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PREFACE

Every musician, whether composer, performer, or theorist will agree that "In
the beginning was rhythm ." For the shaping power of rhythm and, more broadly
speaking, of the temporal organization of music, is a sine qua non of the art. An
understanding of rhythm is important for performer as well as com poser , for
historian as well as music theorist. Yet the study of this aspect of music has been
almost totally neglected in the formal training of musicians since th e Renaissance.
There are m any tex tbooks on harmony and counterpoint but none on rhythm .
Although theorists have frequently written about th e temporal organization of
music, their concern has generally been with meter and phrase structure rather
than with rhythm. Every music school requires students to take courses in
harmony and counterpoint, but few give more than passing notice to the
rhythmic structure of music.

A book dealing with rhythm must therefore perform two functions at once.
It must, on the one hand, organize and develop a conceptual framework-a
theory of rhythmic structure. And it must, on the other hand , presen t through
discussion, example, and precept, analytical methods and compositional pro­
cedures .

This book does not presume to answer all questions in the field of rhythm. Nor
does it pretend to cover all possible rhythmic problems. It is a first boc > ."
subject, a text intended for students not too advanced in theoretical st " " ~S but
already familiar with harmony and counterpoint. It is also a beginning in the
sense that it will, we hope, lead to further study of rhythm and better, more
comprehensive texts.

Since there are at present very few courses in rhythm, this book is designed to
be used in conj unction with courses in harmony or counterpoint, courses in
interpretation, and courses in analysis. It has been successfully used in these
ways at the University of Chicago. We hope that, as a result of its existence,
courses dealing with rhythm will begin to be offered as part of the music cur­
riculum.

We are well aware of the fact that some readers will take exception either to
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ot Preface

the general conceptual framework advanced here or to particular analyses.
With regard to the former, we ca n but ho pe that dissenting voices will provoke

- a fruitful discussion on a-subj ect which has, by seemingly common consent, been
neglected by music :theorists. With regard to the latter, we can but plead falli ­
bility and emphasize that what is crucial in the present undertaking is the method
and general viewpoint rathe r than their exe m plifica tions in a ny particular
anal ysis.

This book is the result of m any frui tfu l, a nd som e fruitless, dis cussions-and
sometimes argumen ts-which we have had both with our colleagues and with
our stud ents. The d eb t which we owe to them is freel y acknowledged. In par­
ticular we wish to thank Mrs. Jeanne Bamberger, whose m any helpful sugges~

tions and cogent criticism have found their wa y in to this book.
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DEFINITIONS
AND
PRINCIPLES

To study rhythm is to study all of music . Rhythm both organizes, and is itself
organized by, all the elements which create and shape musical processes.

Just as a melody is more than simply a series of pitches, so rhythm is more than
a mere sequence of durational proportions. To experience rhythm is to group
separate sounds into structured patterns. Such grouping is the result of the inter­
action among the various aspects of the materials of music: pitch, intensity, tim bre,
texture, and harmony-as well as duration .

It is the intimate and intricate interaction of temporal organization with all
the other shaping forces of music which makes the study of rhythm both a re ­
warding task and, at times, a difficult and perplexing one. The task is rewarding
not only because the subject is itself intrinsically interesting but also because, by
adding a new dimension to our understanding of related fields such as melody,
harmony, counterpoint, and orchestration, it makes possible a more precise and
penetrating analysis of those processes.

The study of rhythm is rewarding in a practical way as well. An understand­
ing of rhythm is as important to the performer as it is to the composer and to the
theorist . Indeed, as will be apparent throughout this book, a considerable part
of what is usually called "interpretation" depends upon the performer's sensitiv­
ity to and awareness of rhythmic structure.

Because the complex and delicate interaction among the elements of music
precludes the use of easy "rules of thumb" and pat, simplistic answers, the
analysis of rhythm tends to be complicated and, at times, uncertain. These
difficulties are in part responsible for the neglect which the field of rhythm has
suffered in recent writings on music theory.

