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Abstract 

The study and analysis of all eight cadenzas written by Ludwig van 

Beethoven for the first four of his piano concertos, r eveals, as much as 

can be gleaned from this evi dence, important information about 

Beethoven ' s approach to improvisation. This subject has long eluded 

investigation due to the paucity of musical and collateral evidence . 

The analyses of these cadenzas, seven of which are complete, reveal 

surprising information about the nature of the harmonic plan of the 

cadenzas, and the choice of thematic material in each section of the 

cadenza. They also uncover consistencies of pattern and compositional 

technique that clearly set these cadenzas apart from the late 

eighteenth-century norms, best exemplified by those of Mozart . 
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Beethoven may have been prompted to commit these cadenzas to paper 

in 1809 by the fear of piracy, a fact he noted with increased attention, 

after his retirement from the concert stage 1n 1807. And by 1809 he had 

already begun study of Carl Philipp Emanuel Bach's Versuch and Daniel 

Gottlob Turk's Clavierschule in preparation for the anticipated 

education of the Archduke Rudolph. The keyboard fantasy, an important 

subject in the writings of both these theorists, had i ts own set of 

rules and compositional approaches. That Turk drew a connec t ion between 

the fantasy and the cadenza as similar compositional forms, coupled with 

the amount of detailed description of the fantasy in Bach ' s treatise, 

may have served as an inspiration and perhaps guideline for Beethoven ' s 

composition of both the Fantasy, op. 77, and the cadenzas in the same 

year. 

Certain stylistic characteristics predominate in the cadenzas: t he 

use of imitation at the outset; the greatest extent of fantasy- l ike free 

modulation in the first of the three formal sections; the development of 

the subsidiary theme in the second section, and the strikingly careful 

avoidance of a strong dominant prolongation before the ac t ual clos i ng 

dominant of the cadenza . The cadenzas show an increasing predilection 

to grow in the direction of compositional, rather than extemporizationa l 

planning, a tendency that reaches its zenith in the written-in cadenzas 

in the Fifth Piano Concerto, the Violin Concerto, and the unfinished 

Sixth Piano Concerto. 
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PREFACE 

I originally intended to examine the cadenzas written into the 

scores of nineteenth century piano concertos. The wealth of information 

contained 1n the first leg of my odyssey - the cadenzas in the piano 

concertos of Beethoven - became a study 1n itself, without which, any 

study of the nineteenth century cadenza would be woefully inadequate . 

The underlying premise for the undertaking of an analyt i cal 

investigation of the cadenza must be the demystification of a subject 

that has generally been treated as abstruse. The cadenza as a writ t en­

down form of improvisation, affords us a window through which we can see 

elements of performance practice we assumed forever lost, and thus opens 

up issues of reconstruction of past practice previously considered 

closed. 
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Chapter I - Introduction: The Beethoven Cadenza 

Historical Background 

The analytical investigation of the cadenza seems to me extremely 

pertinent to our understanding of an important aspect of Beethoven, 

prior to the onset of his deafness - that of the brilliant improvisor at 

the keyboard, whose reputation rested to a great extent on his ability 

to create music extemporaneously. Fortunately, two of Beethoven's 

greatest disciples have provided us with eyewitness accounts of the 

master's extemporizational skills at the keyboard. The first, Ferdinand 

Ries reported : 

"This last was certainly the most extraordinary [performance] 
any one was ever privileged to listen to, especially when he 
was in good humor or excited ••. the wealth of ideas which 
crowded in upon him, the moods to which he surrendered 
himself, the variety of treatment, the difficulties which 
offered themselves or were introduced by him were 
inexhaustible." 1 

The second important reporter, the pianist, prolific composer and 

theorist, Carl Czerny, conveys much about his teacher in his exercises 

for piano, theoretical works and writings . Unfortunately we can only 

glean little from his description of Beethoven's improvisation: 

1 Thayer/LIFE, p. 367-8 . 
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"Beethoven's improvisations [with which he created the 
greatest sensation in the first years of his sojourn in Vienna 
and even caused Mozart to wonder] were of the most varied kind 
whether he was treating themes chosen by himself or set for 
him by others." 2 

While these and other brief verbal descriptions only begin to fill 

1n the lacuna that exists in our present-day knowledge of the lost art 

of improvisation , I believe that we possess valuable sources of 

information contained in written-out cadenzas and fantasies that have 

yet to be investigated. The Beethoven cadenzas themselves certainly 

2 

qualify as among the most important points of departure within the s tudy 

of nineteenth-century improvisation. 

