase as comprised of two or more 
subphrases, or phrase components, but the subphrase does not constitute a consistently 
structurally significant level of organization.] 
 
A cadence is any musical element or combination of musical elements, including silence, 
that indicates relative relaxation or relative conclusion in music. (“Conclusion” is 
intended in the sense of “destination of ideas,” as opposed to merely stopping with no 
indication of finality or direction.)6 

 

While CPT stresses harmonic progression as a cadential indicator, such as dominant–to–tonic, 

Stravinsky frequently provides a sense of phrasal conclusion using melodic contour. The 

appearance of contrary motion in outer voices, for example, often signals a relative conclusion 

(although it may not always be perceived as establishing relative relaxation!). His phrases exhibit 

several of Blombach’s devices (e.g., using repetition to inaugurate a phrase), akin to 

compositional techniques found in CPT works.   
                                                           

5 Arthur Berger, “Problems of Pitch Organization in Stravinsky,” Perspectives of New 
Music 2, no. 1 (1963), 11. 

6 Ann Blombach, “Phrase and Cadence: A Study of Terminology and Definition,” The 
Journal of Music Theory Pedagogy 1, no. 2 (1987), 231. 
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In his study of Stravinsky’s cadential style, Aaron Templin identifies several examples 

that deviate from “well-formed” cadences.7 The examples presume the presence of an authentic 

cadence that is obscured by rhythmic offset, irregular inversion and/or doublings, omission of 

chordal members (e.g., fifth, third), octave displacement, and addition of non-chord tones. One 

set of examples deals with textural shifts, defined as a “significant change in instrumentation 

between the cadential dominant and the arrival of the cadential tonic.”8 A better term for such 

shifts might be “instrumental” or “timbral” instead of “textural,” since the shifts do not 

necessarily change the number of voices between the two chords.9  

This chapter focuses on some of the methods Stravinsky used to end phrases in the piano 

works. While these processes would typically be called “cadences,” I prefer the term “endings” 

because they do not always reflect the traditional definition of “cadence” associated with 

harmonic progressions of CPT works. Caplin’s theory distinguishes between “stopping” and 

“ending” a phrase, noting that “many cadences see the rhythmic motion continuing through to 

the next formal unit.”10 Stravinsky’s endings, on the other hand, are sometimes defined by a 

stoppage of rhythmic activity. As shown in Table 2.1, each ending type has its own 

characteristic. “Authentic” endings retain the hallmark dominant–tonic resolution, but with 

Stravinskian alterations. “Contrapuntal” endings divide into two sub-groups depending on outer  
                                                           

7 Aaron Templin, “The Structure and Syntax of Stravinsky’s Neoclassical Cadential 
Language” (PhD diss., University of Arizona, 2014), 90–152. 

8 Ibid., 139. 

9 An example of a cadential textural shift in Stravinsky’s Neoclassical style can be found 
in the opening of the main section of the Octet for Winds (mm. 42–56). The first phrase begins 
with two measures of monophonic texture, followed by four measures of homophonic texture, 
leading to an authentic cadence in m. 48. The dominant comprises a homophonic texture 
(chordal support underneath the melodic B≤) to a monophonic B≤ tonic. 

10 Caplin, Classical Form, 51. 
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Table 2.1. Types of Stravinskian Phrase Ending 

 

  

Ending type Characteristic Description  
Authentic harmonic dominant to tonic within a key; often obscured with 

staggering, anticipations, and/or suspensions 
Contrapuntal contrary motion in 

outer voices 
may be inward or outward 

Contrapuntal rising or falling motion 
in outer voices 

repeated melodic figure in which outer voices move 
in similar motion 

Quiescent rhythmic cessation of rhythm; closure of standard theme-type 
using silence or longer note values 

Anchored motivic repeated melodic figure in which one voice moves 
while the other remains stationary 
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voice direction. At times, “Quiescent” or “Anchoring” can signal an ending, with an ostinato 

figure derived from fragments of earlier material, or a repeated tone around which some clear 

motion continues. The chapter devotes a section to each of these ending types, which extend the 

CPT notion of cadence to a generalized Stravinskian cadential function. 

 

2.1. AUTHENTIC ENDING 

 

Although Stravinsky often writes authentic cadences, they seldom fall into the category 

of the perfect authentic cadence (PAC).11 Figure 2.1 illustrates two authentic endings from the 

Sonate.12 The first in mm. 21–22 forms an elided, imperfect authentic cadence, ii7– viio7–I6, 

substituting the leading-tone seventh chord for the dominant. Harmonically, the phrase leading 

up to the cadence contains diatonic pitches from C major. While the use of the B≤ in the leading-

tone diminished seventh mixes the mode, the tonic resolution in m. 22, accompanied by 

arpeggiations of tonic and leading tone triads in the left hand, clearly establishes D major in the 

ensuing passage.  

Stravinsky approached the second authentic cadence in mm. 31–32 using similar thematic 

content to that found in mm. 18–21. Unlike the previous phrase, harmonic content and rhythmic 

placement alter the ending. The viio7 falls on a strong beat in m. 32 and resolves to the weak  

  
                                                           

11 The PAC is defined as a dominant to tonic resolution in which both chords are in root 
position and the upper voice ends on tonic. 

12 Chords from the dominant family (such as viio7 and V7) are usually notated in root 
position in this document. In this example, the tonic first inversion in m. 22 appears in 
parentheses, illustrating the resolution of the tritone from scale degrees 4̂  and 7̂  to scale degrees 
3̂  and 6̂  respectively. 
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Figure 2.1. Authentic cadences from the Sonate, movement 1. 
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second beat of a 3/4 measure without eliding to the next phrase. The concurrence of the 

subdominant triad in the left hand with the diminished leading-tone seventh chord in the right 

obscures the sense of dominant,13 yet the combination of root-position tonic with silence on the 

third beat of m. 32 establishes a strong sense of finality. This excerpt concludes the lengthy 

period forming the primary theme group of the movement.14  

 

2.2. CONTRAPUNTAL ENDING 

 

Another category of common Stravinskian endings features distinctive contrapuntal 

motion between outer voices, such as contrary or similar motion. While such motion often occurs 

within phrases, these endings contrast with motivic material within the phrase, effectuating 

Blombach’s “relative conclusion.” Outer voices typically follow a stepwise contour in these 

endings. Marianne Kielian-Gilbert, for example, supports similar contours at the end of phrases, 

citing the “cadential ascent to F” in the first movement of the Sérénade.15 In the piano works, 

outer voices are generally thematic. Most contrapuntal endings involve stepwise motion of outer 

                                                           

13 The bitonal nature of this combined dominant/subdominant event recalls Stravinsky’s 
use of simultaneous triads on the “Petrushka chord,” as well as his use of a tonal axis. Avo 
Somer refers to such combinations as “bifunctional” cadence types. For an account of the same 
combination in Debussy’s Cello Sonata, see Avo Somer, “Musical Syntax in the Sonatas of 
Debussy” 78, note 44. 

14 Other authentic cadences appear in mm 8–9, 18–19, and 116–117 of the Sonate (iii), 
mm. 28–29 from the “Romanza,” and mm. 30 and 105 from the “Cadenza Finala,” mm. 14 –15, 
32–33, 69, and 214 from the Concerto (i). 

15 Marianne Kielian-Gilbert, “Patterns of Repetition in the ‘Hymne’ of Stravinsky’s 
‘Sérénade en la’: The Rhythmic Modeling of Musical Ideas,” Theory and Practice 12 (1987), 19.  
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voices at the surface level, and some additionally at the structural level.16 Stravinsky often used 

similar contrapuntal motion to shift to a new theme in a different tessitura. An example of an 

ending using outward contrary motion appears in mm. 36–37 of the “Rondoletto” from the 

Sérénade (Figure 2.2a).17 The first episode begins in m. 28 with a change of key and new 

homophonic texture. The contrapuntal ending closes a sentential structure (discussed in detail 

later) that ends with contrary motion (indicated by arrows). Aside from the arpeggiation in mm. 

30–31, the stepwise movement of the lowest notes of the left hand traces the A melodic minor 

scale up to the ending in m. 37, although any sense of tonal center on A is challenged by the 

preponderance of G3, whose presence on every other note persists throughout mm. 32–40. The 

ascending motion of the right hand shifts the tessitura higher in m. 38, while the left hand takes 

three measures (38–40) to ascend to its new, higher material in m. 41. This “tessitura stagger” 

reinforces Stravinsky’s technique of “staggered” cadences.18 Measures 35–37 contain mixed 

meters of 5/8, 2/4, and 3/8, which when rebarred, comprise two measures of 6/8, as shown in 

Figure 2.2b. Rebarring and adding one sharp in the key signature clearly illustrates the outward 

  

                                                           

16 “Surface level” refers to every note in the score, while “structural level” identifies 
some notes as more important than others based on rhythmic placement or thematic reference. 
The rising sixth found in the second movement of the Sonate, for example, is a motive that 
becomes referentially important in the formation of contrapuntal endings. 

17 Other examples of outward contrary motion include mm. 54–56, 101, and 186 from the 
Octet for Winds (i); m. 59 from the Sonate (i), m. 48 from the Sonate (ii), m. 76 from the 
“Hymne,” and mm. 12, and 52 from the “Rondoletto.” 

18 Lynne Rogers, “Phrase Staggering in Stravinsky’s ‘Dumbarton Oaks’ Concerto,” 
(Master’s Thesis, University of Washington, 1980), 54. Rogers describes phrase staggering as 
the interaction between multiple instrumental layers whereby “at least one of these layerings 
does not reach the new goal at the same attack point as the other layerings.”  Here, the point of 
attack applies to tessitura rather than layering.  
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Figure 2.2a. Outward contrary motion in the “Rondoletto” from the Sérénade. 

 

 

 

 

 

Figure 2.2b. Rebarring of mm. 35–37. 

 



28 
 

Figure 2.3. Inward contrary motion in the “Cadenza Finala” from the Sérénade. 
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contrary motion and G major diatonic pitch set.19  

Stravinsky also used inward contrary motion to end phrases, as in the passage from the 

Sérénade illustrated in Figure 2.3. Arrows illustrate this motion which begins in the left hand in 

m. 71, joined by the right hand in m. 73. In addition to the cadential motion, the excerpt 

highlights characteristics of theme-types and larger forms. The “model” and “copy” brackets 

indicate sequential activity, expressing a continuation function.20 The passage from the last two 

eighth notes of m. 74 through the end of m. 75 expresses retransitional function, between the 

large middle section and the return of the main theme.21  

Stravinsky sometimes combined contrapuntal endings with authentic cadences (see 

Figure 2.4). A descending melodic line fits naturally with this combination, featuring 4̂ – 3̂  in the 

upper part. Chromatic structures give way to diatonicism in m. 6, culminating in a V7 chord in 

the key of A≤ (indicated by circled notes). Arrows show the inward contrary motion in the outer 

voices. Although the seventh (D≤) resolves properly to C in m. 7, the avoidance of a root-position 

tonic on the downbeat weakens the ending. The embellished restatement of the opening theme in 

m. 7 initiates a large consequent phrase,22 retrospectively relegating the dominant seventh of 

  
                                                           

19 Rebarring may also influence performance. In this example, placing the start of the 
contrary motion on the downbeat of the 6/8 measure puts more stress on the B3 at the beginning 
of the ascending line than might occur in the original notation. 

20 This model covers pitches F–G–A≤–F–D≤–E–E≤–C and the elided copy is a T4 
transposition of the model (A–B–C–A–F–G≥–G–E) with some rhythmic modification. 

21 Other examples of inward contrary motion appear in mm. 71 and 107–108 from the 
Sonate (i), mm. 12, 39 and 43 from the Sonate (ii), mm. 69–70 from the Sonate (iii), mm. 21–22 
and 47-48 from the “Romanza,” mm. 43, from the “Rondoletto,” and m. 24 from the “Cadenza 
Finala.”  

22 This consequent is part of a larger period theme-type to be discussed later.  
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Figure 2.4. Combination of authentic cadence with inward contrary motion, from the second 
movement of the Sonate. 

 

 

Figure 2.5. Ending with falling contour from the first movement of the Sonate. 
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m. 6 to the status of a half cadence.  

Besides contrary motion, Stravinsky used similar or parallel motion in outer voices to 

create the sense of ending.23 A contrapuntal ending from the Sonate, featuring descending 

figures in both voices starting in the second half of m. 86, is shown in Figure 2.5. This passage 

begins  

with a transposed version of the movement’s opening “Preludio”24 in m. 81, followed by 

fragmentation leading to the descending contrapuntal ending. The transitional nature of the 

passage reflects what Caplin calls loose organization, “characterized by harmonic-tonal 

instability, evasion or omission of cadence, diversity of melodic-motivic material, inefficiency or 

ambiguity of functional expression, and asymmetrical phrase groupings (arising through 

extensions, expansions, compressions, and interpolations).”25 Following Caplin’s logic, the first 

two and a half measures in the Preludio resemble the basic idea of an incomplete presentation 

(non-repetition of the basic idea). Since this is its third appearance, it has by this time come to be 

perceived as primary material, now initiating a compressed sentence. Fragmentation starting in 

the second half of m. 83 suggests continuation function, followed by a contrapuntal ending in 

mm. 86–88. The left hand traverses a series of descending arpeggiated trichords in the second 

half of m. 86, echoed by the right, offset by two eighth notes an octave higher (see diagonal 

lines). Stravinsky adjusted the displacement by inserting an additional trichord (circled in m. 88). 

The left hand ends up one eighth note behind the right at the end of m. 88, echoing the final A≤–
                                                           

23 Stravinsky uses similar motion to conclude the opening phrases of his Capriccio for 
Piano in mm. 8–9 and 17–18. 

24 The term “Preludio” comes from Stravinsky’s sketchbook, referring to the opening 12 
measures of this movement. See Maureen Carr, After the Rite: Stravinsky’s Path to 
Neoclassicism (1914-25) (New York: Oxford University Press, 2014), 264–268. 

25 Caplin, Classical Form, 17.  
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E≤–F pattern, while the right hand adds an eighth note G♮ to complete the measure. This 

appearance of the Preludio passage separates the first developmental section from the second, 

which starts with a new periodic syncopated theme in m. 89.26 

 

2.3. QUIESCENT ENDING 

 

Quiescent endings that feature a cessation of motion follow constituent functions of a 

theme-type.27 “Cessation of motion” may be either an unexpected length of silence or elongation 

of note values. It is important to distinguish between silences that appear within a phrase from 

those that end a phrase. Even if unexpected, silence does not always indicate a formal ending. 

Caplin points out that “rhythmic motion can come to a halt at places that are clearly 

noncadential.”28 Pieter van den Toorn, Edward Cone, and Gretchen Horlacher cite examples of 

Stravinsky’s block structures that end with cessation of motion. Van den Toorn defines blocks as 

short passages of “relatively heterogeneous content”29 which are often repeated and juxtaposed 

abruptly without regard to a beginning–middle–end paradigm. One block moves to another 

without the necessity of cadential material that might otherwise signal an end to a phrase. His 
                                                           

26 Other examples of similar and/or parallel contrapuntal motion appear in mm. 158–159 
from the Octet for Winds (iii), mm. 86–88 and 97–99 from the Sonate (i), mm. 24–27 from the 
Sonate (ii), mm. 33, 39–40, 52, 90–93, and 107–108 from the Sonate (iii), mm. 66–68 from the 
“Hymne,” mm. 95–97 from the “Rondoletto,” mm. 43–45 from the “Cadenza Finala,” m. 158 
from the Concerto (i), mm. 67 and 72–73 from the Concerto (ii), mm. 29 and 136 from the 
Concerto (iii). 

27 Examples of such constituent functions would be antecedent–consequent, or 
presentation–continuation. 

28 Caplin, Classical Form, 51. 

29 Pieter C. van den Toorn, Stravinsky and the Rite of Spring: The Beginnings of a 
Musical Language (California: University of California Press, 1987), 97. 
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illustration from Stravinsky’s Agon shows a one-measure rest for all instruments at the end of 

each block (except for the ostinato castanets). While the silence provides separation between 

blocks, it does not fully qualify as a quiescent ending, since it is not preceded by a clear theme-

type. Horlacher identifies an “ordered succession” of blocks to show how Stravinsky varies 

repetitions to create a sense of stasis or discontinuity. Repeated blocks “interact with melodies 

whose shapes invoke measurements of closure or other implicative gestures and their 

evolutions.”30 Horlacher’s analyses stacks blocks on top of one another, lining up common 

portions of each block. Once mapped out, repetitions take shape, forming implied continuities 

and cadences. In her analysis of the “Evocation” from the Rite of Spring, Horlacher cites “riffs” 

that separate blocks of “stuttering” melodies.31 Each melody ends with a series of rests before the 

next riff, evoking a cessation of motion, yet lacking the essential theme-type to produce a 

quiescent ending. Cone used the term “musical areas” instead of blocks in his excellent analyses 

of Symphonies of Wind Instruments, Sérénade en La, and Symphony of Psalms. He separated 

these areas into layers, showing how they are juxtaposed with one another using techniques he 

labeled stratification, interlock, and synthesis.32 Cone identified two blocks, or strata, in the 

Sérénade, showing how they eventually converge at the end: block A is forte, has a high 

tessitura, and is based on a Phrygian mode; block B is piano, has a low tessitura, and is more 

chromatic.33 At the surface, each stratum ends with an extended note length and/or extra rests.  

                                                           

30 Gretchen G. Horlacher, Building Blocks: Repetition and Continuity in the Music of 
Stravinsky (Oxford, New York: Oxford University Press, 2011), viii. 