I~ part, however, the development of a fruitful approach to the study of
rhythm has been hampered by a failure to distinguish clearly among the several
aspects of temporal organization itself. The resulting confusion has created a
correlative ambiguity of terminology. Since clear distinctions and unequivocal
terminology are necessary if the analysis of the rhythmic structure of music is to
move beyond its present moribund state, our first ta sk must be one of definition.
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2 The Rhythmic Structure ofMusic

Some of the distinctions and definitions presented in what follows may seem un­
usual or contrary to current use. We ask the reader to bear with us, trusting that

": he will find that theinsights which th e d istinctions ultimately yield will justify
the inconvenience of'.novelty.

ARCHI TECT ONIC LEVELS

Most of the music with which we shall be concern ed is architectonic in its
organization . .That is, just as letters are combined into words, words into sen­
tences, sentences in to paragraphs, and so on, so in music individual tones be­
come grouped into motives, motives into phrases, phrases into periods, etc. This .
is a familiar concept in the analysis of harmonic and melodic structure. It is
equally important iI1 the analysis of rhythm and meter.

As a piece of music unfolds, its rhythmic structure is perceived not as a series
of discrete independent units strung together in a mechanical, additive W<lY

like beads, but as an organic process in which smaller rhythmic motives, while
possessing a shape and structure of th eir own, also function as integral parts of
a larger rh yth mic organization. In Example 53a (p. 42), for instance, the motive
of the first measure forms a small , separate rh ythmic group. When this motive
is repeated in the second measure, the motive and its repetition are perceived
as constituting a more extended rhythmic pattern . They form a rhythm on a
higher architectonic level.

The lowest level on which a complete rhythmic group is realized-upon which
a strong beat and one or more weak beats. are grouped toge ther-will be called
the primary rhythmic level. As is often the case, the rhythm of the primary level in
Example 53a is itself made up of smaller note values which form a subsidiary,
partial rhythmic motive. Such partial patterns create what will be called inferior

rhythmic levels or, where there is only one such level, the subprimary-L euel, When
groups on the primary rhythmic level are themselves organized into longer,
compound patterns, superior rhythmic levels are created.

In th e analyses given in this book the schematization of the primary level will
be indicated by an arabic " 1." Superior levels, in order of increasing length,
will be labeled "2," "3," etc. Inferior rhythmic levels, in order of decreasing
length, will be indicated by small roman numerals: " i," " i i, " etc . (see Examples
23 and 50, pp. 23, 40) .

Metric structure is similarly architectonic. For instance, a i meter differs from
a ~ meter in that the former is made up of three units of a lower level l meter,
while the latter is made up of two units of a lower level j meter . And either a "l­
or. a t meter may itself be combined with metric units on the same level to form
more extensive, higher-level meters. Thus in Example 53a the meter of the
primary level-the level on which beats are felt and counted-is in threes. The



Definitions and Principles 3

inferior metric level is organized in twos (-1) a nd the superior metric level is
also duple-that is, 2Xt.

Three basic modes of temporal organization can be differentiated. They are
pulse, meter, and rhythm. Tempo, though it qualifies and modifies these, is not
itself a mode of organization. Thus a rhythm or theme will be re cognizably the
same whether played faster or slower. And while changes in tempo will alter the
character of the music and perhaps influence our impression of what the basic
beat is (since the beat tends to be perceived as being moderate in speed), tempo
is not a relationship. It is not an organizing force.'

PULSE

A pulse is one of a series of regularly recurring, precisely equivalent stimuli.
Like the ticks of a metronome or a watch, J2~lses mark off equal units in the
temporal continuum. Though generally established and supported by objective
stimuli (sounds), the sense of pulse may exist subjectively. A sense of regular
pulses, once established, tends to be continued in the mind and musculature of
the listener, even though the sound has stopped. For instance, objective pulses
may cease or may fail for a time to coincide with the previously established pulse
series. When this occurs, the human need for the security of an actual stimulus
or for simplicity of response generally makes such passages seem to point toward
the re-establishment of objective pulses or to a return to pulse coincidence.

All pulses in a series are by definition exactly alike . However, preferring clear
and definite patterns to such an unorganized and potentially infinite series, the
human mind tends to impose some sort of organization upon such equal pulses."
As we listen to the ticks of a clock or the clicks of a railroad car passing over the
tracks, we tend to arrange the equal pulses into intelligible units of finite dura­
tion or into even more obviously structured groups. Thus, although pulse can
theoretically exist without either meter or rhythm, the nature of the human mind
is such that this is a rare occurrence in music .