Hess believes that Beethoven wrote out cadenzas to his p1ano 

concertos, including the cadenza for the piano version of the vio l in 

concerto 3 as well as his cadenza for Mozart 's D minor concerto, K. 466, 

in 1809 at the latest, due to the recently expanded range of t he 

keyboard. 4 Beethoven performed the first four concert9s himself: op . 19 

and op. 15 in 1798, op. 37 in 1803 and op. 58 in 1807. The Fifth 

Concerto, however, was performed in Leipzig by a little-known pianist 

named Friedrich Schneider in 1811, two years later than the date of 

composition. 5 No evidence survives to indicate that Beethoven himse lf 

performed the Fifth Concerto. 

2 Ibid., p. 368. 

3 In Tyson/OP. 61, p. 104-114, the author refers to op. 61 as a concerto 
with two solo parts rather than a piano concerto transcr i bed f or the 
violin. 

4 Hess / KADENZEN, preface, p . iii. 

5 Kin-Hal/THEMATISCH, p. 36 , 47,94,138 , 149. 
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The high level of technical difficulty exhibited in Beethoven's 

cadenzas argues that they were written for a technique greater than that 

of his pupils. This marks an important departure from the practice of 

Beethoven's predecessor Mozart, whom we now believe wrote out cadenzas 

to his concertos primarily for the use of his pupils.' We can probably 

assume that the cadenzas Mozart performed himself were more complex in 

scope and more technically difficult. As a matter of record we know 

that Beethoven ' s pupil Ferdinand Ries performed the C minor concerto 

(op. 37) in 1804. When he asked the composer to write him a cadenza 

Beethoven refused, telling Ries to write his own instead, which 

Beethoven would be willing to correct. 7 

It seems a reasonable hypothesis that, following Beethoven's 

retirement from the concert stage in 1807, the written-out versions of 

his cadenzas two years later represent a retrospective distillation of 

the composer's past performances in which he had freely extemporized his 

own cadenzas , so that some record of his improvisation would be left for 

posterity. It is probably no coincidence as well, that in the Fifth 

Concerto , written in the same year as the cadenzas, Beethoven 

incorporated the cadenza within the musical text of the concerto at the 

traditional six-four cadence in the first movement, while simultaneously 

infusing other sections of the first movement with the cadenza's 

improvisatory style. 

' Hess/KADENZEN, p. 111. 

7 Thayer/LIFE, p. 355. 
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I would suggest an ancillary rationale for Beethoven's committing 

the cadenzas to paper in 1809: the fear of piracy - the same concern 

that may have inspired his writing a set of early variations, (Wo040 and 

Wo041) ,• dedicated to Eleonore von Breuning 1n Bonn some thirteen years 

earlier. In a letter to her in 1794 Beethoven revealed: 

"I should never have written down this kind of piece had I not 
already noticed fairly often how some people in Vienna after 
hearing me extemporize of an evening would note down on the 
following day several pecularities of my style and palm them 
off with pride as their own. Well as I foresaw that their 
pieces would soon be published I resolved to forestall these 
people . But there was another reason. namely, my desire to 
embarrass those Viennese pianists , some of whom are my sworn 
enem1es. I wanted to revenge myself on them in this way 
because I knew beforehand that my variations would here and 
there be put before the said gentlemen and they would cut a 
sorry figure with them . "' 

I would further propose an unusual s i tuation in 1809 that led 

Beethoven to commit many extemporizational and fantasy-like i deas to 

paper: in the summer of the same year Beethoven had been confined to 

Vienna following Napoleon's siege, spending a great deal of time poring 

over theoretical treatises in preparation for his teaching Archduke 

Rudolph. 10 Two of the most inf l uential theoretical treatises of the 

eighteenth century were to be found amongst the works studied by 

Beethoven that summer: C. P. E. Bach's Versuch uber die wahre Art das 

Clavier zu spielen, vol. 2 , written in 1753, and Daniel Gottlob Turk's 

Clavierschule of 1789. 11 

• Kin-Hal/THEMATISCH , p. 484- 5. 