31 Ibid., 84–92. 

32 Edward T. Cone, “Stravinsky: The Progress of a Method,” Perspectives of New Music 
1, no. 1 (Autumn, 1962), 19. 

33 Ibid., 23. 
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Figure 2.6. Quiescent ending from the “Rondoletto” movement of the Sérénade. 
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These could qualify as quiescent endings if blocks A and/or B could be combined to form a 

theme-type.34  

Quiescent endings are often followed by a change in texture, i.e., a change in the number 

of voices (e.g., moving from two-voiced texture to a three-voiced texture), or a change in the 

interdependency of layers (monophonic, homophonic, or polyphonic). As an example, a passage  

in the “Rondoletto” movement from the Sérénade contains constant sixteenth notes in both 

hands, producing a two-voiced, polyphonic texture (see Figure 2.6). At m. 27, the right hand trill 

on E≥ changes the texture abruptly, leading to an F≥–A dyad which interrupts the flow of 

sixteenths. The brief cessation of sixteenths conveys a sense of caesura. Had the next measure 

continued with the same polyphony, m. 27 could be perceived as a type of half cadence. The 

new, homophonic texture in m. 28, however, retrospectively confirms the conclusion of the 

previous formal section.35 Other ending indicators include a key signature change, a one-measure 

metric change (m. 27), and new patterning in the left hand starting in m. 28. Until m. 27, the left 

hand arpeggiated four sixteenth notes in the same direction of each beat. In m. 28, the left hand 

introduces a pattern of upper and lower notes in which the upper note remains the same (i.e., 

“anchored”).36  

 

  

                                                           

34 Linking the A blocks as in the proposed overlapping double period of Chapter 3 allows 
for the possibility of a quiescent ending. 

35 The previous section is the end of the first refrain of a five-part rondo large form which 
will be discussed later. 

36 Other quiescent endings appear in m. 40 from the Octet for Winds (ii), 159–160 from 
the Octet for Winds (iii), m. 63 from the Sonate (iii), and mm. 27 and 88 from the “Rondoletto.”  
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2.4. ANCHORED ENDING 

 

An anchor is defined as a passage in which one note (or dyad) repeats exactly, or very 

closely, alternating pitches with another moving line which generally ascends or descends by 

step. Some anchors resemble an Alberti bass pattern with one voice moving in a stepwise 

direction instead of repeating pitches of a triad. Non-ending anchored passages sometimes 

appear within a theme, as those of the left hand in mm. 28–29 of Figure 2.6. Fragments from 

earlier themes often initiate anchored endings. Materials that appear after anchors elucidate 

whether an ending has taken place. In the first anchored example (Figure 2.7), Stravinsky 

launched a phrase using an octave transposition of the diatonic opening theme in m. 19 of the 

third movement of the Sonate. The first four melodic sixteenths of m. 24 imitate the end of m. 

23, but Stravinsky then presented figures that repeat the initial dyad and alternate with a 

chromatically descending line. The circled dyads continue in the next three figures with the F≥ 

replaced by an F♮, creating the ending. These dyads represent the “anchor,” while the other two 

notes of the sixteenth-note figure predominantly descend by step. The passage that follows in m. 

26 changes texture from a two-voiced polyphony to a homophonic texture with theme and 

accompaniment.37 This anchored ending concludes the small ternary theme-type found at the 

beginning of the movement. 

Figure 2.8 presents an ending from the Sérénade that combines anchors with contrary 

motion. The phrase begins in m. 44 with a light sentential theme, accompanied in the left hand 

by a series of three ascending sixteenth notes. Each series in the left hand consists of an interval  

                                                           

37 Carr, After the Rite, 268–269. Maureen Carr suggests a parallel between this theme 
starting at m. 26 and Mozart’s Piano Sonata in A Minor, K. 310. 
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Figure 2.7. Anchored ending from the Sonate, third movement. 
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of a fourth, followed by another fourth. The pattern of fourths tapers to thirds in m. 49, and then 

seconds in m. 50 (labeled in the illustration). The anchor dyad, A–F, begins in m. 50 (circled) 

and repeats until the new phrase that starts in m. 53 with thematic material from the opening of 

the movement. The anchor alternates with another dyad, starting with B≤–D≤ (second eighth note 

in m. 50), and then ascending chromatically by half step. A second anchor appears in the pickup 

to m. 52 (circled), where the left hand alternates between F4 and a stepwise, chromatic descent 

from E4 to A3. Stravinsky extended the last anchor with a measure of 3/4 to “end up” on the 

notes required to restate the opening theme. In addition to the anchors, the outer voices form 

divergent, contrary motion (arrows).38 The anchors are derived from the slurred thirds in mm. 

48–49. Anchors prevail as an ending type over the contrary motion in m. 53 since they appear 

first.  

An excerpt from the Concerto for Piano and Winds offers a curious concatenation of two 

anchors. The piano part initiates a phrase at R8 with a three-part, polyphonic texture, shown in 

Figure 2.9. The thematic material (A–G–G–A–A–G–F≥–E–F≥) at the pickup to R8+1 

foreshadows the main theme of R11.39 Syncopated, accented anchors (F–D) in parallel octaves 

signal the ending at R8+6. Stripping away the anchors from these sixteenth-note figures leaves a 

descending, stepwise pattern of D–C≥–C–B–B≤–A. The next two measures change the anchor 

from F–D to E–C, but the remaining descending pattern contain repeated pitches (B–B≤–B≤–A–

A–G≥–G≥) which elide to the G at R9. Stravinsky adds a pedal octave on D1–D2 in R8+6,  

                                                           

38 The descending line of the anchor serves as the lower voice of the contrary motion. 

39 Heinrich Schenker, “Further Consideration of the Urlinie: II,” in The Masterwork in 
Music, ed. William Drabkin and trans. John Rothgeb, vol. 2 (New York: Cambridge University 
Press, 1996), 17–18. Schenker presents his analysis of the main theme beginning at R11. 
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Figure 2.8. Anchored ending from the “Rondoletto” movement of the Sérénade. 
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combining texture and anchors to create the ending. This passage concludes the section before 

the new theme at R9, which embeds anchor figures (C–A) into the theme for two measures. 

These anchors function more as an interpolation40 than an ending, since the scalar theme 

continues at R9+3.41 

As stated earlier, the study of formal units in Stravinsky’s music requires a broader 

definition of what constitutes phrase and cadence. By defining the various types of “endings” 

discussed above, we begin realizing that definition.  Substituting various types of contrapuntal 

and anchored changes for traditional harmonic means of closure, Stravinsky tapped into the spirit 

of cadential function while avoiding its expected harmonic syntax.  The ensuing chapters show 

how these cadential materials shape formal types found in the piano pieces. 

 

  

                                                           

40 Interpolations are covered in detail in Chapter 4. 

41 Additional anchored endings appear in mm. 90–93 from the Sonate (iii), mm. 41–43 
from the “Rondoletto,” mm. 99–101 and 185–186 from the Octet for Winds (i), and mm. 182–
185 from the Octet for Winds (iii). 
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Figure 2.9. Anchored ending from the first movement of the Concerto. 
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CHAPTER 3 

THEME-TYPES 

 

 In Chapter 2, we identified several different types of Stravinskian endings. We can now 

use these to study various standard theme-types, such as the sentence, period, small binary, and 

small ternary. To these, Caplin adds a section on hybrid and compound types in his chapter on 

tight-knit themes.1 For Caplin, the clear motivic-melodic material and harmonic formulae of the 

common-practice period help define each of these theme-types. Of course, with Stravinsky, 

things are quite different and often require us to focus on other musical parameters, such as 

rhythm, texture, and contour. With these points in mind, this chapter devotes an entire section to 

those theme-types commonly found in the piano pieces, namely, the sentence, period, hybrid, 

and small ternary. Each section begins by outlining the characteristics of the theme-type 

according to Caplin. Analogous passages from Stravinsky’s music are then evaluated and 

compared with Caplin’s model. What emerges is a collection of theme-types that illustrates 

Stravinskian flavors of CPT formal functions.  

 

3.1. SENTENCE 

 

According to Caplin, the standard sentence is “normatively an eight-measure structure. It 

begins with a two-measure basic idea, which brings in the fundamental melodic material of the 

                                                           

1 William E. Caplin, Classical Form: A Theory of Formal Functions for the Instrumental 
Music of Haydn, Mozart and Beethoven (New York: Oxford University Press, 1998), 35–96. 
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theme.”2 This basic idea is then repeated in the next two measures to create a four-measure 

presentation function that prolongs tonic harmony. There are of three kinds of repetition: 

statement-response, exact, and sequential. The initial basic idea of the statement-response is in 

the tonic key, while its repetition moves to the dominant. While the melodic component may be 

modified in the exact repetition, the harmony remains tonic. Sequential repetition requires both 

melodic and harmonic adjustment to another scale degree, often the supertonic.  Measures 5–8 

combine the continuation and cadential functions. The continuation is characterized by one or 

more of the following: fragmentation, harmonic acceleration, increased rhythmic activity, and 

sequential harmony. The cadential function brings thematic and harmonic closure to the 

sentence. Precise measurements of these two constituent functions are often difficult to ascertain. 

Sometimes the continuation is longer than the cadential, sometimes the cadential prevails, and 

sometimes the two are fused into what Caplin calls “continuation becoming cadential.”3 For 

Caplin, the first inversion tonic usually starts an expanded cadential progression (E.C.P.) in such 

circumstances. The corresponding Stravinskian E.C.P. appears immediately after the 

presentation, usually featuring a lengthy contrapuntal ending.  Regardless of constituent lengths, 

the CPT sentence ends with either a perfect authentic cadence, an imperfect authentic cadence, or 

a half cadence. 

Stravinskian presentations are limited to exact and sequential repetition due to the paucity 

of harmonic requirements of the statement-response type. Substituting “endings” for the 

“cadential idea,” this chapter identifies Stravinskian sentence theme-types.4 Table 3.1 shows the  

                                                           

2 Caplin, Classical Form, 9. 

3 Ibid., 45–47. 

4 Figures retain the “CAD” label for easier comparison with Caplin’s function. 
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Piece Movement Meas. Characteristics 
Concerto first 151–158 Three rhythmic basic ideas in the orchestra followed by 

inward contrary motion and anchors in the piano 
Concerto third 24–29 Two rhythmic basic ideas in the orchestra followed by a 

combination of descending motion and anchors in the 
piano 

Concerto third 133–136 Two rhythmic basic ideas in the orchestra followed by 
ascending motion 

Sonate first  32–40 Extension of second basic idea, overlapping cadence 
Sonate first  51–59 Sequential repetition and extension of basic idea, outward 

contrary motion ending 
Sonate first  137–148 Voice exchange in basic ideas, extension, and overlapping 

cadence 
Sonate third  34–40 Continuation starts with diminution of basic idea 
Sonate third 41–48 Normative, 8-measure sentence, contrary outward motion 

ending 
Sonate third 64–79 Sixteen-measure sentence in which the real number of 

measures is twice the number of notated measures (R=2N) 
Sonate third 80–93 Fourteen-measure sentence, truncated continuation, 

ascending motion and anchored ending 
Sérénade “Rondoletto” 13–21 Exact repetition of basic idea in right hand offset by one 

sixteenth note 
Sérénade “Rondoletto” 21–27 Exact repetition of basic idea in right hand offset by one 

sixteenth note 
Sérénade “Rondoletto” 28–37 Basic idea defined more by rhythm than melody, but 

continuation uses fragments from the end of the second 
basic idea which becomes the anchor for the ending 

Sérénade “Rondoletto” 44–52 Rhythmic basic idea with extension, contrary outward 
motion plus anchored ending 

Sérénade “Rondoletto” 68–76 Exact repetition of basic idea in right hand offset by one 
sixteenth note 

Sérénade “Rondoletto” 76–88 Exact repetition of basic idea in right hand offset by one 
sixteenth note 

Sérénade “Rondoletto” 89–97 Sentence with interpolation between basic ideas, 
ascending motion and anchored ending 

Sérénade “Rondoletto” 113–129 Exact repetition of basic idea in right hand offset by one 
sixteenth note, lengthy continuation to end 

Sérénade “Cadenza 
Finala” 

3–24 Three basic ideas (second extended by two measures); 
continuation fragments simulate a period 

Sérénade “Cadenza 
Finala” 

25–30 Continuation becomes cadential 

Sérénade “Cadenza 
Finala” 

33–45 Descending contoured ending 

 

Table 3.1. Sentences found in the piano works. 
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various types of sentences encountered in the piano works. While there are only three complete 

sentences listed for the Concerto, Stravinsky used the presentation function an additional eight 

times.5 Although not classified as a stand-alone function Caplin recognizes “the presence of 

sentential characteristics without wanting to say that the resulting structure is a sentence 

proper.”6 The number of sentences in each work increased with time: three in the Concerto, 

seven in the Sonate, and eleven in the Sérénade. Some of the ornamental concepts in this table, 

such as interpolation and extension, will be discussed in the next chapter. Many of the deviations 

from the normative sentence (e.g., three basic ideas, interpolations, etc.) reflect their counterparts 

found in CPT works. 

To highlight the relationship between CPT and Stravinskian sentences, compare Caplin’s 

formal diagram of the main theme from Beethoven’s Piano Sonata Op. 2/1(i) with the sentence 

from the third movement of Stravinsky’s Sonate (Figures 3.1a and 3.1b). Caplin illustrates how 

Beethoven liquidates the two-motive basic idea in the continuation by replacing the ascending, 

arpeggiated motive “a” with leaping grace notes, followed by motive “b,” in mm. 5–6.7 The 

passage includes a “nested” sentence featuring a presentation in mm. 5–6 and continuation in 

mm. 7–8. The fragments in mm. 5–6 of the large continuation function as basic ideas of the 

smaller presentation, while the larger cadential idea fuses continuation and cadential in 

                                                           

5 While Caplin does not support the idea of a presentation function by itself, phrases 
featuring repetition of basic ideas appear five times in the first movement (mm. 33-38, 69-74, 
125-134, 178-183, 214-219) and three times in the third movement (mm. 56-59, 90-93, and 103-
110). Those of the third movement feature normative lengths of four or eight measures.  

6 Caplin, Classical Form, 51. 

7 Ibid., 10–11. 
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Figure 3.1a. Caplin’s diagram of the standard sentence. 

 

 

 

Figure 3.1b. Sentence from the third movement of the Sonate. 
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the second half of the smaller sentence.8  

A comparison with Stravinsky’s sentence from the Sonate (Figure 3.1b) also reveals a 

basic idea with two motives, defined by rhythm and melodic contour. Stravinsky liquidated 

motive “a” in the continuation by changing the eighth–quarter–eighth of m. 34 to two iterations 

of sixteenth–eighth–sixteenth in m. 38. Circled notes in the right hand of m. 40 clarify the rising, 

upper-voice contour which combines with the descending contour in the left to produce a 

contrapuntal ending with outward contrary motion. Sequential figures in the left hand derive 

from the main theme of the movement: those of the presentation come from m. 1, while the 

descending sevenths in the continuation stem from the contour found in m. 8.  

Figure 3.2 shows a sentence from the first movement of the Sonate that initiates the 

development section, using a diatonic pitch set of B major. The ascending octave with the tied 

note (mm. 51–52) is derived from the opening of the exposition in mm. 13–14. The second basic 

idea has a fragmented, one-measure extension whose pitch collection changes from the B major 

diatonic set of the presentation to G major (m. 55). The continuation fragments the initial, rising-

octave portion of the basic idea three times. These fragments utilize a pitch collection from C≥ 

(alternating between major and melodic minor), outlining a predominantly ascending contour in 

both hands. While difficult to clarify the mode, the continuation and cadential tonicize C≥. But 

for the E≥ m. 57, the right hand uses the major mode while the left uses melodic minor. Outward, 

contrary motion and a thickening texture characterize the cadential idea, adding an inner voice in 

similar thirds with the soprano.  

                                                           

8 This fusion example includes characteristics of the continuation (harmonic acceleration 
and increased surface rhythm) as well as what Caplin calls an expanded cadential progression 
(“E.C.P.”). See Caplin, Classical Form, 47. 
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Figure 3.2.  Sentence from the first movement of the Sonate. 
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Figure 3.3. Sentence from the first movement of the Concerto (piano part with orchestral 
reduction). 
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Figure 3.3 features a sentence from the first movement of the Concerto, stating the 

rhythmic basic idea three times in the orchestra (starting at m. 151). Caplin describes such 

organization as “loose,” typical of subordinate themes.9 Diatonic pitch sets govern the basic 

ideas, starting with E minor in the first and second, switching to G minor at the end of the second 

into the third. Each basic idea covers four quarter notes, but they are spread across mixed meters 

of 2/4–3/4–2/4–3/4–2/4 instead of using three measures of 4/4. The continuation begins in m. 

156, but dovetails with an ending of inward, contrary motion combined with anchors in the piano 

part. Descending anchor figures start in the right hand at m. 156, labeled with dotted brackets 

and numbers to indicate repetitions of each anchor. Stravinsky foreshadowed the cadential 

anchors with melodic fragments in mm. 152 and 154–155 (dotted brackets in the piano right 

hand). Descending contour in the orchestra supports the descending anchors in the piano part. 