While pulse is seldom heard in a pure state (as a series of undifferentiated
stimuli), this does not mean that it is not an important aspect of musical ex-

1 It is important to recognize that tempo is a psychological fact as well as a physical on e. Thus
eighth-notes in two pieces of music may move at the same absolute speed, but one of the pieces
may seem faster than the other. This is possible because the psychological tempo, whic h we shall
call "pace," depends upon how time is filled-upon how many patterns arise in a given span of
time. See , for instance, the increase in pace which takes place at measure 48 in the second move­
ment of Mozart's Piano Concerto in D Minor (K. 466).

, That the mind tends to impose patterns upon even a random series of stimuli has been clearly
demonstrated by experiments . See John Cohen, "Subjective Probability," Scientific American,
XCCVII, No.5 (November, 1957) , 136.



4 The Rhythmic Structure of Music

perience. Not only is Rulse necessary for the existence of me ter, but it generally,
though not a lways, underlies and re inforces rhythmic exp erience.

METER

Meter is the measurement of the number of pulses between more or less regu­
larly recurring accents." Therefore, in order for meter to exist, some of the pulses
in a series must be accented-marked for consciousness-relative to others. 4

W hen pulses are thus counted within a metric context , they are referred to as
beats. Beats which are "accen ted are called " strong"; those which are unaccented
are called " weak."

While there can be no meter without an underlyin g pulse to establish the
units of measurement, there can, as we shall see, be meter without any clearly
definable rhyt hm (see pp. 7-8). Conversely, there can be rhythm without
meter--as in the " free" rhythm of some Oriental and folk music and in what has
been ca lled the " measured rhythm" of Gregorian chant."

Although meter tends to be regular, irregularities may occ ur wi thout destroy­
ing the sense of metric organization ." Usually this is because suc h irregularities
are temporary. Often too, what is irregular on one architectonic level becomes
regular on a higher (or lower) one. Thus if a unit of three quarter-notes is fol­
lowed by a unit of two and the tempo is quite fast , the mind, tending to perceive
a pattern in the simplest, most regular way possible, will organize the pattern
into a com posite group of five quarter-notes, as in Act III , scene 2 (measures
31 ff .) of Wagner's Tristan und Isolde. This is also the case with the hemiole
rhythm in which the opposition of three groups of two played against two groups
of three Ct ~t 2) is resolved after six beats. Indeed, one might sta te as a
general law that the dominant or primary meter will tend to organize itself-be
perceived-on the lowest architectonic level on which it exhibits regularity.

As noted above, meter, like other aspects of musical organization, is archi­
tectonic in nature. That is, since the beats which measure the meter designated
in the time signa ture may th emselves be divided into equal units or compounded

, Altho ug h th eorists, both R enaissance and modern, have referred to the me asurement of regu­
larly recurring accents as " rhy thm," it is not so by our defin ition . And it would seem that only
confusion has resulted from calling those aspects of temporal organization which measure, " rhy th­
mi c." They are metric .

• For further discussion of "accent," see pp. 11 ff .

• See Willi Apel , Har vard Dictionary oj Music (Cambridge, Mass .: Harvard University Press,
1945), p . 640.

S Often such irregu larities are not ap parent in the time signature of the music. This is th e case
with the hemiole "rhythm," for insta nce. Conversely, meter may at times be more regular than its
notation would lead us to expect. For such an example, see Leonard B. Meyer, Emotion and Meaning
in Music (Chicago: University of Chicago Press, 1956), pp. 119-21.
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into larger metric units, some of which will be accented relative to others, it
follows that most compositions present a hierarchy of metric organizations. For
in stance, th e units of a t meter might be divided or compounded as in Example
1. Needless to say, o ther combinations are possible on all architectonic levels.

J J
.---3 ---.,

J J J J J
3 3

n~ J J:JJJ::J
6lYwW'~m

3 3

EXAMPLE 1

We are inclined to think of there being only one metric organization, the one
designated in the time signature and measured by the bar lines. This is because
tonal harmony and homophony, with their emphasis upon vertical coincidence,
and dance m usic, with its basic motor patterns, have for the past two hundred
yea rs made for the dominance of what we have ca lled the "primary metric
level." Until recently th is primary level has dom ina ted metric experience.
Changes on other metric levels which can be and are referred to the regularity
of the primar y level are trea ted with an almost casual freedom.