'Anderson/ LETTERS, P.14- 5. 

10 Thayer/LIFE, p. 467- 9. 

11 A complete list of many of theoretical works studied by Beethoven in 
the summer of 1809 can be found in Warren Kirkendale's study, on the 
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The practical and thorough approach taken by Bach and Turk towards 

actual performance practice distinguished them from their more 

theoretically oriented contemporaries. In fact , Turk ' s treatise had 

been influenced by Bach's seminal work written some forty years earlier. 

The codification of the rules of improvisation in Bach's treatise may 

probably be its greatest contribution to eighteenth- and nineteenth-

century composers and performers as well as scholars of past performance 

practice . I believe that both treatises may have contributed to 

Beethoven's approach to writing down improv isatory-style compositions 1n 

the latter half of 1809, among them the Fantasy, op. 77, the Fifth Piano 

Concerto, op. 73 and the cadenzas in question . The two linking elements 

seem obvious enough: first we can see that Turk establishes a connection 

between the cadenza and the fantasy in his School of Clavier Playing: 

" .. for the whole cadenza should be more like a fantasia which 
has been fashioned out of an abundance of feeling ra t her than 
a methodically constructed composition . . . " 12 . 

Then we see that C. P. E. Bach, in the seventh chapter of his treatise 

discusses the art of improvisation within the compositional form of the 

free-fantasia or fantasy. 

When analyzing the Beethoven cadenzas it would be worthwhile to 

keep 1n mind some of these selected quotations from C. P. E. Bach ' s 

chapter on the fantasia as the possibility exists that Beethoven may 

have used them as compositional guidelines for the construction of his 

written-out improvisations: 

fugue in the classical era, Kirkendale/ FUGUE, p . 206. 

12 Turk/SCHOOL, p. 300. 
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" •.. When the performer is allowed adequate time to have 
attention directed to his work, he may modulate to remoter 
keys. But formal closing cadences are not always required: 
they are employed at the end and once in the middle •... it is 
one of the beauties of improvisation to feign modulation to a 
new key through a formal cadence and then move off in another 
direction. This and other rational deceptions make a fantasia 
attractive; but they must not be excessively used, or natural 
relationships wil l become hopelessly buried beneath them" 13 

" ...• As a means of reaching the most distant keys , more 
quickly and with agreeable suddeness no chord is more 
convenient and fruit f ul than the seventh chord with a 
diminished seventh and fifth, for by inverting it and changing 
it enharmonically a great many chordal transformation can be 
attained." 14 

We will see subsequently 1n the analyses of the cadenzas the manner 

1n which Beethoven executes C. P. E. Bach ' s i deas ; foremost is the 

concept of "deception" which I have emphasized here, as I will refer to 

this term as it appears in many gu i ses within the mus ical rhet oric of 

Beethoven's cadenzas . 

The Editions 

The original cadenzas for the first four piano concertos were 

published by Breitkopf & Hartel in 1864, over a half-century s i nce t he ir 

probable comp osition i n 1809 15 which duplicates the Breitkopf and Har te l 

edition with only a few minor editorial emendat ions . In fact, more 

significant discrepancies exist between the au tograph and the first 

edition, some of which have been noted by Will i Hess in his facsimile 

edition, and others i ndicated here in the course of the d i scussi on of 

13 Bach/ ESSAYS, p. 434 

14 Ibid, p. 438 

15 Beethoven/ WERKE , Beethoven/CADENZEN . 



each cadenza . 