A lengthy sentence from the third movement of the Sonate uses a homophonic texture 

with a simple, quarter-note melody in the right hand accompanied by running sixteenth notes in 

the left hand (see Figure 3.4). Rhythmic emphasis suggests an initial diatonic tonal center on F≥ 

major in the first basic idea, but the omission of the leading tone (E≥) combines with chromatic 

double sharps in both hands to weaken the harmonic implication. Likewise, the second basic idea 

outlines an octatonic (O0,1) collection, but for the A≤ (which should be A♮ for a complete 

collection). Brackets indicate that each basic idea spans four measures, forming a periodic 

phrase. Designating the passage in mm. 80–97 as a period would negate the continuation and 

cadential character of mm. 88–93. It is further conceivable that the basic idea could be 

considered half as long, since the arpeggios in the left hand change every two measures. That  

                                                           

9 Caplin, Classical Form, 99. 
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Figure 3.4. Sentence from the third movement of the Sonate. 
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would assign four basic ideas to the presentation, obscuring associativity with the continuation, 

so the four-measure basic idea provides a better fit for the theme-type. The anchored ending 

features an E–A dyad in the upper right hand while alternating between two notes (A and B≤) in 

the lower right hand. While the restricted collection of these lower notes projects a sense of 

stasis, lacking upward or downward contour, the left hand provides direction, sequencing a 

Clementi-like exercise upward by step.10 

These sentence theme-types each contain the three requisite functions: presentation, 

continuation, and cadential. They are not as tightly knit as CPT sentences due to extensions, 

interpolations, expansions, rhythmic offsets, and scarcity of traditional harmonic progressions. In 

the context of post-tonal works, however, they show how Stravinsky infused the nuance of 

sentence theme-type in his works. 

 

3.2 PERIOD 

 

Stravinsky’s period theme-types conform in many ways to the paradigms discussed by 

Caplin and Schoenberg. Each author describes two cadences in the period: the first is a weak 

cadence, found at the end of the antecedent phrase; the second, stronger cadence concludes the 

consequent phrase.11 Both support the structure of basic and contrasting ideas within the 

antecedent and consequent, usually identifiable by melodic-motivic content. Caplin stresses 

harmonic organization of each idea, but adds that contrast “may also be achieved, or at least  

                                                           

10 Even though the last measure of this passage (m. 93) sequences the motive downward, 
it passes by quickly enough so as not to interrupt the overall upward contour. 

11 Caplin, Classical Form, 49 and Arnold Schoenberg, Fundamentals of Musical 
Composition, ed. Gerald Strang and Leonard Stein (London: Faber & Faber, 1967), 25. 
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Piece Movement Meas. Characteristics 
Concerto first 59–69 Sentential antecedent, authentic cadences in C (ant.) and 

A (cons.) 
Concerto first 204–214 Reprise of 59–69 
Concerto second 56–73 Sentential antecedent, ascending contrapuntal ending 
Sonate first  1–12 Preludio, functions defined more by pitch content than 

motivic considerations 
Sonate first  13–31 Basic idea sequenced up by step in the consequent 
Sonate first  60–71 Extension of basic idea; tonicization of C≥ minor in 

antecedent, E major in consequent 
Sonate first  89–99 Interpolation between functions, contrasting idea moves 

quickly to descending contrapuntal ending 
Sonate first  100–119 Subito pianissimo between basic and contrasting ideas; 

interpolation between functions 
Sonate second  1–12 Basic idea comprised of x, y, and z motives 
Sonate second  13–27 Sentential antecedent, descending contrapuntal ending 

with anchors in right hand 
Sonate third  26–33 Mozart theme, normative length (4+4), consequent 

sequenced down by step to initiate the development with a 
core 

Sonate third  49–52 Brief period with descending contrapuntal ending 
Sonate third  53–63 Basic idea defined by triple sixteenths; consequent 

comprised of anchors 
Sonate third  109–127 Theme in left hand of antecedent; consequent continues 

theme in left hand with augmentation of theme in right 
hand 

Sérénade “Hymne” 57–77 Lengthy period with interpolation in the contrasting idea 
of the antecedent; voice exchange with outward contrary 
motion in the ending; normative version is a sixteen-
measure period 

Sérénade “Romanza” 22–29 Normative period (4+4) 
Sérénade “Rondoletto” 1–12 Initial theme in which the contrasting idea becomes the 

theme of the refrains; outward contrary motion at end 
Sérénade “Cadenza 

Finala” 
78–105 Long period with interpolation in the consequent; 

contrapuntal endings plus authentic cadence at the end 
 

Table 3.2. Periods found in the piano works. 
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supported, by secondary features such as texture, dynamics, and articulation.”12 The contrasting 

idea of the period must end with a cadential progression. 

As did his sentences, Stravinsky’s periods depend more on these secondary features due 

the elusiveness of CPT harmonic progressions. Table 3.2 lists period theme-types encountered in 

the piano works. Once again, the Concerto shows the least number of these theme-types with 

only three, perhaps reflecting its Baroque style.13 Moving chronologically, we see the number 

increase to eleven periods in the Sonate, before falling to four in the Sérénade, one period for 

each movement. The periods listed in Table 3.2 show some unique traits. Two consequents 

sequence material from the antecedent by step: one ascending, the other descending. Three 

antecedents exhibit sentential qualities since their basic ideas feature repeated motives followed 

by continuational characteristics.14 Caplin cites similar examples in which the antecedent is 

sentence-like.15 Stravinsky’s predilection for mixing meter stifles the “normative” periodic 

pattern (i.e., four measures for each phrase), yet there are two periods that fit that model. Basic 

ideas are often identified by rhythmic, registral, and dynamic features besides the usual motivic 

distinctions. 

 A strikingly normative period appears in the “Romanza” of the Sérénade, shown in 

Figure 3.5a. Caplin and Schoenberg define a normative period theme type as having two, four-

measure phrases, separated by a caesura containing a weak cadence, and terminating with a  

                                                           

12 Caplin, Classical Form, 49. 

13 All three appear in the orchestra, although the first part of the cadenza (mm. 27–34) 
follow a quasi-periodic pattern of alternating basic and contrasting ideas within two phrases. This 
passage fails as a theme-type, however, due to the absence of clear endings. 

14 See the Octet for Winds (i), mm. 172 – 195 which has a sentential antecedent with four 
basic ideas. 

15 Caplin, Classical Form, 51. 
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Figure 3.5a. Normative period from the “Romanza” of the Sérénade. 

 

  

 

Figure 3.5b. Reduction of outer voices in mm. 22–29 of the “Romanza.” 
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strong cadence.16 Here, the stepwise, ascending, rhythmic motive (two sixteenths and a quarter) 

repeats within the first basic idea, moving from the right to left hand in mm. 22–23 (indicated by 

the diagonal line). The corresponding motives in the consequent (mm. 26–27) sequence down by 

step with embellishing arpeggios. Despite the presence of CÎ in mm. 25 and 29, the prevailing 

tonal center is on E. While omitting a clear sense of dominant, the presence of tritones with their 

resolutions in mm. 24 and 28 (D≥/A to E/G) signal authentic endings in each phrase. The weak 

cadence in the antecedent begins in m. 24 with the D≥ resolving to E by step and the A resolving 

to G by leap (shown with the dotted line) before the downbeat of m. 25. The structural beam 

under the left hand of m. 25 outlines the tonic triad of E minor as a caesura fill, although the 

overall modal quality reflects E phrygian due to the preponderance of FÎ instead of F≥. In m. 29, 

the tritone resolves by step on the downbeat, evoking a stronger cadence. An outer voice 

reduction (Figure 3.5b) reveals a tonal center around E, with parallel tenths in mm. 22–24 and a 

chromatic voice exchange in mm. 26–28. 

The third movement of the Sonate embodies a ternary form with an extensive middle 

(“B”) section which begins with a homophonic period in m. 26, providing a stark contrast with 

the contrapuntal material of the exposition. Figure 3.6 shows the Mozartian melody in the right 

hand accompanied by arpeggios in the left hand.17 The antecedent tonicizes C≥ minor while the  

                                                           

16 Caplin, Classical Form, 12, and Schoenberg, Fundamentals of Musical Composition, 
21.  

17 Maureen Carr, After the Rite: Stravinsky’s Path to Neoclassicism (1914–25) (New 
York: Oxford University Press, 2014), 268–269. Carr cites incipits from Stravinsky’s manuscript 
that mirror Mozart’s Piano Sonata in A minor, K. 310. Measures 25–26 fragment Mozart’s 
theme, however, Mozart harmonizes the second measure with a dominant accompaniment while 
Stravinsky keeps the left hand on the tonic. 
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Figure 3.6. Sequential treatment of Mozartian theme from the third movement of the Sonate. 
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consequent answers with B minor.18 The antecedent ends with a weak outline of the leading tone 

chord, suggesting a type of half cadence. The consequent begins, however, in a tonal center one 

step lower than that of the antecedent, and ends with a stronger, root position chord of A minor 

on the downbeat of m. 33, yet another step lower. While this movement does not embody a 

sonata form, the sequential nature of this passage follows Caplin’s concept of a core technique at 

the beginning of the development section.19 Although the number of measures in each phrase is 

balanced (four measures each), the basic idea covers only one measure while the contrasting idea 

takes the remaining three. The added third voice in m. 32 of the Sonate combines with an upward 

sweep of the left hand from A3 to C6 to signal a cadential pattern at the end of this period. 

Though lacking dominant-tonic cadential material, Stravinsky follows Caplin’s model for new 

material and a stronger cadence in the consequent. 

Some periods contain an antecedent that simulates a small sentence theme-type. Caplin 

cites such structure when the first measure of the basic idea is immediately repeated in the 

second, followed by a contrasting idea that resembles a continuation.20 Repetition of the basic 

idea in the consequent distinguishes such small sentence types from antecedents. The next 

example (Figure 3.7) from the Concerto follows this pattern with a loose melodic structure for 

the basic idea. The passage appears just before what Donald G. Traut calls the “calendar tune”  

  

                                                           

18 The stepwise, tonicized descent from C# to B to A (all minor) resembles techniques 
used by other twentieth-century composers, such as Frances Poulenc and Serge Prokofiev. 

19 Caplin, Classical Form, 141–147. Chapter 5 discusses Stravinskian cores in more 
detail. 

20 Ibid., 51. 
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Figure 3.7. Period from the Concerto (orchestral reduction). 
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which starts at m. 70.21 The uppermost pitches in mm. 59–61 follow the stepwise pattern D–C–

B–A with ascending sixteenth notes to form the basic idea of this unbalanced antecedent (3+2). 

The contrasting idea features chords on the off-beats, cadencing on the weak beat of m. 63 with a 

tonal center on C major. Lower voices outline a stepwise ascent throughout the antecedent up to 

the last chord. The piano part fills in the missing G for the dominant chord on the downbeat of 

m. 63. The consequent begins with a variation on the same basic idea of the antecedent in 

parallel octaves, adding thirds in m. 67, contrary motion in m. 68, ending with an authentic 

cadence in A minor, the tonal center of the movement. Throughout the consequent, the piano part 

contains a descending accompanimental figure of four sixteenth notes extending the C major 

tonality established at the end of the antecedent. The insertion of B≤ in m. 68 combines with the 

G≥ of m. 69, suggesting an augmented sixth resolution in the cadence.  

 

3.3 HYBRID 

 

Hybrid theme-types use three of the functions mentioned above (continuation, 

antecedent, consequent) and add another called the compound basic idea (C.B.I.), which has the 

thematic form of an antecedent (b.i. + c.i.) but lacks a cadence. The presentation function does 

not appear in hybrid theme-types due to the redundancy of the basic idea. As an initiating 

function, the presentation contains two iterations of the basic idea. If the second part of the 

phrase forms a C.B.I. or consequent, the basic idea would be repeated three times. Such 

                                                           

21 Donald G. Traut, Stravinsky’s Great Passacaglia: Recurring Elements in the Concerto 
for Piano and Wind Instruments (University of Rochester Press, 2016), 67. The sketch for this 
tune was written on a page from a pocket calendar dated July 17, 1923.  
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repetition sometimes appears in the presentation as a deviation from the norm, but the second 

part of the phrase would be a continuation, forming a sentence theme-type . By Caplin’s 

reckoning, the term “hybrid” can be applied to the C.B.I. function as well as the theme-type since 

it combines elements of the antecedent and the presentation: “By virtue of its melodic-motivic 

content, a compound basic idea resembles an antecedent. In light of its underlying harmony, 

which is usually … tonic prolongational, a compound basic idea resembles a presentation.”22 

Following a presentation with an antecedent makes little sense, since each of these are initiating 

functions. Caplin defines four hybrid theme-types, referenced by number and description in 

Figure 3.8.23 His illustration places the sentence and period on extreme ends, then adds the 

hybrid types, showing how each takes after one side or the other, placing the combination of 

antecedent and continuation in the middle.  

There are only four hybrid theme-types in the piano pieces: three of hybrid type 3 (two in 

the “Romanza” from the Sérénade and one in the first movement of the Sonate) and one type 2 

(third movement of the Sonate). Due to their low frequency, only two hybrid examples will be 

presented here. The first (Figure 3.9), taken from the Sonate, begins with a five-measure phrase 

in which the basic and contrasting ideas each cover a span of six quarter notes, initiating the 

recapitulation of the first movement. The right hand of the basic idea contains two motives 

(labeled “a” and “b”) accompanied by B diminished and C major arpeggios in the left hand. The 

contrasting idea adds another voice to the melody in thirds with arpeggiation of mostly C major 

triads. The phrase qualifies as a C.B.I. for two reasons: the contrasting idea lacks a cadential 

ending, and the use of the B diminished and C major arpeggiations combines with the C major  

                                                           

22 Ibid., 61.  

23 Caplin, Classical Form, 63. This is Caplin’s Figure 5.1 reprinted here for clarity. 
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Figure 3.8. Caplin’s “Relation of the hybrids to the sentence and the period.” 

 

sentence                        hybrid 3                                     hybrid 1            hybrid 2                     hybrid 4                         period 

pres. + cont.              c.b.i. + cont.                                 ant. + cont.         ant. + cad.               c.b.i. + cons.                ant. + cons. 

 

 

 

 

Figure 3.9. Hybrid type 3 from the first movement of the Sonate. 
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pitch classes of the melody to produce a clear sense of tonic prolongation. Had there been an  

ending, the first phrase would be considered an antecedent and the entire passage would be a 

hybrid type 1.24 The following phrase (mm. 131–136) displays characteristics of the continuation 

function, including fragmentation and model–sequence patterns, followed by an overlapping 

cadence. This passage is half the length of its corresponding main theme of the exposition, 

keeping with the tradition of eliminating redundant passages in the recapitulation since they have 

been firmly established by this point in the movement.25 

The other hybrid example comes from the opening of the “Romanza” from the Sérénade 

(Figure 3.10). Here, the contrasting idea of the C.B.I. is extended with imitation and increased 

texture in mm. 13–14. While the basic idea begins with a strong emphasis on G major, the 

overall tonal center is difficult to determine, due to copious chromaticism. For example, the F≥ in 

m. 11 become F♮ in m. 13, then F≥ again in mm. 16–17, and a simultaneity in m. 18 before 

stabilizing on F♮ in the cadential idea (mm. 19–21). The continuation fragments the contrasting 

idea and increases rhythmic complexity leading to the ending, marked by inward contrary motion 

of the outer voices. Although masked by ornamentation, the downbeats of the left hand in mm. 

19–21 ascend by step (D–E–F) while the right hand prolongs A in mm. 19–20, leading down to 

the G in m. 21. The antecedent of the ensuing phrase (mm. 22–25) appears in this example to 

show how the caesura-fill of m. 21 leads into the next phrase, as well as motivic similarity 

between phrases to achieve coherence.26 One could make a case that the ending takes place in m. 

18, due to the rising contour of each hand and the new thematic material which follows. That 

                                                           

24 A hybrid type 1 appears in mm. 128–138 from the Capriccio (i). 

25 Caplin, Classical Form, 161. 

26 The fragment of m. 15 initiates the basic idea of the antecedent of m. 22. 
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would re-classify mm. 19–21 as an interpolation27 between the hybrid type 3 period theme-types 

that follows in mm. 22–29. The initial interpretation fits better for two reasons: 1), the 

interpolation material resurfaces in mm. 47–49 with more of a cadential role, and 2), the 

balanced period of mm. 22–29 retroactively classify the preceding materials as cadential. 

 

3.4 SMALL TERNARY 

 

Caplin’s small ternary theme-type consists of three formal functions: exposition, 

contrasting middle, and recapitulation.28 The overall form is usually represented as A–B–A’, 

where each letter corresponds to the function. For Schoenberg, the repetition “satisfies the desire 

to hear again what was pleasing at first hearing, and simultaneously aids comprehension.”29 Both 

authors agree that the exposition usually contains a tight-knit theme (e.g., sentence or period) and 

stress the importance of harmonic change in the contrasting section, although new melodic, 

rhythmic, instrumental, and textural materials may be presented. Both also point out the need for 

coherence in the contrasting middle, usually associated with variation of expositional motivic 

material. Schoenberg describes coherence (Zusammenhang) as “furnished by the metre, and by 

using forms of the basic motive which are not too remote from those of the A section.”30 The 

change of harmony to a related key (usually the dominant) provides both contrast and  

 

                                                           

27 Chapter 4 details Stravinsky’s use of interpolations in the piano pieces. 

28 Caplin, Classical Form, 13. 

29 Schoenberg, Fundamentals of Musical Composition, 119. 

30 Ibid., 120. 
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Figure 3.10. Hybrid 3 theme-type from the “Romanza” of the Sérénade. 
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coherence.31 While Caplin argues that most are derived entirely from expositional materials, he 

adds that conventional theme-types are rarely found, describing the contrasting middle as having 

loose organization.32 In works from the common-practice, the A section is often repeated before 

the B section starts, then, after the A’ section, both B and A’ sections are repeated. This results in 

a two-part form that has been referred to as “rounded binary”33 since material from the main 

theme appears at the end of the second part. Caplin favors the ternary designation over “rounded 

binary” due to its “greater compatibility with issues of formal functionality.”34 

 Although not as common as the sentence or period theme-types, Stravinsky employed 

small ternary sections in each of the piano works.  Those of the Concerto and Sonate engage 

elements of the authentic cadence, while the Sérénade ends phrases with contrapuntal contour. 