But th is has not always been the case . In the polyphonic music of the later
Middle Ages and the Renaissance the relationships of the several metric levels
both within ea ch voice and between voic es was a very important facet of style.
The organization of these metric levels was recognized by the theor ists of the
tim e and was specified by the time signatures of the period. Such terms as
" tempus," " prola tio," " perfectus," and so forth indicated th e organization on
particular metric..levels.

Of course some time signatures do indicate the organization of inferior m etric
levels. Thus f implies-but only implies-that the subsid iary metric organization

is to be in twos . One ca n easily move from this organization in twos , nn n ,
to the one in threes, m m m ,as Schubert, for instance, was so fond of

333
doing. There are only a few instances in the literature of music since 1600 in
which the composer has specified what the metric organization of higher archi­
tectonic levels is to be. T he example which comes to mind most readily occurs in
the Scherzo (measures 180- 240) of Beethoven 's Symphony No .9, where the
composer indicates th at the higher rhythmic organization is to be in threes or in
fours by writing "ritmo di tre battute" or "ritmo di quattro battute" (see Ex­
ample 95, p . 80).



6 The Rhythmic Structure ofMusic

RHYTHM

Rhythm may be defined as the way in which one or more unaccented beats
a~~iiped in "relation to an accented one. The five basic rhythmic groupings
may be differentiated by terms traditionally associated with prosody:

a. iamb v_
b. anapest " v .-
c . trochee - v
d . dactyl - u v
e . amphibrach v _ v

Since, as noted above, rhythm ic organization is architectonic, more extensive
rh ythmic structures-phrases, periods, et c.-as well as shor ter, more obviously
rhythmic motives exhibit these basic patterns.

Rhythm is independent of meter in two separate senses . First, rhythm can exist
with out there being a reg ular-meter, as it does in the case of Gregorian chant or
reci tativo secco. That is, unaccented notes may be grouped in rel ation to an
accented one without there being regularly recurring accents measuring m etric
units of equal duration . Indeed, rhythm is at least theoretically independent of
pulse. Second, and more important for our purposes, rhythm is independent of
'm e ter in the sense that anyone of the rhythmic groupings given above can occur
in any type of metric organization. For instance, an iambic gr ouping can occur
in duple or triple meter. In other words, rhythm can vary within a given m etric
organization, as the examples in the following chapters amply illustr ate .

Though r hythm may vary independently of meter, th is does not mean that
rhythm is not influenced by the metric organization and, conversely, that meter
is not in a very important sense dependent upon rhythm. As we shall see, some
rhythmic groupings are more difficult to realize in a given meter th an others. On
the ot her hand, precisely bec ause rhythmic accents generally coincide with m etric
ones, it should be emphasized that th e bar line s, which serve to mark off metric
u nits, do not indicate what the rhythmic organization is. Rhythmic groups are not
respecters of bar lines. They crossthem more often than not ; a nd one of the first
things that the reader must learn is that the bar line will tell him little about
rhythmic grouping.

Since a rhythmic group can be apprehended only when its elem ents are dis­
tinguished from one another, rhythm, as defined above, always involves an inter­
rel a tionship between a single, accented (strong) bea t and either one or two un­
accented (weak) beats. Hence neither a series of undifferentiated strong beats
(- -, etc .), the so-called spondee foot, nor a series of undifferentiated weak beats
(\J \J' etc.), th e pyrrhic foot , can be true rhythms. They are incomplete rhythms
(see pp. 85 ff.) . Other possible combinations of strong and weak beats, such as

n J )) or J )) J, will be analyzed as combinations of the basic groups
IV U V I 1- v - ,
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J~ J j) J Jd
given above,~ and~' rather than as separate, independent

I \.../ V I

patterns. In addition to limiting the number of classifiable patterns, this pro­
cedure has the advantage of employing a single method for analyzing group
formation on all architectonic levels.