The Autograph Sources 

The autographs for the piano concertos cadenzas, of op. 15, op. 19 

and op . 58, may be found in the H. C. Bodmer Collection in the 

Beethovenhaus in Bonn, where they are listed as follows: 

Collection Bodmer Mh12, new Bonn Catalogue No. 523 

Collection Bodmer Mh13 , new Bonn Catalogue No. 525 

Collec t ion Bodmer Mh14 , new Bonn Catalogue No. 538 

The autograph for op. 37 now resides in Paris, where it may be 

catalogued as: 

Paris, Bibliotheque Nationale, Beethov en, Ms. 26 

The Scope of This Study 

7 

Seven cadenzas written for the first four piano will be ana l yzed in 

detail wi th additional comment regarding the specia l situations involved 

in the third cadenza for the Fourth Concerto as well as the wr i tten-out 

cadenza for the Fifth Concerto. The cadenza written for the piano 

version of op. 61 remains outside the sphere of this s t udy, because of 

its unique qualities: unl i ke 1
' the concerto itself, which preserves t he 

individual character of piano and violin \,r i ting in each version, 

respectively, the piano cadenza for the first movement, written at a 

later date, adapts idiomatic string writing for the keyboard and thus 

represents a hybrid form of cadenza in a class by itse l f. Bee t h oven ' s 

1
' Tyson/OP. 61 , passim . 
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cadenza for Mozart's Piano Concerto K. 466, similarly falls outside the 

scope of this study because Mozart's concertos possess a different set 

of formal and stylistic issues than those contained in Beethoven's piano 

concertos. Thus discussion of Mozart's concerto would only obfuscate 

the main source of comparison in this study, namely the Beethoven 

concertos themselves. 

Methods of Analysis 

This study will focus upon two areas of primary concern: the first 

being the choice and nature of themes and their manipulation i n the 

cadenza, that is, thematic design, and the second equally important 

aspect of the cadenza's harmonic structure. The first of these 

interdependent factors will be examined through a scanning of the 

surface detail of the cadenza, for which charts have been provided for 

convenient reference listing the thematic materials from the concerto 

exposition. The second issue of harmonic structure will be discussed 

within the specialized language of Schenkerian, or linear analysis as 

interpreted by Felix Salzer in his well known work, Structural 

Hearing. 1 7 

One must bear in mind that linear analysis is an essentially 

synthetic approach, revealing the symbiosis of several parameters of 

musical information, among them harmonic structure, melodic cont0ur and 

structural weight, interaction of large-scale counterpoint and harmonic 

framework, as well as the complexity of inner-voice activity which 

frequently involves registral transfers. The harmonic implications 

17 Salzer/ STRUCTURAL, pass1m. 
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revealed by the basic structure comprise the ma1n focus of this 

analysis , although wherever relevant to the issues of the cadenza, other 

salient issues are raised in the graphs. To the gener a lly accepted norm 

of the three-tiered Schenkerian hiearchy of structural l evels, i.e. 

foreground,middleground, and background , I have added one preliminary 

stage referred to as the basic structure, representing the s i mplest 

contrapuntal underpinnings of the cadenza , followed by t he background 

level, where the next level of connective tissue may be seen. 

Although 1n each case analytical discussions proceed from the 

vantage po int of the basic structure and/o r the background perspective, 

I have initially distilled the results of my i nterpre t a t i on from the 

surface de t ail of the foreground perspective. In other words, my 

interpre t a tion of the bas ic st ruc t ure does not serve as an a priori 

mode l from which the successive levels of detail are justified . The 

point of depar t ure from the basi c harmoni c pillars to increasingly 

c omp lex, de t a iled strata can be especiall y effective when attempting to 

convey a great deal of compositional information to the reader, and 

ultimately, when explaining the organic unity of a particular cadenza. 