All instances appear at the beginning of a movement. The first example (Figure 3.11) shows the 

exposition and contrasting middle from the opening of the third movement of the Sonate. 

Displaced contrary motion to the tonic in m. 9 (indicated by diagonal dotted lines) terminates the 

initial phrase. Leading up to the cadence, Stravinsky emphasized an E tonal center with stepwise, 

descending sixths from C to E, illustrated by prolongational beams in mm. 1–3, 4–7, and 7–9. 

The dotted beam in mm. 4–7 reveals an incomplete descent to F≥, like Schenker’s Urlinie descent  

 

                                                           

31 Ibid. Although seemingly contradictory, the new key of the contrasting middle 
provides both contrast (new key) and coherence (the new key is closely related to the tonic of the 
exposition) according to Schoenberg. 

32 Caplin, Classical Form, 13. 

33 Ibid., 17. 

34 Ibid., 73. 
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Figure 3.11. Opening of the third movement of the Sonate. 
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to 2̂  in the interruption form.35 After eight measures, Stravinsky initiated the contrasting middle 

(C.M.) with a non-tonal answer to the opening fugal subject, supported by a pedal E and textural 

change with the addition of a third voice. This answer quickly liquidates into two-voiced, 

chromatic fragments derived from the subject.36 The circled notes at the end of m. 18 outline a 

V7 chord in the key of E minor, which elides to a first inversion tonic in the next measure. Even 

the downbeat of m. 18 anticipates the dominant with an enharmonic respelling of the leading 

tone (E≤ instead of D≥) over the root (B).  

The recapitulation starting at measure 19 (Figure 3.12) presents the subject in two voices 

as follows: the right hand transposes the subject two octaves higher than the initial statement for 

four measures plus two sixteenth notes, while the left augments the subject in eighth notes at the 

original octave. The right hand fragments a portion of the subject in mm. 24–25 while the left 

traverses exactly one half of the original subject. The four sixteenth-note melodic fragments 

beginning in the second half of m. 23 signal an anchored ending of the recapitulation (circled). 

This small ternary comprises the large A section of this large ternary movement. The A’ section 

shortens the main theme to a period theme-type.37  

Unlike the CPT small ternary, this example does not produce a tight-knit theme for the 

outer functions. The fugal subject replaces the basic idea, but the exposition lacks the 

characteristics of an antecedent or presentation. Endings fall into the authentic category, but  

                                                           

35 Heinrich Schenker, Free Composition, trans. and ed. by Ernst Oster (New York: 
Longman Inc., 1935), 19. The interruption occurs when the stepwise descent of the fundamental 
line (Urlinie) reaches scale degree 2 over a dominant harmony, and then restarts at the initial 
tone (Kopfton) for a second descent to the tonic. 

36 Although seeming unrelated, this contrasting middle resurfaces in mm. 100–108 as a 
retransition to the recapitulation of this large ternary movement. 

37 Theme-types within full-movement forms are covered in Chapter 5. 
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Figure 3.12. Recapitulation of small ternary from the Sonate. 
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there are no clear PAC’s. While the bass descends to tonic E in m. 9, the corresponding E in the 

soprano whisks by on the last sixteenth of m. 8. The dominant seventh arpeggiation in m. 18 

resolves to a weak first inversion tonic with doubled roots at the start of the recapitulation. The 

contrasting middle features chromaticism and a change in texture. Its initial fugal answer quickly 

devolves into fragments from the subject, accompanied by new rhythmic figures in the left hand. 

While this recapitulation does not complete the melodic–harmonic progression left unresolved in 

the contrasting middle, it does provide a “semblance of formal symmetry by providing a return 

of the exposition.”38 

Another example of small ternary uses the same initial motivic material in each of its 

three constituent functions. Figure 3.13 shows an orchestral reduction of the opening of the first 

movement from the Concerto for Piano and Winds.39 Robert Morgan associates these motives 

with tonal emphasis on A, C, and back to A: “Although tonal areas are defined primarily by 

emphasis rather than functional progression, functional tonality, like other traditional elements, is 

frequently evoked.”40 Stravinsky blurred the mode by starting the exposition in the minor mode, 

then changing to major in the next measure. In the recapitulation, the mode is further obscured 

by switching the F♮ of the penultimate measure (fully-diminished) to F≥ (half-diminished) in the 

final measure.  These motives do not qualify as basic ideas, since they do not initiate tight-knit 

theme-types, but tonal centers match the standard small ternary pattern (A for outer sections, C 

for the contrasting middle). Each motive features a weak authentic ending. The first four 

measures lead to an A minor tonic with a sustained sixth, but the outline of the F major triad after   
                                                           

38 Caplin, Classical Form, 13. 

39 The solo piano does not enter until after this passage. 

40 Robert P. Morgan, Anthology of Twentieth-Century Music (New York and London: W. 
W. Norton, 1992), 171.  
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Figure 3.13. Orchestral reduction of the opening of the first movement of the Concerto. 
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the resolution points toward a deceptive ending.41 Inversions weaken the cadence at mm. 17–18, 

while the recapitulation extends the leading tone portion of the ending with a modal mixture in 

m. 32, eliding to the main theme at m. 33. Between each function, Stravinsky inserted the 

leading tone first inversion triad in the key (mm. 14 and 28), resolving to the new tonic in the 

next measure. Contrast for the B section results initially by a change in orchestration. Whereas a 

horn quartet dominates the exposition, trumpets, trombones, and tuba initiate the contrasting 

middle, succeeded by a soft, homophonic texture with solo oboe and trumpet at m. 22 

accompanied by clarinet, bassoon and contrabass. The horn quartet resurfaces in the 

recapitulation accompanied by bassoons and tuba until the last measure which reprises the soft 

woodwind texture with oboes, English horn, and clarinets. Unlike the solo works, the concerto 

provides this additional tool of orchestration that can be used to provide contrast between 

functions. 

The “Hymne” from the Sérénade opens with a small ternary with similar motives in all 

three functions (see Figure 3.14). Although he does not use the word “ternary,” Joseph Straus 

considers the three functions as blocks, labeling them with the letters A1, B, and A2.42 The block 

labels never refer to A or B for the rest of the movement, so they clearly qualify as a ternary 

form. The accompaniment of outer blocks emphasizes pitch class A, while that of the B block 

emphasizes B≤. Straus explains the insertion of B between A1 and A2 as motivic composing out 

of the opening neighbor-note motive A–B≤–A in the bass (accompaniment). Shedding further 

light on this passage are Caplin’s two basic notions for the small ternary: “(1) a relatively closed 

                                                           

41 Hence the question mark in the figure. 

42 Joseph N. Straus, “The Problem of Coherence in Stravinsky’s “Sérénade en La” 
Theory and Practice 12 [Analysis Symposium: Stravinsky’s “Sérénade en La” (1925)] (1987), 
4–7. His labels reflect the typical A–B–A’ ternary form. 
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thematic unit is juxtaposed with a structurally open unit of contrasting content and formal 

organization, and (2) the original unit is brought back, but in a way that ensures complete closure 

of the theme.”43 Without traditional tonic/dominant hierarchy, it is difficult to define complete 

closure of these themes. While a case could be made for sentence theme-types in the exposition 

and recapitulation, Stravinsky uses more of a motivic approach to provide unity between these 

outer functions, as well as inward contrary motion (mm. 5 and 18) to provide closure. Both 

functions exhibit pitch classes from the F major scale, but the ending of the exposition (m. 6) 

omits pitch F while the octave F3–F2 in the corresponding measure of the recapitulation (m. 19) 

indicates a stronger ending in the implied F major tonal center.  

Stravinsky uses several techniques to provide contrast in the middle section (mm. 7–14). 

While upper voice melodic figures center around A5 in the exposition and recapitulation, the 

contrasting middle shifts its focus to A4. Dynamically, the soft middle section contrasts with the 

loud outer functions. The accompaniment begins (mm. 7–10) with pcs almost exclusively from 

the B≤ triad in contrast to the F-centered left hand of the outer functions.44 Whereas Caplin’s 

contrasting middle exhibits loose organization, Stravinsky’s evinces relatively tight-knit 

construction when compared with the outer functions. This phrase divides into a normative 4+4 

arrangement of presentation with three and a half basic ideas, followed by four measures of 

fragmented figures that lead to a contrapuntal ending in m. 14.45 Of Caplin’s four continuation  

 
                                                           

43 Caplin, Classical Form, 13. 

44 The appearances of E1 and E2 in mm. 7 and 8 respectively are relegated to the status of 
passing tones between D and F. 

45 Although three basic ideas normally reflect loose organization, the corresponding ideas 
are also presented three times in the exposition, so the contrasting middle matches the 
“tightness” of the initial function. 
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Figure 3.14. Small ternary at the opening of the “Hymne” from the Sérénade. 
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characteristics, the only one used in mm. 11–14 is fragmentation. While outer voices produce a 

downward contrapuntal ending in m. 14, Stravinsky added an inner voice that combines contrary 

motion (see upward arrow) with polyrhythm (duplet against triplet) and chromaticism (B♮, F#, 

and C#). This complex ending anticipates new material that appears after the recapitulation. At 

the surface, the recapitulation completes the material presented in the exposition, but the final 

sonority of m. 14 initiates the ensuing phrase starting in m. 20.  Stravinsky’s sketches suggest 

that this phrase initially followed the contrasting middle, and then he inserted the recapitulation 

as a “missing block.” Figure 3.15 shows a transcription of the sketch by Maureen Carr with a 

circled “X” in the second system. According to Carr,  

Stravinsky adds interruption marks (//) and places an X inside of a circle (X) to indicate 
that something would be added. These indications were likely inserted later, after 
Stravinsky would formulate the next phrase that would eventually become mm. 15–21 on 
p. 33r ... In a sense, this entry can be thought of as the “missing block” from p. 1r …46 
 

Rearranging the phrases produces a new formal structure which I will call an “overlapping 

double period,” in which the first half of the second period is inserted into the first period. The 

resulting structure appears in Figure 3.16. Label “x” shows the first period (Ant. 1 plus Cons. 1) 

containing the exposition and recapitulation; “y” shows the second period (Ant. 2 plus Cons. 2) 

made up of the contrasting middle and the “New” phrase starting in m. 20. Figure 3.15 also 

shows the correlation between the small ternary functions (exposition, contrasting middle, 

recapitulation, plus the “New” phrase) and the two overlapping periods. The second period (“y”) 

fails as a Caplinian period since the basic idea of the antecedent does not appear at the beginning 

of its corresponding consequent. This period instead links the phrases by the first inversion triad 

(C#2–E4–A4) which ends the contrasting middle (m. 14) and begins the new phrase (m. 20).  

                                                           

46 Maureen Carr, After the Rite: Stravinsky’s Path to Neoclassicism (1914-25) (Oxford, 
New York: Oxford University Press, 2014), 290. 
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Figure 3.15. Carr’s transcription of sketches for the “Hymne.” The circled “X” indicates 
Stravinsky wanted to insert a passage which eventually turned out to be the recapitulation of the 
small ternary. 

 

 

 

Figure 3.16. Diagram of an overlapping double period. 
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Such a period could be branded as either “continuous” (the antecedent moves to a new tonal area 

and the consequent continues in that area) or “contrasting” (the consequent has limited thematic 

or tonal relationship to the antecedent). By relating the end of the antecedent to the beginning of 

the consequent, Stravinsky reverses the normative order of the period (i.e., the beginning of the 

consequent should relate to the beginning of the antecedent). Reversing a traditional formal 

construct appears elsewhere in Stravinsky’s music. Ethan Haimo, for example, refers to the 

“backwards recapitulation” in the first movement of Stravinsky’s Octet for Winds due to the way 

the second theme appears before the first in the recapitulation.47 Even Caplin cites examples of 

two phrases whose melodic close suggest “reversed” or “inverted” periods where the antecedent 

comes after the consequent.48 While this overlapping double period occurs only here in the piano 

works, its support from the sketches bears mention for possible future research. 

While common-practice pieces focus on harmony, Stravinsky used alternative elements 

(texture, rhythm, orchestration, etc.) to establish four theme-types in the piano works: sentence, 

period, hybrid, and small ternary. Cited examples in this chapter support a close kinship with 

tight-knit themes constructed using Caplinian formal functions. Stravinsky’s use of asymmetrical 

meters usually alters the balanced, normative version of common-practice theme-types. He 

retained the presentation–continuation–cadential functions of the sentence, although generally of 

looser organization than those found in common-practice pieces. Using contour, rhythm, or 

thematic patterns (i.e., anchors) to identify cadential functions complicates the classification of 

theme-types. For example, without the ability to specify tonic prolongation, it is difficult to 

                                                           

47 Ethan Haimo, “Problems of Hierarchy in Stravinsky’s Octet,” in Stravinsky 
Retrospectives by Ethan Haimo and Paul Johnson (Lincoln, NE: Nebraska University Press, 
1987), 46. 

48 Caplin, Classical Form, 89. 
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determine whether a phrase with basic and contrasting ideas forms an antecedent or a compound 

basic idea.  

Theme-types help gauge the relative strength of endings. According to Caplin, cadential 

strength depends on the degree of “harmonic–melodic closure achieved within a key (or several 

keys).”49 Imperfect authentic and half cadences tend to be weaker than perfect authentic 

cadences. Cadential strength in Stravinsky’s pieces depends on melodic closure, rhythm, 

contour, and formal function size. For example, if an ending closes a large function (e.g., 

exposition, refrain, contrasting middle, etc.), its relative strength is greater than those that 

terminate an internal theme. Outward contrary endings tend to be stronger than inward contrary 

endings. Falling contrapuntal endings tend to be weak, while rising endings are split evenly 

between weak and strong.  

This chapter confirms that Stravinsky used four of Caplin’s standard tight-knit theme-

types: sentence, period, hybrid, and small ternary. Two missing theme-types are small binary and 

compound types. The “Romanza” from the Sérénade comes closest to the small binary by virtue 

of its two sections, each starting with a similar hybrid structure of compound basic idea plus 

continuation. It fails as a small binary since it is longer than a standard theme-type, has no clear 

sense of the binary tonal requirements (such as half and perfect authentic cadences), and adds 

musical materials beyond the standard theme-types associated with the small binary.  There are 

two possible compound types in the piano pieces: a sixteen-measure sentence in the Sonate (cited 

in Table 3.1) and a sixteen-measure normative version in the Sérénade.50  Now that we have 

                                                           

49 Ibid., 53. 

50 Chapter 4 shows how removing loosening agents from this twenty-measure passage 
reduces to a normative sixteen-measure period. 
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examined standard theme-types, the next chapter shows how Stravinsky deviated from the 

norms. 
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CHAPTER 4 

LOOSENING AGENTS 

 

 Another useful extension of Caplin’s theory of formal function derives from a 

combination of two central tenets of his system. The first is the concept of a “normative” phrase, 

which refers simply to phrases with balanced lengths of component parts: the length of the 

presentation matches the length of the continuation; the length of the antecedent matches that of 

the consequent, and so on. In common-practice music, this refers most often to an eight-bar 

phrase. The second is what Caplin calls “loose organization.” According to him, “[l]oose 

organization is characterized by harmonic–tonal instability, evasion or omission of cadence, 

diversity of melodic–motivic material, inefficiency or ambiguity of functional expression, and 

asymmetrical phrase groupings (arising through extensions, expansions, compressions, and 

interpolations).1 As he points out, in the music of Haydn, Mozart, and Beethoven, primary 

material features normative eight-bar phrases with tight-knit theme-types, while loosening agents 

were applied to secondary areas, such as subordinate themes, transitions, and development 

sections. 

 Despite the counterintuitive nature of the concept of a “normative” phrase in the music of 

Stravinsky, the notion of “loosening agents” is still revealing in some situations.  Stravinsky did 

not employ many normative phrases by Caplinian standards. In fact, as shown in Table 4.1, only 

four passages from the works under consideration emerge as normative, eight-measure theme-

types.  The excerpt from the Sérénade derives from the main theme. All other theme-types 

exhibit altered and/or unbalanced phrase lengths. The sentence in mm. 151–158 of the first  
                                                           

1 William E. Caplin, Classical Form: A Theory of Formal Functions for the Instrumental 
Music of Haydn, Mozart and Beethoven (New York: Oxford University Press, 1998), 17. 



81 
 

Piece Movement Meas. Theme-type 

Sonate third  26–33 Period 
Sonate third 41–48 Sentence 
Sonate third 64–79 Sentence 
Sérénade “Romanza” 22–29 Period 
 

Table 4.1. Normative theme-types found in the piano works. 
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movement of the Concerto, for example, extends the length of the presentation by stating the 

basic idea three times instead of two. However, there are several situations where clear loosening 

agents impact phrase length, and these are the focus of this chapter.  In section 4.1, I discuss 

several passages from the Sérénade that extend the normative lengths of theme-types using 

interpolations. I show how motivic materials of some interpolations derive from other areas of 

the Sérénade. In section 4.2, I argue that a passage from the Sonata uses an extension to loosen 

an otherwise tight-knit phrase. I also show Stravinsky’s use of both loosening agents in the 

Sérénade and how he sometimes altered their placement from the way common-practice 

composers used them. I cite expansions in both sections, but they do not occur often enough to 

warrant lengthy discussion. 