The use of poetic feet to analyze rhythmic patterns is somewhat unusual. 7

Rhythmic groupings have generally been treated as if they were metric units.
However, since these groups can be found in various different meters they are not
themselves the same as meters. An account of the theoretical basis for the view­
point advanced here is beyond the scope of this book. 8 We can but ask the reader,
at least provisionally, to accept this viewpoint and hope that he will find it
justified by the understanding which it yields.

ACCENT

Though the concept of accent is obviously of central importance in the theory
and analysis of rhythm, an ultimate definition in terms of psychological causes
does not seem possible with our present knowledge. That is, one cannot at
present state unequivocally what makes one tone seem accented and another
not . For while such factors as duration, intensity, melodic contour, regularity,
and so forth obviously playa part in creating an impression of accent, none of
them appears to be an invariable and necessary concomitant of accent." Accents
may occur on short notes as well as long, on soft notes as well as loud, on lower
notes as well as higher ones, and irregularly as well as regularly. In short, since
accent appears to be a product of a number of variables whose interaction is not
precisely known, it must for our purposes remain a basic, axiomatic concept
which is understandable as an experience but undefined in terms of causes.

However, while we cannot stipulate precisely what makes a tone seem ac­
cented, we can define accent in terms of its operation within the musical context
and point out many of its characteristics. In order for a tone to appear accented
it must be set off from other tones of the series in some way. If all notes are alike,
there will be no accents. At the same time, however, the accented ton e must be
similar and near enough to other tones of the series that it can be related to
these-that it does not become an isolated sound . In other words, accent is a

7 As Apel (op. cit., p. 639) points out, "It would be a hopeless task to search for a definition of
rhythm which would prove acceptable even to a small minority of musicians and writers on music ."

8 See Meyer, op. cit. , pp. 83-93 and 102 fr.; and James I. Mursell, The Psychology of Music (New
York : W . W . Norton, i 937), chaps. iv and v.

9 Whi le accents may be distinguished according to wh ether they ar e produced by str ess (dy­
namic) , duration (agogic), or melodic change (tonic) , their function in organizing rhythmic
groups does not depend up on their origin and we have therefore decided to treat them as a single
aspect of rhythmic experience . See Apel, op. cit., p . 6.
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relational concept: -T'here can be accents only if there are unaccents (weak
.-bea ts) and vice versa. In this sense there is no such thing as a series of accents or a

series of weak beats. If all stimuli are alike, there is only a series of pulses.
An accent. tthen.Ts a stimulus (in a ser ies of stimuli) which is markedfor conscious­

ness in some way. It Is set off from other stimuli because of differences in duration,
in tensity, pitch, timbre,etc. But in a sense so are the unaccented beats thus dis­
tinguished . The difference between accented and unaccented beats lies in the
fact that the accented beat is the focal point, the nucleus of the rhythm, around
which the unaccented beats are grouped and in relation to which they are heard.
This is clear- when it is noticed that a rhythmic group may have several unac­
cented beats, which may precede or follow the accent (or both) , but a rhythmic
group may have but one accent on any given architectonic level. Furthermore,
as we shall see presently, an unaccented beat may belong to more than one
rhythmic group, while an accent, because it is the focal point about which weak
beats are arranged, generally belongs to only one rhythmic group .

Finally, accented beats differ from unaccented ones in that their placement in
the series of beats tends to be fixed and stable. Specifically, in order to obtain the
desired impression of grouping, the pe rformer often slightly displaces unaccented
beats in the temporal continuum so that they are closer in time to the accents
with which they are to be grouped than if he had played them with rigid pre­
cision. (The rubato style of playing would seem to be an instance of such dis ­
placement.) But accented beats seem never to be so di splaced .

STRESS

Accent must not be confused with stress. The term " stress," as used in this
book, means the dynamic intensification of a bea t, whether accented or un­
accented . Thus a stress, no matter how forceful , placed on a weak beat will not
make that beat accented.

While stress does not change the function of beats, it may and often does
change the grouping of the beats-the rhythm. In general it appears that stress ,
whether on a weak or strong beat, tends to mark the beginning of a group. Thus,
as we shall see, a normally end-accented (iam b or anapest) temporal organiza ­
tion may be made beginning-accented (trochee or dactyl) by placing a stress on
the accent (see Examples 19 and 20, pp. 20, 21), while a normall y beginning­
accented group may be converted into an end-accented one by pl acing a stress
upon a weak beat (see Example 21, pp. 21).