One may certainly question my use of anal ytical techniques 

normally associated with temporal processes observed in the creation of 

thoroughl y " c ompos ed music" in contrast with "extemporized music", which 

we usually consider to be l ack i ng in the usual logical and formulaic 

restraints govern i ng wri tten composition. As the wri tt en-out cadenza 1s 

a hydra-headed musical organi sm exhibiting characteristics of both 

composed and extemporaneous composition in the same manner as the 
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written keyboard fantasy, which theorists beginning with Turk 

recognized, I believe the results of such analyses can help to 

underscore the difficulty in unravelling the mystery of precisely where 

improvisation and composition meet within the special musical genius of 

Beethoven, where both factors seem intertwined so seamlessly. 

In his discussion of Haydn's fantasia from the st r ing quartet, op. 

76, no. 6, Salzer makes several important observations t hat contain 

significant implications for the study of Beethoven's and ultimately a ll 

the written-out cadenzas i n the nineteenth cen tury: 

"The assumpt ion of aimlessness or lack of struc ture leads to a 
complete misunderstandi ng of the term "f ree fantasia ". Tonal 
organization is always the goal, despite apparent 
improvisatory characteristics such as sudden changes of 
direction, rhythm, or key center, or the use of effects to 
create the impression that something is about to occur which 
then does not in fact take place . 

We must , however, distinguish between two types of 
fantasia , between the fantasia that is written out and the de 
facto improvisation. Here we touch on the enigmati c but 
nevertheless "real" phenomenon of the inner , mental process of 
composit i on, which could be called "the creative or 
composit i onal process. " We learn from letters and statements 
written by or attributed to various composers that they had 
the ability to compose a work mentally and then write it down , 
so to speak, from memory. Many ideas could be "stored" in a 
more or less worked-out form, often for long per iods of time. 
Thus much of what one calls composing is done in the mind of 
the composer, often prior to the act of writing . I believe 
that de facto improv isation could only have been the resul t of 
an incredibly rapid transmission of such an internal creative 
process to the executing hands, allowing, of course, for the 
possibil i ty that the composer could draw on his mental 
storehouse of musical ideas, with certain working-out 
procedures occurring to him while playing . Whi l e we will 
never know how much time is involved in the men t al process of 
composing any given piece, we can reasonably assume that the 
element of time plays a less crucial role in written-out 
improvi satory forms than in de facto improvisations. 
Nevertheless, I believe that the latter served as the model 
for written-out fantas i as that were designed to sound " as if 
improvised" and which, through their daring exploits i n tonal 



adventure, often went beyond the conventional practices of 
their time." 1

' 

Indeed the realization that improvisation could somehow be 

11 

committed to writing with its own particular characteristics such as the 

factors mentioned above by Salzer, portends great significance not only 

for Beethoven's, or later nineteenth-century cadenzas, but indeed all 

music of the nineteenth century where elements originally nascent in the 

fantasy and cadenza such as caprice, deception , harmonic experimentation 

(among the others listed above), become abs orbed with i n the general 

rubric of compositional practice. 

C. P. E. Bach's opening remark 1n his chapter on the fantas i a is 

quite apt when considered 1n context of Beethoven ' s particular g i ft that 

we will see manifested in the written cadenzas : 

"It is quite possible for a musician t o have studied 
composition, with good success and to have turned his pen to 
fine ends without having any gift of improvisation. But on 
the other hand, a good future in composition can be assuredly 
predicted for anyone who can improvise, provided that he 
writes profusely and does not start too late."u 

11 Salzer/FANTASIA, p. 162-3. 

1
' Bach/ESSAYS, p. 430. 