  

4.1. INTERPOLATIONS 

 

Caplin defines an interpolation as “musical material that is inserted between two logically 

succeeding formal functions, yet seeming not to belong to either function.”2 The keyword in this 

definition is “seeming,” since the interpolation often has hidden relationships to the surrounding 

functions and/or other thematic material in the movement. For Caplin, these loosening agents are 

usually brief, although he mentions the existence of “interpolated episodes,”3 lengthier injections 

of new material sometimes found in the contrasting middle of the minuet.4 Most of Caplin’s 

examples cite interpolations between the basic and contrasting idea of an antecedent or 
                                                           

2 Ibid., 55. 

3 Ibid., 225. 

4 Caplin also concedes the existence of lengthy, developmental interpolations in Classical 
Form, 218. 
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consequent, although one example shows an interpolation between two basic ideas of a 

presentation.5 Stravinskian interpolations are always brief and often delineated by a change in 

pitch collection, alternate metric sub-divisions, motivic uniqueness, or a change of texture. CPT 

interpolations exist between functions, yet Stravinsky creates interpolations within functions as 

well. 

A clear Stravinskian interpolation appears in the second episode of the “Rondoletto” from 

the Sérénade, shown in Figure 4.1. The episode begins with a sentence whose basic idea appears 

in the left hand, accompanied by a Tt version6 of the partially anchored theme from mm. 2–3 in 

the right hand (labeled “x”). Although Stravinsky initiated the passage with a change of key 

signature from three sharps to no sharps or flats, the passage suggests a tonal center on G, 

alternating between major and minor modes. The diatonic motive outlines G major, while the 

non-anchored pitches of the second (B–C–C≥–D–E≤ in m. 92) ascend chromatically. The 

additional measure (m. 91) serves as a one-measure interpolation between the two basic ideas. 

The interpolation changes pitch collection in the right hand, while the left hand exhibits an 

ascending G major scale (changing mode and inserting new motivic material). The scale in the 

left hand resembles a caesura fill but its placement between two basic ideas eliminates that 

interpretation. Removal of the interpolation results in a normative four-measure presentation.  

The previous example highlights a difference between Stravinsky’s interpolations and 

Caplin’s examples. While unrelated to surrounding material at the surface level, Caplin suggests 

that interpolations may play “a more important role in articulating formal functionality than  

                                                           

5 Caplin, Classical Form, 72–73. 

6 The Tt nomenclature describes a transposition (capital T) at the interval of a tenth 
(subscript t). 
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Figure 4.1.  Interpolation in the “Rondoletto.” 
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originally might be thought.”7 His example from Mozart’s K. 459 shows how the ascending 

interpolation “opens up” the melodic process that had been abruptly “closed down” to tonic at 

the end of the basic idea. After his basic idea begins with a leap from E5 to G5, Mozart’s 

stepwise interpolation “fills in” that gap. For Stravinsky, the ascending G major scale of the 

interpolation similarly fills in a gap initiated by the basic idea. Unlike Mozart, Stravinsky’s basic 

idea does not terminate on tonic, resulting in more of an “open” ending to the melodic process. 

Rather than opening the melodic process, Stravinsky’s interpolation suggests a complete 

departure from it, introducing a major scale ending on the seventh scale degree. This suggestion 

of new material ends with a discontinuous leap back to G2 which initiates the repeated basic 

idea, retroactively suggesting no relationship between the interpolation and its surrounding 

melodic processes.  

Another clear interpolation appears later in a period theme-type from the Sérénade 

(shown in Figure 4.2). This interpolation breaks the contrasting idea into two parts.8 To qualify 

as an interpolation within a constituent part, the passage must clearly deviate from the 

predominant thematic, textural, dynamic, and/or rhythmic characteristics of its surroundings. The 

texture of this passage consists of lilting sixteenth figures in the left hand supporting the 

sustained, stepwise melodic material in the right hand. Both hands use pitch classes from the C 

major scale. The basic idea of the antecedent (mm. 57–60) gets repeated exactly one half step  

                                                           

7 Caplin, Classical Form, 54–57. 

8 Caplin’s definition of interpolation does not apply to this example, since the inserted 
material appears within a constituent part of a function. For Caplin, interpolations must be placed 
between functions.  
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Figure 4.2. Interpolation and extensions in the “Hymne.” 
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Figure 4.3. Ostinato on B4 from the “Hymne.” 
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higher in the consequent (mm. 68–71).9 Both the antecedent and consequent feature endings with 

outward contrary motion. The interpolation introduces chromaticism in the antecedent between 

the second half of m. 63 and the second half of m. 65. The chromaticism alters the pitch content 

of the antecedent. Although not indicated, m. 64 is a 7/8 measure, so the interpolation covers 6-

1/2 quarter notes. At the initiation of the interpolation, the lilting figures of the left hand change 

from six, sixteenth-note groupings to four, descending, sixteenth-note groupings. The upper 

voice contains an ostinato of quarter notes on B4. Stravinsky layers in a third voice of 

descending fifths centered near the bottom of the treble staff. Removing the interpolation results 

in a normative, four-measure contrasting idea.  

Although unrelated to the surrounding contrasting idea, the repeated B4 in this 

interpolation paraphrases a similar ostinato found in mm. 35–38 from the second section of the 

“Hymne” (Figure 4.3) providing coherence between the last two sections of the movement. In 

addition to the repetition of B4, the passage mm. 35–38 mirrors the three-layered texture and 

contrasting chromaticism of the  

interpolation in Figure 4.2. While providing connectivity between sections, this interpolation does 

not enhance the formal functionality of the antecedent. 

One final interpolation example appears within the consequent of a period theme-type at 

the end of the “Cadenza Finala” of the Sérénade, placed between the basic and contrasting ideas 

(see Figure 4.4). The motivic material in the right hand is loosely organized around triads. The 

basic ideas feature A major triads while the contrasting ideas have G major triads. Each function 

(antecedent and consequent) outlines a C≥ diminished arpeggio in the left hand. Stravinsky  

                                                           

9 While the entire basic idea of the consequent restates that of the antecedent raised a half 
step, Stravinsky curiously chose to write the first two measures in sharps (up an augmented 
unison) and the second two measures in flats (up a minor second).  
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Figure 4.4. Period theme-type from the end of the “Cadenza Finala.” 
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inserted an unexpected passage of A major triads at m. 83 after starting the contrasting idea in 

the antecedent. Removal of mm. 83–87 results in a normative eight-measure phrase.10 Normally 

this would signal the presence of an interpolation, but since the motivic material is directly 

related to the basic idea, the passage must necessarily be designated as something else. It is not 

an extension because it does not extend the material started in the contrasting idea. Of the 

standard alteration techniques (extension, expansion, compression, and interpolation) the best 

designation that fits would be expansion. The prevailing harmony of the contrasting idea is on a 

G major triad. These five measures center on the A major triad before completing the contrasting 

idea, so they follow the same logic of Caplin’s expanded cadential progression,11 leading to the 

rising contrapuntal ending in mm. 88–89. Stravinsky truncated both basic and contrasting ideas 

in the consequent, shortening each from four measures to three. The interpolation between basic 

and contrasting ideas (mm. 93–96) is characterized by several features: the C♮ in m. the right 

hand of m. 93 contrasts strikingly with the use of C≥ throughout the period to this point; the left 

hand outlines descending arpeggios starting on F4 (mm. 93–94), followed by sequential, 

chromatic figures in mm. 95–96. These arpeggios diverge in contour and pitch content from the 

flowing diminished triads of the basic and contrasting ideas. Sequential fragments in mm. 100–

102 suggest a sense of “becoming” between the contrasting idea and the cadence, implying more 

of a continuation than a consequent. Yet the balanced, motivic figures initiating each phrase 

points toward a period theme-type rather than a hybrid of  

                                                           

10 Rebarring the 5/8 and 7/8 measures into three 2/4 measures yields the normative phrase 
length.  

11 Caplin, Classical Form, 47. An expanded cadential progression appears when the 
cadential idea occupies a large portion of (if not the entire) continuation function. 
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antecedent–continuation.12 Lengthy fragmentation delays the authentic cadence until m. 104.13 

Harmonically, Stravinsky avoided a stable perception of mode by the presence of C♮ in 

both hands from m. 99 to the end (but for a weak passing C≥ in an inner voice of m. 103). While 

most of the movement implies a major mode, these last measures suggest a change to minor. The 

final authentic cadence avoids the third entirely in its resolution, using only the root of the tonal 

center A. Whereas the G≥ in m. 104 resolves properly to tonic, the G♮ in the lower voice obscures 

the dominant function. Avoidance of mode does not mean elimination of tonal center. The 

preponderance of A major triads combines with cadential points on A to support the title of the 

work. 

 

4.2. EXTENSIONS 

 

 Caplin describes extensions as material that “stretches out” functions in time using an 

“intimate motivic connection.”14 While extensions may be applied to any function, this chapter 

focuses on extensions of basic and contrasting ideas. Figure 4.5a illustrates this process with a 

one-measure extension from the “Hymne.” The left hand of m. 61 continues the lilting pattern 

established by the second half of the basic idea (fulfilling Caplin’s motivic connection for 

extensions), while the E–B–D–F in the right hand anticipates the initial sonority of the 

contrasting idea. The descending arpeggio in the left hand in the second half of m. 61  

                                                           

12 Additional interpolations appear in m. 7 from L’Histoire du Soldat (ii), and mm. 93–95 
and 109–110 from the Sonate (i). 

13 A similar cadential delay in a period theme-type appears in mm. 33–35 of the 
Capriccio (i). 

14 Caplin, Classical Form, 55. 
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Figure 4.5a. One-measure extension from the “Hymne.” 

  

 

 

Figure 4.5b. One-half measure expansion within a contrasting idea.  
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foreshadows the initial motivic patterns of the contrasting idea. Changing contour and pitch 

classes within these arpeggios provide the necessary conditions for a contrasting idea. 

Transposed repetition of the four-measure basic idea in the consequent supports the proposition 

that the basic idea terminates in m. 60. Stravinsky adds a similar extension in the consequent, 

reflecting on what Caplin calls symmetrical deviations, stating “if the antecedent is altered from 

its four-measure norm, then the consequent will be changed to restore the sense of symmetry.”15 

The consequent includes a one-half measure expansion in the second half of m. 75 (shown in 

Figure 4.5b). This pattern does not extend the contrasting idea, but rather expands upon material 

already presented in the second half of m. 74.  

The next example (Figure 4.6) illustrates a one-measure extension at the end of the 

presentation that initiates the development section in the first movement of the Sonate. This 

extension (m. 55) fragments the last three eighth notes of m. 54 (right hand) in a sequential 

descent to the continuation. The left hand provides a registral connection to E2 of the 

continuation, reversing its ascent from m. 54. The entire pitch collection of m. 55 outlines a 

major-minor seventh chord built on D, unrelated to the predominant sense of B major found in 

the presentation. Despite the foreign harmonic nature of this measure, it cannot be considered an 

interpolation due to its close thematic association with the second motive of the basic idea. 

Removal of the extension yields a normative eight-measure sentence (although the change of 

meter in m. 59 adds one more quarter note length in the ending). 

 Another one-measure extension appears in m. 63 of the next passage in the Sonate 

(Figure 4.7). The right hand of the antecedent contains a basic idea with two melodic motives: 

the descending quarter note dyads in m. 60, and the triplet figures in mm. 61–62. Measure 63  

                                                           

15 Caplin, Classical Form, 55. 
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Figure 4.6. One-measure extension from the first movement of the Sonate. 

 

 

Figure 4.7 One-measure extension of the basic idea in the Sonate. 
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could be either the fourth measure of the antecedent or an extension. While the right hand 

continues the second motive of the basic idea, the left begins with an extension of the upward 

contour (shown by the arrow), but reverses direction in the second half of the measure, 

anticipating the contour used in the contrasting idea. The consequent provides two reasons that 

m. 63 is an extension: first, the basic idea of the consequent covers only three measures, 

balancing the length of the basic idea in the antecedent; second, the consequent reprises, note-

for-note, the right hand of the first three measures of the antecedent followed immediately by the 

contrasting idea. The right hand also mirrors the contour and texture of m. 62, while the left hand 

continues the rising three-note figure, followed by a descent which characterizes the contour of 

the contrasting idea. The left hand signals the contrasting idea with a change of direction 

(indicated by arrows) and a new pitch collection of a G≥ major-minor seventh chord. Since the 

right hand mirrors the downward contour of the left hand, mm. 64–65 qualify as a contrapuntal 

ending with similar motion, a less common ending type in the piano works. Had there been no 

cadence, Caplin would classify this excerpt as a hybrid 4 theme-type, consisting of a compound 

basic idea followed by a consequent. 

 Figure 4.8 shows a two-measure extension from the Sérénade (mm. 13–14) that imitates 

the contrasting idea with increased texture. Besides motivic similarity with the C.B.I., the first 

three sixteenth notes of this extension also anticipate the opening of the continuation, while the 

left hand serves as a caesura fill between the two functions. While mm. 9–12 center on G major, 

the F♮ in m. 13 suggests either a change of mode or shift to E minor. Both hands outline an E 

minor triad in m. 14 (but for the final sixteenth C3 which function more as a passing note 

through a series of descending thirds).  
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Figure 4.8. Two-measure extension from the “Romanza.” 

 

 

Figure 4.9.  Concatenation of extension with interpolation from the “Romanza.” 
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Extensions must contain musical material that resembles elements of the formal function 

that precedes it to avoid confusing them with interpolations. Theoretically, there should be no 

confusion since interpolations usually occur within a phrase while extensions appear at the end. 

Since Stravinskian interpolations may appear either within or between functions, it is possible for 

an extension to be placed before an interpolation. For example, the thematic material of the 

extension (mm. 38–39 in Figure 4.9) clearly relates to the contrasting idea of mm. 36–37,  

whereas the interpolation (mm. 40–42) presents seemingly unrelated material. This example 

concatenates an extension to an interpolation at the end of a compound basic idea of a hybrid 3 

theme-type. As discussed before, interpolations may be related to other parts of the movement. 

For example, the circled notes in mm. 40–41 (G–D–A–E) contain the same pitch classes as the 

downbeats of mm. 34–37. The upper motivic material in those same measures (A–B–C–D–A–B) 

simulate the Mozartian double neighbor16 found in mm. 5–6 (E–F≥–D–E).17 

 Since Stravinskian phrases seldom follow what would be considered normative for CPT 

works, most of his phrases fall into a looser category by Caplinian standards. The word 

“normative” for Stravinsky must be considered in context, relative to his own compositional 

proclivities. This chapter has shown how Stravinsky used interpolations and extensions to loosen 

his own phrases in ways that often followed the techniques used by common-practice composers. 

We saw how Stravinsky altered some of those techniques, like the way his interpolation in the 

“Rondoletto” did not “open up” a closed melodic process (Figure 4.1), as well as placing  

 

                                                           

16 Maureen Carr, After the Rite: Stravinsky’s Path to Neoclassicism (1914–25) (New 
York: Oxford University Press, 2014), 300. 

17 Additional extensions appear in mm. 35–36, 133–134, and 143–144 from the Sonate 
(i), and m. 69 from the Concerto (ii). 
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Figure 4.10.  Normative version of mm. 57–77 from the “Hymne.” 
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interpolations within functions rather than between them (Figures 4.2, 4.5a). We also saw an 

example of how Stravinsky immediately followed an extension with an interpolation.  

Loosening agents, by definition, may be removed to produce normative phrase lengths. 

Removing the interpolation, extensions, and expansion from the passage in Figure 4.2, for example, 

yields a normative phrase construction, illustrated in Figure 4.10. The resulting period doubles the 

normative length of basic ideas from two measures to four, resulting in what Caplin refers to a  

formula of R=2N, relating the real number of measures (R) to the notated (N) measures.18 Had 

Stravinsky used a 12/8 meter instead of 6/8, the phrase would reflect a normative period length (4+4 

instead of 8+8).  

Of Caplin’s loosening characteristics, the main one evident in Stravinsky’s music is the 

asymmetrical phrase grouping caused by interpolations and extensions. Other characteristics involve 

tonal implications not found in the piano works. Though his usage of these loosening agents may be 

unconventional with respect to common-practice works, they fulfill the removal requirement: i.e., 

removing the loosening agent results in a normative phrase.  

 

  

                                                           

18 Caplin, Classical Form, 35. 
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CHAPTER 5 

FULL-MOVEMENT TYPES 

 

 As a final topic in our exploration of using Caplin’s model to explain Stravinsky’s 

neoclassic piano works, we now consider full-movement types. Caplin cites five types in 

Classical Form: sonata, slow-movement, minuet/trio, rondo, and concerto.1 In a later treatise, 

Caplin lists four full-movement types, removing slow-movement and minuet/trio, adding large 

ternary, and replacing rondo with five-part rondo.2 These larger types also break down into 

smaller interthematic functions (main theme, transition, interior theme, etc.) that “occur in a 

conventionalized order (depending on the full-movement form … giving rise to a higher-level 

formal syntax.”3 Besides motivic contrast, interthematic functions display a change of harmony 

in common-practice works. 