GROUPING

Since this book IS In fact concerned throughout with grouping-for that is
what rhythm is-the following discussion of the general principles of grouping
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will be minimal. I ts purpose, which is practical rather than theoretical, is to
make the reader aware of a few of the basic concepts and procedures used in this
book and thus help him to understand what follows and aid him in his own
analyses.

Rhythmic grouping is a mental fact, not a physical one. There are no hard and
fast rules for calculating what in any particular instance the grouping is. Sensi­
tive, well-trained musicians may differ. Indeed, it is this that makes performance
an art-that makes different phrasings and different interpretations of a piece of
music possible. Furthermore, grouping may at times be purposefully ambiguous
and must be thus understood rather than forced into a clear decisive pattern.
In brief, the interpretation of music-and this is what analysis should be-is an
art requiring experience, understanding, and sensitivity.

Grouping on all architectonic levels is a product of similarity and difference,
proximity and separation of the sounds perceived by the senses and organized
by the mind . If tones are in no way differentiated from one another-e-whether in
pitch, range, instrumentation and timbre, duration, intensity, texture, or dy­
namics-then there can be no rhythm or grouping. For the mind will have no
basis for perceiving one tone as accented and others as unaccented. There will be
uniform pulses, nothing more, unless of course the grouping is completely subjec­
tive . On the other hand, if the successive stimuli are so different from one an­
other or so separate in time or pitch that the mind cannot relate them to one
another, there will be no impression of rhythm. The stimuli will then be per­
ceived as separate, isolated tones .

In general, sounds or groups of sounds which are similar (in timbre, volume,
etc.) and near to each other (in time, pitch, etc.) form strongly unified rhythmic
patterns. Difference and distance between sounds or groups of sounds tend to
separate rhythmic patterns. However, though similarity tends to crea te cohesion,
repetition usually makes for the separation of groups. The case is somewhat dif­
ferent when a single pitch is repeated. For though such repetition may at first
give rise to group cohesion, as it continues, change is expected . Consequently the
final note or notes of the series will seem like anacruses (upbeats) and will be­
come grouped with the new tone to which they move.

Except on the lowest architectonic level, a grouping is seldom the result of the
. action of all the elements of music (dura tion , pitch, harmony, instrumentation,

etc.). Both within and between groups, some of the elements of music will tend to
produce group coherence, others will tend to produce group separation . For
instance, in measure 1 of Example 2 (p. 12) the grouping of beats 1 and 2 to­
gether and beats 3 and 4 together-the lowest architectonic level-is a result of
the similarity and proximity of pitch, duration, and harmony. These two groups
combine to form a group on the next architectonic level. This larger group is
held together by temporal proximity and harmony, but it is separated into two
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subgroups by non-proximity of pitch and difference of timbre, since the latter
element tends to change, if only slightly, with the change in pitch.

. This division of fu_nction among the several elements of music in which some

. produce unity and others separation is one of the things which at times make it
difficult to know what the dominant grouping is. In any particular case is
melodic segregation marked enough to outweigh harmonic similarity and tem­
poral proximity? Do instrumental differences dominate grouping in another
case, or does harmonic similarity dominate? And so forth . Again, it is partly th e
fact that no hard and fast rules can be established to solve this problem of th e
precedence of variables that makes analysis an art rather than a science.

In this admittedly.difficult problem of grouping there is, however, one funda­
mental set of rules for the organization of relationships within groups: Durational
differences, which necessarily result in the temporal proximity of some stimuli
and therefore in the separation of others, tend to produce end-accented group­
ings (iambs and anapests); intensity differentiation tends to produce beginning­
accented groupings (trochees and dactyls); and the proper combination of
durational difference with intensity difference tends to produce middle-accented
groupings (amphibrachs) .