Chapter II - Cadenza f or op. 19 

The so-called Second Pi ano Concerto 1s generally known to have been 

an earlier composition than the first. The confusion that results from 

the opus numbers that do not reflect accurate chronology can be 

attributed to Beethoven ' s ambivalence regarding op. 19 and his 

reluctance to publish it. Based on a l e tter to the pub li s h er 

Hoffmeister in 1801 we know that Beethoven ''hel d the finished work 1n 

disdain" , 20 having sold the concerto fo r half-price at 10 ducats because 

he did not consider it to be one of his best efforts . 21 In the same 

year, in a letter to Bre itkopf and Hartel, Beethoven again stated that 

"Hoffmeister i s publishi ng one of my first c oncert os (op . 19) which is 

not one of my best compositions". 22 

Beethoven's style changed so rapidly that he frequently derided 

compositions of an earlier period 1n h i s life. As the composer ga ined 

later perspective on these two early concertos he came to appreciate the 

v irtues of op. 15, yet op. 19 st il l remained less salvageable in the 

composer's eyes. His amb ivalence towards op. 19 can be detected as early 

as the concerto' s inception: He revised it stveral times within the 

20 Block/OP. 19 , p. 108. 

21 Anderson/LETTERS, p. 47-8 . 

22 Ibid., p. 52-4. 
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eleven year period preceding its publishing date in 1801: 

13 

(all told, m 

1790, 1793, 1794-1795, 1798 and 1801) . This factor alone has been the 

object of detailed studies by Hans-Werner Kuthen, 23 and Geoffrey 

Block. 24 

Beethoven supplied only one cadenza for op. 19, lasting a 

relatively long 79 measures, which amounts to approximately one fifth of 

the first movement's 400 measures. The overall style reflects the 

mannerisms of middle-per i od Beethoven grafting a cadenza onto an early­

period piano concerto composed greatly under the influence of Mozart. 

Analytical Procedures 

Since op. 19 is the first of the cadenzas to be examined in this 

study, a brief explanat i on of procedure in the subsequent chapters would 

be in order. As stated 1n the introduction , the analyses will be 

focu•sed in two primary areas: the manipulation of thematic design, and 

details related to the harmonic structure. Since all the 1ssues to be 

raised in this particular cadenza fall into the type that can be most 

effectively covered in short musical examples , long-range graphs in the 

Schenkerian methodology will not be employed. 

The primary task to be fulfilled in the examination of thematic 

design must be the identification of the sources of materials from the 

concerto itself which are cited and/ or developed 1n the cadenza. For 

ease of reference a thematic chart indicating the order of every theme's 

appearance will be provided. Immediatedly below the thematic listings, 

23 Kuthen/CHRONOLOGIE , p. 263-92. 

24 Block/GENESIS, passim. 
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Op. 19 

,..,. . '+-3 

Thematic Design: Cadenza Op . 19 

lA:aa 1A:bb 1C lA :aa E 

m. 1 25 27 45 77-79 
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Thematic Design 

The form of this 79-measure cadenza seems supris i ngly symmetrical : 

m. 1-24 develop theme IA in a three-voice fugato, m. 25-44 treat theme 

IC, and m. 45-79 return to IA. 

The formal scheme follows a late eighteenth-century practice of 

both thematic and harmonic usage: in the first instance, the subs i diary 

theme is a part of the first theme subgroup rather then the second theme 

i tself, a characteristic illustrated by Mozart cadenzas. In the second 

instance, the tonal areas of the toni c B-fl at , and the dominant , F, 

freely alternate within the body of the cadenza, also a common feat u re 

of Mozart's cadenzas, as we see for example in his cadenza forK. 456 : 

Ex . 1: Mozart's Cadenza f or his Piano Concer to, K. 456 
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the return of the tutti in m. 73-79. If this were not sufficiently 

disturbing, he omits the second and equally fundamental characterisic of 

the cadenza as well - the concluding trill. It is interesting to note 

that this quintessentially Beethovenian experiment does not appear in 

his subsequent cadenzas, except for an allusion to the technique in op. 

37 and op. 15 no. 3, where the trill is placed early. 