 Naturally, Stravinsky’s neoclassic works provide ample opportunity to explore parallels 

between his music and Caplin’s model. After all, these works are based on Baroque and 

Classical models. Like theme-types, Stravinsky’s interthematic functions are delineated by 

contour, rhythm, and motivic characteristics rather than harmonic contrast. Table 5.1 associates 

each movement of the piano pieces with one of three full-movement types: sonata, rondo or large  

  

                                                           

1 William E. Caplin, Classical Form: A Theory of Formal Functions for the Instrumental 
Music of Haydn, Mozart and Beethoven (New York: Oxford University Press, 1998), 195ff. 

2 William E. Caplin, James Hepokoski, and James Webster, Musical Form, Forms, and 
Formenlehre: Three Methodological Reflections (Leuven University Press: 2010), 33. 

3 Caplin, Classical Form, 17. 
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Piece Movement Formal Type Comments 
Concerto first sonata Framed by slow sections featuring the orchestra; the 

second slow section includes piano accompaniment 
Concerto second ternary ABA’ with cadenzas between each section; A’ 

section is markedly shorter than the A section; slow 
tempo 

Concerto third rondo ABACA with coda, followed by a brief stringendo 
tag 

Sonate first  sonata Four instances of the Preludio disbursed among the 
movement; three-part development group; codetta 

Sonate second ternary ABA’; motivic constituent parts of period theme-
type; improvisatory retransition; slow tempo 

Sonate third  ternary ABA’; B section comprises seven themes to form an 
interior theme group; fast tempo 

Sérénade “Hymne” ternary* ABC with coda 
Sérénade “Romanza” binary A–A’with lengthy second section, framed by short 

passages with three motives 
Sérénade “Rondoletto” rondo ABACA with coda 
Sérénade “Cadenza 

Finala” 
ternary ABA’; B section contains two large sections that 

start with similar thematic material; moderate tempo 
 

Table 5.1. Large movement-types in the piano pieces. 
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ternary.4 The chapter then divides into three parts: section 5.1 covers the large ternary, section 

5.2 discusses the five-part rondo, and section 5.3 covers the sonata. 

 

5.1. LARGE TERNARY 

 

 Caplin’s large ternary follows a similar pattern to the small ternary (ABA’), but with 

significant tonal differences. The A section of the small ternary, for example, may modulate and 

close in a subordinate key, whereas that of the large ternary must begin and end in the home key. 

For that reason, there is no need for tonal adjustments in the A’ section of the large ternary 

whereas there may be adjustments required in the small ternary. Caplin refers to the B section as 

an interior theme rather than a contrasting middle or subordinate theme, since it usually does not 

move to a subordinate key, but rather reflects a mode change.5 In common-practice pieces, 

interior themes usually change modality, “melodic-motivic material, texture, and 

accompanimental figurations,”6 and include a retransition to the final A section. If the interior 

theme moves to the dominant, the retransition adds a seventh to convert that harmony to the 

dominant of the original tonic. Thematic considerations in the retransition include an 

“anticipation of motives from the basic idea.”7 

Of the ten movements comprising the piano works examined, seven exhibit a tripartite 

structure. Two of those fall into the sonata category discussed in Section 5.3, while the other five 

                                                           

4 The asterisk next to the ternary designation for the “Hymne” indicates that although 
tripartite, it does not follow the conventional form of the large ternary. 

5 Caplin, Classical Form, 211–212. 

6 Ibid., 212-213. 

7 Ibid., 79. 
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embrace the large ternary. Of course, the criteria for Stravinsky are somewhat different than 

those of Caplin. For example, Caplin designates the large ternary as a kind of slow-movement 

form,8 but Stravinsky applies the form to the fast third movement of the Sonate and the 

moderately fast “Cadenza Finala” from the Sérénade. Lacking the clear harmonic progressions 

of common-practice works, Stravinsky’s large ternary movements reflect similar material with 

relatively tight-knit themes in the outer sections. The one exception to this characteristic appears 

in the “Hymne” from the Sérénade, which comprises three large, unrelated sections. While the 

“Romanza” resembles a large ternary with two short outer sections and a large B portion, it lacks 

tight-knit themes in the outer sections and is better described as a large binary with introduction 

and outtroduction.9 The Concerto second movement is a very clear ternary with cadenzas. As 

Traut shows in his book, “the movement is best thought of as a ternary layout, with the two 

cadenzas separating the larger sections.”10 The second movement of the Sonate features a middle 

section that differs from the outer sections by key signature as well as motivic material. While 

the A section forms a large period theme-type, the A’ section is truncated with only one 

appearance of the main theme. The “Cadenza Finala” from the Sérénade contains outer sections 

of identical length (27 measures) but different structure: the A section has two sentence theme-

types while the A’ section comprises a large period with asymmetric phrase lengths. Its B section 

divides into two parts, each beginning with similar motivic material, but rapidly devolving into 

looser organization. 

                                                           

8 Ibid., 211–216. 

9 The term “outtroduction” refers to the way Stravinsky reverses the motivic order of the 
introduction. 

10 Donald G. Traut, Stravinsky’s Great Passacaglia: Recurring Elements in the Concerto 
for Piano and Wind Instruments (University of Rochester Press, 2016), 109. 
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The final large ternary comes from the third movement of the Sonate, which deserves a 

closer look. Table 5.2 shows the overall form of this movement. The first part aligns with 

Caplin’s theory, reflecting the small ternary formal function, but instead of a single interior 

theme for the second part, Stravinsky used an interior theme group, like the formal plan 

encountered in rondo full-movement types. The main theme encompasses a small ternary form in 

mm. 1–25. Figures 5.1a and 5.1b compare the opening four measures of the exposition and 

recapitulation from this small ternary.11 Its recapitulation presents the main theme an octave 

higher than in the exposition (with one pitch adjustment circled in the figures), saving the 

original register for the A’ section of the large ternary. The recapitulation adds a second voice 

that augments the main theme (from sixteenth to eighth notes). Both outer sections present the 

main theme using tight-knit themes of different theme-types: the A section uses small ternary 

while the A’ section comprises a period. Each section contains two instances of the main theme. 

In the small ternary, the theme appears in the exposition and recapitulation. In the period, the 

main theme appears as the basic ideas of the antecedent and the consequent. As he augmented 

the left-hand accompaniment of the recapitulation, Stravinsky similarly extended the right-hand 

accompaniment of the consequent. 

The interior theme group begins in m. 26, beginning with the Mozartian theme and nested 

sentence already discussed in Chapter 3. The third interior theme reprises the main theme in the 

left hand with a syncopated new theme in the right hand (Figure 5.2). Stravinsky applies Caplin’s 

R=1/2N to the short, four-measure period of interior theme four (Figure 5.3). The parentheses 

around V7 indicate an obscured sense of dominant. In m. 50, the V7 of B minor is suggested by 

the circled F≥–C≥–E in the left hand, while the circled notes in m. 52 (substituting C♮ for B≥)  

                                                           

11 Refer to Figures 3.11 and 3.12 to see the entire large A section of this movement. 
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meas.  1 9 19 26 34 41 49 
section A1 B                                                                      
con.fun. m.t. i.t.1 i.t.2 i.t.3 i.t.4 
type small ternary period sentence sentence period 
function exp c.m. recap ant cons pres cont pres cont ant cons 
tonality e chr e c≥   b  chr chr b  c≥ 

 

meas.  53 64 80 94 109 128 
section (B con’t.) A2 coda 
con.fun. i.t.5 i.t.6 (m.t.) i.t.7 rtran m.t.  
type hybrid sentence sentence  period frag 
function cbi cons pres cont pres cont  ant cons  
tonality d / F e F≥  chr chr  e e e  E 

 

Table 5.2. Overall layout of the third movement of the Sonate. (con.fun. = constituent function; 
m.t. = main theme; i.t = interior theme;  exp=exposition; c.m.=contrasting middle; 
recap=recapitulation; ant=antecedent; cons=consequent; cbi=compound basic idea; 
pres=presentation; cont=continuation; rtran=retransition; chr=chromatic; frag=fragmentation) 

 

Figure 5.1a. Beginning of exposition from the Sonate. 

 

 

Figure 5.1b. Beginning of recapitulation from the Sonate. 
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Figure 5.2. Interior theme 3 from the last movement of the Sonate. 

 

 

 

 

Figure 5.3. Interior theme 4 from the last movement of the Sonate. 
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outline V7 in C≥ minor.  

Stravinsky used seemingly unrelated materials in interior theme 5 (see Figure 5.4).12 The 

triplets in mm. 54 and 58 form the ending of a two-measure basic idea. While this similarity 

suggests a period from a thematic viewpoint, the lack of cadence categorizes the first  

phrase as a compound basic idea. The contrasting idea of the consequent features ostinatos in 

both hands: arpeggios in the left hand and triads in the right hand that emphasize an F major 

tonal center. Stravinsky approached the cadence with an encirclement13 around E (F♮ and D≥ in 

m. 63), accompanied by completely new pitch classes and a brief pause to create a quiescent 

ending. 

After the sixth internal theme fragments portions of the movement’s main theme,14 the 

final interior theme blends a calm theme in the right hand with perpetual sixteenths in the left, 

suggesting a retransition to the A’ section. This is not the actual retransition, since the passage 

still incorporates a tight-knit sentence whose continuation sequences a stepwise, ascending, 

Clementi-like figure in the left hand (Figure 5.5) while the right fragments the basic idea to 

create cadential anchors in mm. 90–93. The abrupt texture change to sixteenths in both hands in 

m. 94 signals the start of the retransition (Figure 5.6), fragmenting motives from the basic idea, 

and adding a reprise (mm. 100–108) of the contrasting middle from the initial small ternary. The  

  

                                                           

12 The original score breaks into three staves in mm. 53–38. They are condensed here for 
easier reading. 

13 Malcolm Gillies, “Bartók’s Notation: Tonality and Modality,” Tempo 145 (June, 
1983), 7. Gillies discusses the role of encirclement to establish tonal centers in Bartók’s music. 

14 The “(m.t.)” next to the “i.t.6” in Table 5.2 indicates its thematic similarity to the main 
theme. 
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Figure 5.4. Interior theme 5 from the last movement of the Sonate. 

 

 

Figure 5.5. Continuation from the final internal theme of the Sonate. 
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Figure 5.6. Retransition from B to A’ section in the Sonate.
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end of m. 108 elides to an imperfect authentic cadence in m. 109 which brings back the opening 

theme of the movement, accompanied by fragmented figures in the right hand. 

The coda begins with fragments from the main theme (Figure 5.7a). Beams show a 

melodic descent from 5̂ to 1̂with an implied 2̂ in the penultimate measure.15 An augmented  

sixth chord built on ≤II (F–A–D≥) in m. 136 precedes the final tonic which switches to the major 

mode. This augmented sixth on the Neapolitan overlaps with dominant harmony (B–D≥–A) to set 

up the final cadence. We can see that Stravinsky reprises the Preludio here in the coda, producing 

cyclicity between movements, and providing a subtle thematic frame around the entire work. 

Figure 5.7b compares both passages, showing that the coda begins with a T4 transposition of the 

Preludio set to a different meter. 

 

5.2 FIVE-PART RONDO 

 

 Both Caplin and Schoenberg discuss various kinds of rondo forms. Schoenberg postulates 

two smaller rondo forms (ABABA and ABACA).16 Both refer to the B section as a subordinate 

theme.17 Caplin further specifies that B may be an interior theme or what he calls a subordinate-  

                                                           

15 Although not a true Schenkerian fundamental line, this descent mirrors a similar 
pattern found in the main theme of the last movement. 

16 Arnold Schoenberg, Fundamentals of Musical Composition, ed. Gerald Strang and 
Leonard Stein (London: Faber & Faber, 1967), 190. Of the five rondo forms in his text, 
Schoenberg considers the application of the term “rondo” to the Andante forms (ABA and 
ABAB), Sonata Rondo (ABA–C1–ABA with development), and Great Sonata Rondo (ABA–
CC1–ABA with Trio and development) as an exaggeration, leaving only the small and large 
(ABA–C–ABA with Trio) types as genuine rondos. 

17 Schoenberg, Fundamentals of Musical Composition, 192; Caplin, Classical Form, 231. 
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Figure 5.7a. Coda from last movement of the Sonate.

 

Figure 5.7b. Comparison of the Preludio (top) with the coda (bottom) of the last movement. 
Brackets specify the precise beginning and ending of the transposed passage. 
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theme complex, consisting of a transition, subordinate theme (or group), closing section, and 

retransition.18 The C section may be an interior theme or have development-like organization. 

The subordinate-theme complex consists of a transition, subordinate theme (or group), closing 

section, and retransition. Refrains serve as the main theme function and usually comprise 

conventional themes-types (sentence, period, or hybrid). Interior themes appear after refrains 

without transition, but may include a retransition to the ensuing refrain. Aside from these details, 

the five-part rondo follows the standard formal pattern ABACA, with A as the refrain and B and 

C as episodes or couplets.  

Of the piano works under consideration here, only the third movement of the Concerto 

and the “Rondoletto” movement of the Sérénade follow a five-part rondo form.19  As Traut 

points out, the Concerto third movement “overall suggests an ABACA rondo-like layout.”20 In 

his analysis of the second A refrain, he delineates three sections of approximately equal length, 

featuring sentential structures in the beginning of the first two sections (starting in mm. 56 and 

90 respectively).21 These two sections clearly begin with a Caplinian presentation of a two-

measure basic idea: the first is repeated twice (mm. 56, 58, and 60), while the second fits the 

normative 2+2 length for a presentation (mm. 90 and 92). The continuations for these sections do 

not reflect Caplin’s requirements (fragmentation, harmonic acceleration, etc.), however 

Stravinsky does provide a short sentence (R=1/2N) in mm. 133–136.   

                                                           

18 Caplin, Classical Form, 231–234. 

19 Other works from Stravinsky’s neoclassical period featuring rondo forms include the 
second movement from the Octet for Winds (1923), the third movement of the Concerto in D 
(1946), and the third movement of Ebony Concerto (1945). 

20 Traut, Stravinsky’s Great Passacaglia, 116 

21 Ibid., 116 –118. 
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While the Concerto finale clearly exhibits rondo elements, the “Rondoletto” from the 

Sérénade provides an even richer window into Stravinsky’s take on this formal type.  As shown 

in Table 5.3, the movement begins with a twelve-measure passage encompassing a period theme-

type whose homophonic basic idea becomes subservient to the polyphonic contrasting idea, the 

latter emerging as the main theme of the refrains. There are no other period theme-types in the 

rest of the movement, supporting Schoenberg’s observation of a higher percentage of sentences 

in classical themes.22 Figure 5.8 clarifies the unbalanced nature of this initial period: it is a three-

measure antecedent followed by a five-measure consequent and a four-measure, fragmented 

extension. The presence of a key signature (three sharps) and strong beat occurrences of A, C≥ 

and E support a tonal center of A major.  The accompaniment, however, outlines only C≥ and B 

minor arpeggios, with the C≥ arpeggios on strong beats for the first 8 measures. The result is a 

tonal axis of A–C≥–E–G≥. The extension in mm. 9–12 presents G4 for the first time. In CPT, this 

often signals a secondary dominant to the subdominant. Stravinsky avoided any support for a 

subdominant, using this G4 as a subtonic neighbor to A4, and passing through G≥4 at the end of 

m. 12. In addition to its passing nature, this G≥4 combines with the F≥2–B2–D3 in the 

accompaniment to form a half-diminished seventh chord built on the leading tone of A major, 

resolving to a first inversion tonic triad in the next measure, which begins the initial refrain. 

The first refrain presents the sentential main theme twice: once at m. 13 and again at m.  

 

  

                                                           

22 Schoenberg, Fundamentals of Composition, 25. Caplin, on the other hand, considers 
the eight-measure period as the “most common tight-knit theme-type in instrumental music of 
the classical style (Caplin, Classical Form, 49). 
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meas.  1 13 21 28 38 44 53 
section Intro A1 B 
con.fun.  m.t. (1) m.t. (2) i.t.1 (frag.) i.t.2 rtran 
type period sentence sentence sentence  sentence sentence 
function ant cons pres cont pres cont pres pres  pres cont pres cont 
tonality A A C(?)  chr chr E≤  chr A 

 

meas.  68 76 89 98 108 113 
section A2 C A3 
con.fun. m.t. (1) m.t. (2) i.t.3 (frag.) rtran m.t. 
type sentence sentence sentence   sentence 
function pres cont pres cont pres cont   pres cont  cad 
tonality A g  chr chr A A 

 

Table 5.3. Formal layout of the “Rondoletto.” (con.fun. = constituent functions; m.t. = main 
theme; i.t = interior theme;  exp=exposition; c.m.=contrasting middle; recap=recapitulation; 
ant=antecedent; cons=consequent; pres=presentation; cont=continuation; rtran=retransition; 
chr=chromatic; frag=fragmentation) 

 

 

Figure 5.8. Opening of the “Rondoletto” (right hand only). 
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21. While Caplin acknowledges the possibility of a second main theme in the first refrain,23 

Stravinsky uses the same motivic material in two sentences, resulting in a repeat of the main 

theme. Each basic idea is offset by a sixteenth note: the first beginning on the downbeat of m. 13, 

the second on the second sixteenth note of m. 15, the third on the third sixteenth of m. 21, and 

the last on the fourth sixteenth of m. 23. The continuation of the first sentence (mm. 17–20) 

restricts the left hand to C≥ minor arpeggios (see Figure 5.9). Combining the G≥ minor ninth of  

the right hand (G≥–B≥–D≥–F≥–A in mm. 17–18) with the tonic of the left hand produces a brief 

tonicization of C≥ minor, supporting the tonal axis found in the introduction. The tonicization 

ends in m. 18 with the anchored BÎ on the sixth 16th note, which initiates the contrapuntal 

cadential idea.  