The mid-section at m. 25 provides a brief respite from the turgid 

and momentous force of the fugato section . It develops theme IC, itself 

closely derived from the consequent phrase of theme IA:bb (see thematic 

design citation): 

1A:bb 1C 

\ 

This brief lyrical statement develops from a derivati ve of the principal 

theme, and thus follows Mozartean practice. In subsequent cadenzas 

however, Beethoven reserves the lyrical section for the second theme 

group, initiating a departure from Mozart's practice of including only 

the principal theme in his cadenza ' s thematic vocabulary. We know, 

however, that Beethoven had been considering the inc l usion of the second 

theme, not only when writing the cadenza in 1809, but even within the 

last decade of the eighteenth century in the course of his several 

revisions of the B-flat concerto . 2
' We see in his early abstract 

2
' Block/GENESIS, p. 78. 
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In m. 20-21, the dominant pedal point is reached, the F broken 

octaves 1n the left hand supporting a sequence of diminished seventh 

chords arising through suspensions . In m. 22-23, the lA dotted rhythm 

emerges from the broken octaves in the bass the while the right hand in 

a mirror image, abandons the dotted rhythms in favor of quarter-notes. 

The texture has been th i ckened as well from the three voices of the 

fugue to four voices 1n m. 22-24, aiding 1n the intensification of the 

drive to the final dominant of the first section: 

L __ _ 
Interestingly, the essent i al harmonic progression of this dominant 

prolongation; I, V of V, V, I, is identical with the harmonic 

underpinning implied by the fugue subject: 







and, alteration by half-step, from the boundary of a perfect fifth t o 

that of a diminished fif t h: 

28 

This new truncated representat ion of the second theme then playful l y 

alternates between right and left hands , m. 36-38, before settling into 

a relentless repetition of the lA motive 1n the right hand, accompan i ed 

simultaneously by a m1rror image version 1n contrary mot ion in the left 

hand, m. 38-44. 

One senses the essential harmony of m. 40-44 to be a dominant 

prolongation, encompassing parallel diminished seventh chords as wel l 1n 

m. 41-42. In normal circumstances one would also expect a reso l ut ion to 

the tonic in m. 45 following the climactic scale passage in contrary 

motion, in m. 44, beginning on A in the right hand, and E-flat in the 

left, both notes belonging to the F dominant seventh chord. The 

surprising decepti ve arrival of E-flat, the subdominant at m. 45 was 
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compositional links between the first and third sections argue against a 

feigned improvisation. 

This third principal section compr1ses two lesser divisions: the 

first develops the principal theme on the subdominant, then through 

dramatic harmonic motion leads to the dominant , beginning at m. 54. The 

second section, m. 54-79, concerns itself with expansive pedal points on 

the dominant, m. 54-62, followed by the tonic, m. 63-69 . 

The first division comes at m. 45, the approximate midpoint of the 

cadenza. Within this brief eight-measure period, lies a compressed 

summary of the first nineteen measures of the cadenza which preceded the 

first dominant pedal point at m. 20 . 

For the first time, the shape of the l A arpeggio 1s presented 1n 

form we knew 1n the movement: 

Only the register of the last note is changed, transferred up an octave 

at m. 46 . This E- flat then becomes the pivotal point in an elision of 

the first and second phrases of the subject - now it begins on the first 

beat of the measure, rather that the fourth beat in m. 2 and 4 . In m. 

47 , the shape of the countersubject, beginning on the original pitch, 

dovetails with the second phrase of the subject from the preceding 

measure in the bass, while the same subject phrase beginning on E-flat 
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The chromatic upper-voice descent in this passage recalls, 1n an 

explicit manner , the half-step relationships implied in the musical 

fabric of the opening fugato section, as they had been stated within 

chromatic passing-note motion, though each note here remains consonant 

with its respective harmonic root. 

In the second division of the final section m. 55-79, the closing 

cadential sections incorporate the half-step in yet another context -

the chromatic upper neighbor - G-flat, above the bass no te F 1n m. 54, 

and the chromatic lower neighbor as it embel lishe s the root, third and 

fifth of the harmonies prolonged 1n m. 55-68. The following diagram 

reduces these cadential suspensions, above the dominan t pedal , in m. 

54-60, and the tonic, m. 61-76 to their essence: 

The final cadential elaborations in m. 69- 76 present the final 

manifestation of the half-step relationships within the bass sixteenth-




















































































































































































































































































































































































































































































































































































