As Table 5.3 indicates, the episodes in the “Rondoletto” are best designated as interior 

themes instead of subordinate theme complexes, since neither of the first two refrains ends with a 

transition. The first episode begins in m. 28 with a key change, textural change, and the first of 

two interior themes (Figure 5.10). The question mark next to the C tonal center in Table 5.3 

stems from the absence of a strong authentic cadence at the end of the theme. Support for C 

comes from the key change (three sharps to none), scarcity of accidentals,24 and presence of E 

over C on the downbeat of m. 31. A contrary contrapuntal ending in mm. 36–37 leads to a six-

measure interlude of fragments taken from the previous continuation that does not fit into any 

clear theme-type. The use of G3 as a pivot in the left hand ceases in mm. 41–43, replaced by  

 
                                                           

23 Caplin, Classical Form, 231. 

24 The brief appearance of F≥ in mm. 28–29 quickly passes through F♮ in m. 30 on its way 
to E in m. 31. 
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Figure 5.9. Portion of a sentence from the “Rondoletto.” 
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Figure 5.10. First interior theme in the “Rondoletto.”  
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mostly descending sevenths. The combination of this descending pattern with contrary inward 

motion in m. 43 serves as a weak cadence to the new section.  

Stravinsky reorganized the left hand sixteenth notes into ascending groups of three notes 

beginning in m. 44, signaling the beginning of the second interior theme of the first episode  

(Figure 5.11). In each group, the first two notes span a fourth, then the next two span a fourth, 

resulting in an overall distance of a seventh (recalling the sevenths used in mm. 41–42).  The 

pitch collection outlines an A≤ major scale in mm. 44–48. While melodic figures ascend on the 

first quarter of most downbeats within the presentation, they descend on the downbeats of the 

continuation (arrows). The groups of 16th notes changes from three- to four-note patterns in the 

upbeat to m. 52, where a chromatic, descending, anchor pattern (circled) moves in contrary 

motion with the upper voices, unfolding into octave A’s in the outer voices on the downbeat of 

m. 53. At this point, the homophonic theme of the opening signals a retransition from the episode 

to the second refrain. Rather than outlining B and C minor arpeggios as in the beginning, the left 

hand closely follows the ascending contour of the right hand (indicated by arrows in Figure 

5.12). Fragmentation in mm. 57–60 leads to sequential patterns in mm. 61–66, characteristic of 

the retransition function.25 The final measure of the retransition sets up the return to refrain in 

three ways (see Figure 5.13). First, Stravinsky extended the measure by one eighth note to fill in 

a five-note, stepwise descent (F–E–D–C–B) to the A on the downbeat of m. 68. Second, the left 

hand outlines a C≥ minor arpeggio, transitioning back to the C≥ and B minor arpeggios from the 

opening of the movement. Third, the final two sixteenth notes of m. 67 outline an E major triad, 

which is followed on the next measure with an A major triad, offering a fleeting appearance of a 

dominant–to–tonic, elided cadence.  
                                                           

25 Caplin, Classical Form, 79. 



119 
 

Figure 5.11. Second interior theme in the “Rondoletto.” 
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Figure 5.12. Portion of the retransition to the second refrain of the “Rondoletto.” 

 

 

 

Figure 5.13. Ending of retransition and beginning of the second refrain of the “Rondoletto.” 
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The second refrain begins with the same A major key signature and presentation as the 

first, however, the continuation (mm. 80–88) is much longer than its counterpart (mm. 25–27). 

Both refrains end with an abrupt cessation of the sixteenth notes (quiescent endings), followed 

by a sforzando, staccato chord with F≥ as its root.26 The second episode begins at m. 89 with a 

new subordinate theme in a homophonic texture. The sentential nature of this passage has been 

examined extensively in Chapter 4, identifying an interpolation, fragmentation, and anchored 

ending. Fragmentation of this new theme continues after the ending (starting in m. 98)  

and continuing up to the retransition in m. 108. Stravinsky again alludeed to a cadence on F≥ in 

m. 104 (see Figure 5.14). The trill on E≥ echoes the trill from m. 27, and combines with the G on 

the last sixteenth to create an augmented sixth, resolving outward to an elided cadence. At the 

resolution, the left hand presents the new theme starting in F≥ minor, but quickly shifts to the 

original G minor in m. 106 while the right hand provides anchored figures encompassing a 

chromatic ascent (F≥4–G4–G≥4 in mm. 104–108), leading ultimately to A4 at the start of the final 

refrain. The retransition at m. 108 reprises fragments of the main theme along with triadic 

arpeggiation in the left hand, changes texture from homophonic to polyphonic, and re-establishes 

the A major tonal center (although Stravinsky used accidentals at this juncture instead of 

changing the key signature). Unlike the fifteen-measure, sentential retransition at the end of the 

first episode, this one features fragmented and sequential treatment of the main theme for only 

four and a half measures. 

 

                                                           

26 The first of these chords (m. 27) contains only two notes (F≥–A) with a tripled root, 
while the second (m. 88) contains three pitches (F≥–A–C) with the root doubled in outer voices. 
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Figure 5.14. Section from “Rondoletto” between second episode and retransition. 
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The last refrain begins on the third sixteenth note of mm. 113, repeated as before, to the 

downbeat of m. 117. There is only one instance of the main theme unlike the previous refrains 

that had two occurrences. The continuation initiates ascending sequences to the highest point 

(C≥6 shown in Figure 5.15), then slowly descends to the end of the movement. The model and 

first copy follow the similar chromatic intervals, however, the second copy leaps a twelfth 

between the second and third sixteenths instead of a tenth and truncates the last note (hence, the 

label “~copy” in Figure 5.15). The C≥6 in m. 118 initiates a stepwise descent through m. 122, 

translated down an octave to m. 123, ultimately resolving to the final A at the pickup to m. 126, 

while the sixteenth notes become triplets in m. 123, producing a “slowing-down” effect in the 

approach to the cadence. The diamond-shaped note head on A3 in m. 127 indicates that it is to be 

depressed without striking, allowing sympathetic vibration as an overtone of the A1 struck in the 

left hand.27 Alison Thomas describes this section as a “mechanical wind-up toy running out of 

torque.”28 

 

5.3. SONATA 

 

 Caplin’s sonata refers to the standard sections of exposition, development, and 

recapitulation as large-scale functions. Its tripartite structure resembles the small ternary, but the 

sonata exposition necessarily modulates to a subordinate key whereas the small ternary may or 

  
                                                           

27 The first three movements end with similar nomenclature. The “Cadenza Finala” ends 
without use of the diamond shape, but still concludes on the A pitch class. 

28 Alison Thomas, “Stravinsky’s Serenade en La: Structure and Performance,” (PhD 
diss., New York University, 2001), 47. 



124 
 

Figure 5.15. End of the “Rondoletto” (right hand only). 
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may not modulate. To these, Caplin adds the optional functions of a slow introduction before the 

exposition and coda after the recapitulation.29 The exposition includes three principal functions: 

a main theme, transition, and subordinate theme. Common-tonality pieces frequently use more 

than one theme to underscore the subordinate key, creating what Caplin calls a subordinate 

theme group.30 The development differs from the contrasting middle in length and organizational 

complexity.31 A large portion of the development usually consists of one or more dramatic 

“cores:” large models that can be repeated sequentially and fragmented, leading eventually to a 

retransition. The core is often preceded by a “pre-core,” a relatively brief passage used to 

transition from the exposition to the core.  

As the emphasis on tonal hierarchy waned in the nineteenth century, the large functions 

within the sonata became harder to distinguish. Straus describes this change as follows: “As 

boundaries between tonal areas blurred, they grew less effective in delimiting the formal 

sections. At the same time, and partially in compensation, thematic contrast increased in 

importance.”32 Straus shows how Stravinsky used contrasting themes to support tonal centers of 

the tonal axis (e.g., C–E–G vs. E–G–B). My emphasis is on thematic contrast as a section 

delimiter, but will include references to implied tonal centers. 

                                                           

29 Caplin, Classical Form, 195. 

30 While not as numerous as subordinate theme groups, some common-practice pieces 
include a second or third main theme, creating a main theme group (Caplin, Classical Form, 
197). 

31 Caplin, Classical Form, 139. 

32 Straus, Remaking the Past, 97. Straus discusses sonata form in Stravinsky’s Symphony 
in C and Octet, as well as works by Bartók and Schoenberg. 
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Robert P. Morgan’s analysis of the first movement of Concerto suggests a standard 

sonata form with exposition, development, and recapitulation (see Figure 5.16).33 Slower 

passages frame the movement, each designated by Morgan as “introduction,” which mirror 

Caplin’s formal functions of “before the beginning” and “after the end.”34 Despite designating 

the movement as having a Classical form, Morgan cites the presence of Baroque techniques, 

such as “spinning out” the theme from the repeated A’s and A–G≥–A figures, as well as a 

balanced approach between solo and orchestra.35 More recently, Traut responds to Morgan with 

a proposition that the piano actually does break away from the orchestra with a cadenza at m. 

261.36 I would mention one point of disagreement regarding Morgan’s connection between 

development and recapitulation. His diagram shows a V chord (E) at m. 172 stating, “typically 

for Stravinsky, the resolution is suggested ‘too soon,’ at m. 174, four measures before the 

thematic reprise.”37  Applying the ending premise of converging outer voices to mm. 176–177 

(see Figure 5.17) yields a cadential passage rather than a displaced resolution. Instead of 

resolving to tonic in m. 174, Stravinsky initiates ascending motivic patterns between the piano 

and bassoons, then switches to contrary motion (descending bassoons with ascending piano) in 

m. 176 to form a contrapuntal ending, delaying the actual resolution until the recapitulation in m. 

178.  

 
                                                           

33 Robert P. Morgan, Anthology of Twentieth-Century Music (New York and London: W. 
W. Norton, 1992), 171. 

34 Caplin, “What Are Functions?,” 23. 

35 Morgan, Anthology of Twentieth-Century Music, 172. 

36 Traut, Stravinsky’s Great Passacaglia, 68. 

37 Ibid., 171. 
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Figure 5.16. Morgan’s tonal outline of the first movement of the Concerto. 

 

 

 

 

Figure 5.17. Passage leading up to the recapitulation from the first movement of the Concerto. 
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The first movement of the Sonate also incorporates a sonata form with framing (and 

intervening) sections called the Preludio. Charles Joseph proposes a balanced formal analysis of 

this movement, citing the third appearance of the Preludio as the midpoint of the movement.38 

My analysis agrees with his assignment of the recapitulation at m. 126, but differs with his 

analysis of what happens in the rest of the movement. Joseph integrates the Preludios into the 

formal sections, whereas my analysis classifies them as separate from the constituent functions 

of the sonata. The overall form appears in Table 5.4. This piece fails as a large ternary since the 

C major exposition ends with a tonicization of the subordinate key (E minor).39 Stravinsky’s 

shift from C major to the parallel minor in the recapitulation alters the CPT tradition of 

remaining in the same mode, yet he maintained tonic (or tonal center), and switched to major 

mode to close the movement. 

The Preludio interrupts the flow from one section to the next, but each iteration serves a 

unique role. The initial Preludio serves as an introduction using a period-like structure.40 The 

second Preludio incorporates a homophonic texture (Figure 5.18), relegating the initial portion of 

the original Preludio to the status of accompaniment while introducing a new melodic figure in 

the left hand. The tied figures of the new theme foreshadow the thematic material of the first 

development section.41 This partial Preludio serves as a transition between exposition and  

                                                           

38 Charles M. Joseph, Stravinsky and the Piano, Russian Music Studies 8 (Ann Arbor: 
UMI Research Press, 1983), 171–173. 

39 Caplin, Classical Form, 195. Stravinsky altered the recapitulation to end in the minor 
mode, but switched to major in the final cadence. 

40 The opening Preludio does not meet the requirements for Caplin’s period theme-type, 
although it could be viewed as a contrasting period in which the consequent arises from changes 
in texture (octaves to single pitches) and contour (ascending tetrachords). 

41 Figure 4.6 shows the sentence theme-type that initiates the first development section. 
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meas.  1 13 32 41 51 60 72 81 
section Preludio 1 exposition Preludio 2 development 1 Preludio 3 
con.fun.  m.t. s.t. trans   trans  
type period period sentence sentence sentence period  ? 
function ant cons ant cons pres cont pres cont pres cont ant cons   
tonality c C D e a a B  E  chr octatonic 
 
meas.  89 100 120 126 137 149 156 
section development 2 development 3  recapitulation Preludio 4 Codetta 
con.fun.   rtrans m.t. s.t.   
type period period  hybrid sentence period  
function ant cons ant cons  ant cont pres cont ant cons  
tonality E≤ B–F E≤-chr E≤-chr chr C            d d c c C 

 

Table 5.4. Formal layout of the first movement of the Sonate. (con.fun. = constituent functions; 
m.t. = main theme; s.t = subordinate theme;  exp=exposition; c.m.=contrasting middle; 
recap=recapitulation; ant=antecedent; cons=consequent; pres=presentation; cont=continuation; 
cad=cadential; trans=transition; rtran=retransition; chr=chromatic). 
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Figure 5.18. Second Preludio from the first movement of the Sonate.  

 

 

 

Figure 5.19. Reduction of mm. 47–49 from above.
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development. The right hand of the first three measures matches the initial Preludio transposed 

down a minor third. In m. 44 the triplets fragment the second part of the presentation. Dotted 

brackets indicate a sequence in which the copy, while not exact, repeats the contour of the 

model. The reduction of mm. 47–49 in Figure 5.19 shows how the inner voices of the right hand 

form diminished triads descending by half step, while the soprano voice remains on A4, forming 

an anchored ending. Accents reinforce these fragments of four eighth notes, mirroring the 

fragmentation of the consequent in the original Preludio. The descending triads form a contrary, 

contrapuntal ending with the ascending bass, culminating in a dominant minor ninth in D minor 

in m.50 that elides to a deceptive resolution in m. 51. The ending thus incorporates features of 

contour, anchor and harmony. 

 The third Preludio (Figure 5.20) appears between the first and second development 

sections, using only the first two and a half measures of the original Preludio, transposed down a 

minor second. While it does not fit into an exact theme type (hence, the question mark in table 

5.4), it does conclude with a contrapuntal ending that leads into the second development section. 

The fourth Preludio is nearly an exact copy of the first.42 If the entire Preludio encompasses 

twenty-three quarter note values,43 the first instance (mm. 1–12) covers 11-1/2 measures in 2/4 

time, while the fourth (mm. 149–156) covers 7-2/3 measures in 3/4 time. At the end of the fourth 

Preludio, Stravinsky evaded the C2 cadence of the introduction (second beat of m. 12), and 

                                                           

42 One minor difference involves a downward stem on C2 at the beginning of the 
consequent of the fourth Preludio (m. 152), perhaps indicating a greater sense of tonal finality 
than that of the initial Preludio. 

43 Maureen Carr, After the Rite: Stravinsky’s Path to Neoclassicism (1914–25) (New 
York: Oxford University Press, 2014), 264–265. Although Stravinsky’s sketches are not 
completely clear, Carr considers the opening twelve measures as the complete Preludio, even 
though the second and third instances only include portions of the opening measures of the 
original Preludio. 
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Figure 5.20. Third Preludio from the first movement of the Sonate. 

 

 

 

Figure 5.21. Octatonic collections before final cadence. 
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inserted arpeggiated diminished seventh chords in parallel minor 6ths (or augmented 5ths), 

bracketed in Figure 5.21. These arpeggios combine to form the octatonic collection O2,3.  

The final three measures incorporate another overlapping cadence, combining a fully- 

diminished seventh chord with tonic. Donald Traut describes the final cadence as follows: 

…the top voice shows a clear 7̂ –1̂  motion leading to C, with an equally clear F–E motion 
in the inner parts forming the required tritone resolution. Two displacements blur this 
motion. In an inner part, an anticipation of the tonic C sounds against the leading tone 
still being held in the soprano. And in the bass, the clear stepwise descent to C has E land 
on the downbeat against the leading tone in the melody, but does allow the D–C motion 
across the bar line to reinforce the arrival on C.44 
 

The voice exchange across mm. 158–159 prolongs a viio7 chord before resolving to tonic. In 

addition to the harmonic resolution, the final C2 in the bass completes the melodic evaded 

cadence from m. 156. This final Preludio functions as a coda for several reasons. The most 

obvious reason is that it appears after the end of the recapitulation. According to Caplin, the 

beginning of the coda “is best located at that moment when the music of the recapitulation no 

longer corresponds to that of the exposition, even if that moment is not perceived as a structural 

beginning.”45 An alternate interpretation would be to label the second Preludio as a closing 

section to the exposition, which would force the fourth Preludio into the corresponding label of 

closing section to the recapitulation. The transitional nature of the second Preludio, however, 

denies its role as closing section. Furthermore, the homophonic texture of the second Preludio 

differs from the monophonic texture of the fourth (and initial) Preludio. Following Schoenberg’s 

                                                           

44 Donald Traut, “More on Displacement in Stravinsky: A Response to van den Toorn,” 
Musical Quarterly 90 (2007), 529–530. 

45 Caplin, Classical Form, 181. 
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suggestion that the coda might be added because “the composer wants to say something more,”46 

Stravinsky may have added this final Preludio as a bookend to balance the introductory Preludio.  

A comparison of the two main themes (compare Figures 3.8 with 2.1) shows that the 

initial main theme is longer than its counterpart in the recapitulation. The compound basic idea 

of mm. 126–130 matches the basic idea of mm. 13–17 with only a slight deviation of pitch on the 

downbeat (E4 instead of C4) and rhythm (triplet instead of quarter on the first beat). The 

continuation in mm. 131–136 corresponds to a transposed version of the contrasting idea of the 

consequent in mm. 27–32. Stravinsky thus joined a compound basic idea with a continuation to 

create a type 3 hybrid. The main theme of the recapitulation eliminates the restatement of 

motivic material from the exposition, cutting its overall length in half. This truncation of the 

main theme in the recapitulation appears regularly in CPT works due to motivic considerations. 

According to Caplin, “Since the main theme’s melodic-motivic material is by now quite familiar 

to the listener, a restatement of ideas, which was appropriate in the exposition (where the 

material is heard for the first time), is often eliminated in the recapitulation.”47 

Stravinsky’s subordinate themes begin with the final key tonicized in the main theme, but 

end with different minor keys: the first ends in A minor while the second ends in C minor. A 

close examination of the first subordinate theme reveals a sentence theme-type obscured by 

metric and thematic elements. The original score appears in Figure 5.22, showing the sequential 

presentation with an extension, followed by the fragmented continuation and authentic ending. 

The initial basic idea (left hand) emphasizes the quarter note in a two-voiced texture, including a 

                                                           

46 Schoenberg, Fundamentals of Musical Composition, 185. 

47 Caplin, Classical Form, 163. 
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Figure 5.22. Subordinate theme from the exposition of the first movement of the Sonate. 
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voice exchange prolonging E minor. The second basic idea shifts to the right hand and thickens  

the texture by adding an inner voice. The extension adds a rhythmically complex syncopation of 

the basic idea in the left hand, accenting the second, fourth, sixth, and eighth triplet eighth note 

beginning on the downbeat of m. 35. Contrary motion hints at a weak ending of the presentation, 

but the contour in this passage provides of a transition to the continuation as opposed to a 

cadential function.48 The inner voice rises to become the lower of the two-voiced texture, while 

the lower voice descends to F≥3 to initiate the final ascent to A3 at the cadence in m. 40.  

Other than the initial tonicization of E minor, this presentation is harmonically unstable 

with chromaticism like D♮ against D≥ (mm. 33–34) and C♮ against C≥ (mm. 34–35). Stravinsky 

foreshadowed the A minor cadence of m. 40 with a melodic gesture of 2̂ – 7̂ –1̂  in mm. 34–35, as 

well as the pitch collection from the A minor scale in the accompaniment in mm. 35–36. A 

rebarred version of the subordinate theme (Figure 5.23) reveals an unbalanced period theme-type 

using consistent triple meter: two measures for the basic ideas, a one-measure extension, and a 

four- measure continuation. The outer voice reduction of the continuation in Figure 5.24 

illustrates the approach to the cadence using contrary motion, spaced to match up with the 

second system of Figure 5.19. The F–E–D–C–B–A descent in the soprano combines with the F≥–

G–A ascent in an inward, contrary motion approach to the cadence. The parentheses around the 

penultimate melodic note B4 indicates that the pitch is implied although not present at the 

surface. While not clearly related to its surroundings, the C minor arpeggiation in m. 39 mirrors 

                                                           

48 Caplin’s theory does not permit cadences at the end of presentations, but concedes 
examples in CPT literature with statement-response presentations in which the harmony of the 
response moves from root position dominant to root position tonic, suggesting a possible 
cadence. See Caplin, Classical Form, 45. 
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Figure 5.23. Rebarring of the subordinate theme using triple meter. 

 

   

 

Figure 5.24. Reduction of outer voices from the continuation, illustrating an ending with inward 
contrary motion. 
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the same descending minor third root relationship to the final triad (A minor) as does its 

corresponding position in the recapitulation (E≤ minor to C minor in mm. 147–148). Stravinsky 

arpeggiated these triads as a type of predominant before the respective authentic cadences. The 

final cadence in m. 40 encompasses a bitonal mixture, blending dominant seventh with tonic in 

A minor. The D/G≥ tritone in the right hand resolves one beat before the resolution of the B–D–

G≥ in the left hand. A similar bitonal mixture appears at the corresponding cadence at m. 148 in 

the recapitulation. Traut refers to this blending as “overlapping harmonies.”49 

Contour plays a large part in Stravinskian phrase construction as well as endings. Like 

CPT themes, his melodies occasionally ascend at the beginning, then descend to the cadence.50 

Stravinsky sometimes adds articulation to stress the importance of this contour. Figure 5.25 

illustrates the contour of the subordinate theme in the recapitulation. This sentential passage is 

rebarred into nine measures of triple meter for functional clarification. The upper system shows 

the two-measure basic idea with its sequential repetition. The lower system begins with a one-

measure extension of the presentation, followed by a four-measure continuation. Measure 

numbers are surrounded by parentheses to indicate the actual position at the original surface 

level. Each system displays the right hand in the upper staff, connected by dotted lines to a two-

voiced reduction in the lower staff. Accented notes translate to the lower voice in the reduction, 

while the upper voice shows a secondary line of similar sixths which appear at the end of each 

triplet figure. Measures with accented notes represent the accompaniment while slurred passages  

                                                           

49 Donald G. Traut, “More on Displacement in Stravinsky: A Response to van den 
Toorn,” Musical Quarterly 90 (2007), 529–530. 

50 Heinrich Schenker, Der freie Satz, ed. and trans. by Ernst Oster (New York: Longman, 
Inc., 1979), 45–46. Schenker supports this contour in his fundamental line (Urlinie) which is 
often preceded by an initial ascent (Anstieg) and always ends with a descent to tonic.  
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Figure 5.25. Rebarred right hand of subordinate theme from the recapitulation with 
corresponding reductions.  
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comprise the thematic basic ideas. Parenthetical sixths in the lower system indicate implied 

connections between accompaniment and basic ideas.51 In m. 143, Stravinsky adds a syncopated, 

accented figure that drive the lower voice upward by a fourth (indicated by the slur in the lower 

system), then leap to the upper voice by octave displacement to the continuation, descending 

stepwise to tonic at the cadence. The asterisk over the A≤–F interval (fourth pair of notes from 

the end) indicates an enharmonic respelling of A≤ to G≥, providing a consistent progression of 

sixths. Also, the parenthesis around the penultimate D of the upper voice shows that the note is 

implied in the ending although not present at the surface.52 The result is a theme that ascends 

initially, then descends to the cadence.   

The first movements of the Concerto and the Sonate feature essential elements of the 

sonata form. Each use framing passages at the beginning end. The Sonate inserts similar 

instances (i.e., the Preludio) as transitional material between sections. While the introduction to 

the Concerto foreshadows motivic material found in the main theme of its exposition, that of the 

Sonate contrasts motivically and texturally from its main theme. The Sonate presents clearer 

theme-types and formal functions than does the Concerto, although both contain clear theme 

groups (i.e., main themes, subordinate themes, transitions).  

Stravinskian full movement types follow the same patterns as their CPT counterparts with 

several caveats. Scarcity of common-practice harmonic progression requires alternate methods of 

determining how sections terminate. Shifting meters, overlapping, and displacement often 

obscure authentic endings. Contour often plays a larger role in determining thematic construction 
                                                           

51 The exact notes within the parentheses appear in the right hand on the last eighth note 
triplet of the second and fourth measures in the figure. 

52 This upper line descent from A≤ to C foreshadows the main motive of the second 
movement which begins with an ascent from C to A≤. 
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and cadential material than does harmony. Some movements fit Caplin’s full-movement pattern 

better than others (e.g., the ABA’ large ternaries match form better than the ABC form of the 

“Hymne”), yet most of the constituent parts (main theme, subordinate theme, transition, etc.) 

utilize the same formal functions. 
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CHAPTER 6 

CONCLUSIONS 

 

 Written over a period of three years, Stravinsky’s three piano works covered in this 

document closely parallel the formal types of common-practice works. Two titles (sonata, 

concerto) reflect standard musical forms from the Classical and Baroque periods.1 My research 

enhances the work of other theorists (primarily William E. Caplin and Arnold Schoenberg) to 

identify formal functions in Stravinsky’s piano pieces without the aid of common practice 

tonality. Any discussion of phrases in Stravinsky’s music must answer the question about how 

they terminate. Crucial to the analysis was codifying alternate views of what constitutes a 

cadence, or “ending.” By combining that premise with motivic considerations, constituent 

functions were identified which could then be used to construct theme-types. Lacking the 

normative phrase construction of the common-practice, loosening agents were identified, 

followed by a discussion of full-movement types. 

 Exploration of formal function in Stravinsky began in Chapter 2, devoted to “endings.” 

While the examination of various endings provides a means to identify phrase completions, it 

also complicates analysis. Some ending patterns, such as anchored and contrapuntal, may 

sometimes appear within phrases as well as at the ends of phrases. Caplin’s theory faces a similar 

dilemma when a statement-response repetition moves from dominant to tonic. Such harmonic 

movement looks like a cadence, but the definition of presentation forbids the existence of a 

cadence. The overall context of the pattern determines whether an ending has occurred. My 

                                                           

1 Despite Stravinsky’s insistence that his Sonate was not meant to follow the standard 
form of the eighteenth-century sonata, this document shows that its first movement fits the 
sonata model. 
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research identified authentic cadences as the most common formation of endings. Classifying 

cadences as authentic in Stravinsky’s music is somewhat dubious since his compositions do not 

always lend themselves to the same harmonic progressions or key centers found in works from 

the common-practice. One does not, for example, encounter Stravinskian passages exhibiting a 

standing on the dominant or expanded cadential progression found in the works of Haydn, 

Mozart, or Beethoven.2 Furthermore, authentic endings may be obscured by unusual voicing, 

doubling, or rhythmic offset (“overlapping harmonies”). On the other hand, authentic 

progressions almost always indicate the presence of an ending, as opposed to contrapuntal or 

anchored endings. Of the two endings with outer voice contrary motion, inward tends to be 

stronger than outward, consistent with the Schenkerian theory that melodic contour tends to 

descend to the cadence. Outer voice contrary motion indicates a stronger ending than outer voice 

similar motion.  

 Chapter 3 combined these endings with characteristic thematic elements to create the 

constituent phrases used to construct theme-types. While Stravinskian theme-types seldom 

follow the eight-measure phrase symmetry of 4+4 at the surface, this chapter identified several 

normative examples exceptions in the piano pieces. We saw how he used a period with four 

measures for each phrase, but altered the constituent functions (basic and contrasting ideas) so 

their lengths were 1+3 measures instead of 2+2. Phrase rebarring and/or elimination of loose 

constructs (extensions, interpolations, etc.) yielded normative construction. Caplin applies the 

same reduction techniques when encountering “deviations from the norm.”3 We saw how 

Stravinsky reflected the nested sentence found in the example by Beethoven and applied 
                                                           

2 William E. Caplin, Classical Form: A Theory of Formal Functions for the Instrumental 
Music of Haydn, Mozart and Beethoven (New York: Oxford University Press, 1998), 16, 61. 

3Ibid., 54-55. 
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Caplin’s theory of real vs. notated measures to maintain balanced phrases. We also examined the 

less common hybrid and small ternary theme-types. A big difference between Stravinsky and 

common-practice composers was his use of rhythm and contour to define motivic materials in 

addition to melody and harmony. He often used similar pitch collections between themes 

(octatonic, diatonic, chromatic, etc.). 

 Chapter 4 focused on methods Stravinsky used to deviate from the standard eight-

measure theme-type using the loosening agents of interpolation and extension. While Caplin 

cites interpolations between smaller formal functions (i.e., basic and contrasting ideas), 

Stravinsky sometimes placed an interpolation within them. This deviation permits concatenation 

of extension to interpolation, something we do not see in common-practice works. We saw how 

Stravinsky derived interpolated motives from remote areas of the same movement. Elimination 

of loosening agents usually resulted in balanced phrases, but Stravinsky often added a meter 

change which removed perfect symmetry. 

After defining the requirements for phrases and theme-types, Chapter 5 examined 

Stravinsky’s application of formal function in full movement types of large ternary, rondo, and 

sonata. Whereas Caplin’s middle section of the large ternary contains an interior theme, 

Stravinsky sometimes used more than one theme to produce an interior theme group. Like 

composers of common-practice pieces, Stravinsky used tight-knit themes in the outer sections, a 

retransition between B and A’, and a coda in his large ternary. He also used an interior theme 

group in the first episode of the “Rondoletto,” but used a standard retransition to the second and 

third refrains. We examined sonata formal types from the Concerto and Sonate, each framed by 

an introduction and a coda. 
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In addition to identifying the existence of formal functions, more needs to be done to 

classify the progression of one function to the next, what Caplin calls the “syntax” of formal 

organization.4 Whereas CPT functions tends to progress in a logical order (e.g., presentation, 

continuation, cadential), some of Stravinsky’s functions appear more as unrelated blocks, like the 

three sections of the “Hymne.” Such blocks accompany interthematic functions rather than 

intrathematic functions, i.e., he used Caplin’s syntax for constituent functions, but not always for 

larger sections. This document shows, however, that Stravinsky’s syntax closely parallels the 

higher-level syntax for the ternary, rondo and sonata forms. 

These formal functions appear in other Neoclassical works by Stravinsky. The first 

movement of the Capriccio for Piano and Orchestra (1929), for example, has eleven clear theme-

types (eight periods, two sentences, and one hybrid), an introduction, and a coda. Although 

Stravinsky used a main theme (mm. 26–27, 36–37, 116–117, and 128–129), he did not organize 

his theme-types into a standard full-movement form. The introduction and coda contain similar 

thematic materials. The introduction (mm. 1–18) encompasses a period with a loud, tutti basic 

idea followed by a sparsely orchestrated, soft contrasting idea. The contrasting idea of the coda 

adds an ostinato figure that serves as a codetta. Although a monophonic work, the second 

movement of Stravinsky’s Three Pieces for Clarinet Solo (1919) opens with a sentence. The 

basic ideas (first seven and the ensuing six sixteenth notes) form a nearly exact repetition, 

followed by a continuation that fragments three triadic figures, ending with a downward contour 

and quiescent ending (supported by the breath mark after the last note.) The continuation phrase 

appears three times in the movement. “Le violon du Soldat,” from Stravinsky’s L’Histoire du 

soldat (1918) begins with a loosely organized period (mm. 2–14) in which the basic idea is 

                                                           

4 Ibid., 17. 
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repeated, separated by rests, and metrically displaced by one eighth-note. A brief interpolation 

separates basic and contrasting ideas, while each constituent phrase ends with downward 

contour. 

Ending techniques from Chapter 2 may be applied to works by other composers as well. 

The first of Bela Bartok’s eight Improvisations on Hungarian Peasant Songs, Op. 20 (1920), for 

example, contains three strophic phrases. The first two follow a normative, four-measure hybrid 

type 4 featuring descending contrapuntal endings combined with quiescent breath marks and a 

marking of “poco rallentando.” The third phrase begins with another hybrid type 4 followed by a 

one-measure extension and three-measure ending. The third of Francis Poulenc’s Five 

Impromptus (1920–21) begins with an unusual sentence: the presentation has three iterations of 

the basic idea, while the continuation resembles a small period theme-type. The sentence 

comprises the exposition of a large ternary with two interior themes.  After a seven-measure 

introduction, the second of Sergei Prokofiev’s Five Melodies (1920) begins with a lengthy period 

theme-type (mm. 8–39) whose consequent has two five-measure extensions of the basic idea.  

From a performance standpoint, formal function identification helps with expressive 

phrasing. Robert Fink describes expressive phrasing as “micro-management of phrase 

beginnings, endings, and accents by means of a suite of interpretive tools–––agogics, luftpausen, 

dynamic stresses, and coordinated accelerando–crescendos and ritardando–decrescendos.”5 

Although Stravinsky insisted on adherence to his metronome markings, he sometimes performed 

his own works with changes in tempi and dynamics at cadential points. For example, he 

decreased the tempo and added a decrescendo at the end of the small ternary that starts the third 

                                                           

5 Robert Fink, “‘Rigoroso (‰ = 126)’: ‘The Rite of Spring’ and Forging of a Modernist 
Performing Style,” Journal of American Musicological Society 52, no. 2 (Summer, 1999), 309. 
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movement of the Sonate.6 He also used a slower tempo than his own metronome marking (‰ = 

112). The 1961 recording by Charles Rosen follows the tempo closely, whereas Maria Yudina’s 

1962 rendition is significantly faster. These and other artists instinctually apply Fink’s 

interpretive tools according to the formal functions described in this document.  

Further research needs to be done regarding Stravinsky’s looser formal regions, like 

transitions, developments, retransitions, and codas. This document cited a few of these based on 

motivic proclivities, but more investigation may reveal adherence to some of Caplin’s theory, 

such as core/pre-core techniques in the development or compensatory functions in the coda. 

Scrutiny of his sketches may reveal how Stravinsky patched together some of his phrases, such 

as the overlapping double period. Indeed, developing theories of Stravinsky’s formal functions 

may help elucidate form in all his music for years to come. 

  

  

                                                           

6 The Condon Collection, Vol. 3 (Original Piano Roll Recordings), 2017. Accessed 
December 2, 2017. http://gb.napster.com/artist/igor-stravinsky/album/the-condon-collection-vol-
3-original-piano-roll-recordings. 
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