Thus if we have a series of evenly spaced beats and every third one, beginning
with the first , is accented, the rhythm will be dactylic :

JJJIJJJ
C-~ 1- v VI

Now if we keep intensity constant and gradually lengthen the relative duration
of the accented beat, making the weak beats closer to the accent which follows
them, until this temporal disposition is reached, the grouping will become end­
accented, that is, anapestic:

However, if we change the temporal placement of the final tone so that it is
closer to the accent which follows it, the organization will be perceived as an
amphibrach grouping, that is, as middle-accented:

(i)IJ · J) IJ. J l' IJ. J
( V)~ t V - VIIV - V I

But even if there is durational equality, as in the first rase, the grouping can be
heard as end-accented. There are two reasons for this. In the first place, duration
is not the only factor determining grouping; an end-accented group might easily
arise if the second and third beats were closer in pitch to the beat which follows
them than they were to the beat which precedes them. Or if the two final beats
were separated from the first beat in tonal function and harmony-for instance,
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if they were on the seventh degree of the scale and moved to the ton ic on th e fol­
lowing beat-then they would be grouped with the tone to which they move. In
this sense, the grouping depends upon whether tones are moving from a goal or
are moving toward one. In the second place, if the mind imposes an end­
accented grouping upon this durational disposition-if this is to be heard as an
anapest-then the last two notes will be performed or imagined ever so slightly
nearer to the accent with which they are to be grouped ."? The no tation remains
the same. What changes is the interpretation of the grouping. And this ch ange
affects the placement of the beats and consequently the listener's impression of
the grouping as well as the performer's ex-pression of it. This is a crucial fact in
the analysis and performance of music and one to which we shall find ourselves
referring throughout this book .

,0 For experimental confirmation , see R. B. Stetson , " A Motor Theory of Rhythm and Discrete
Succession," Psychological Reouia, XII (1905),250-7 (\.293-350; and H. Woodrow, "A Quantita­
tive Study of Rhythm," Archives of Psychology , XIV (1909), 1-66.



RHYTHMS
ON ,LOW ER
ARCHITECTONIC
LEVELS

This chapter is concerned wit h the analysis of relatively simple rhythms on the
lowest architectonic level. It is hoped that after the reader h as studied it with
care, performing the examples and doing the exercises, he will have learned
through example as well as prescript something about (1) the nature and organ­
ization of rhythmic groups; (2) the influences of changes of pitch, duration, in­
tensity, orchestra tion, and phrasing upon grouping; (3) the relationship of
rhythmic groups to metric organization ; (4) the differences which may exist
within one type of rhythmic group; and (5) the general methods and procedures
employed in the analysis of rhythm,

We shall begin with four measures of a folk song in duple meter and illustrate
by a process of simple variation, in which as many factors as possible are kept
constant, both the several types of rhythmic groups and the influen ce of changes
in the elemen ts of music on such groups, Later another folk tune in triple meter
will be used to exemplify other aspects of grouping and of the relationship be­
tween rhythm and meter , Following this, in order to show how differences in the
relationships of the elements of music to one another within a single type. of
grouping modify the effect and tendency of particular rhythms, several themes
having the same basic rhythmic grouping will be analyzed , Finally, there will
be a brief discussion of the influe nce of rhythmic organization on melodic move­
ment,

TROCHEE AND IAMB IN DUPLE METER

The grouping of the quarter-notes in the folk tune given in Example 2 is
trochaic, as is indicated by the lower brackets, The reader should note that while
it is obviously necessary to discover and indicate which beats are accented and

':1;] r@Frrr lrrrr lJJJn
~1-j UI !_ilv,,:::J 1v, 1...!.~~jVI,_i\V),

EXAMPLE 2

72
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which are not, this does not constitute an analysis of the rhythm. What is re­
quired is an indication of how the beats are grouped . The grouping in this ex­
ample results from the proximity and similarity of the elements of sound. That
is, the two quarter-notes of each trochaic group are proximate in time and
identical in pitch, temporal placement, timbre, dynamics, and so forth.

Although the dominant organization of this tune is trochaic, it is important to
realize that an end-accented, iambic grouping is not completely absent. It is
the latent organization and helps to connect and join the series of trochees to one
another. Such latent organization will be indicated, as in this example, by the
use of inverted brackets.1

THE INFLUENCE OF DURAnON

If one or more of these elements is changed, the grouping will tend to change
too . For instance, if the temporal placement is altered so that the first note of the
group is lengthened, making the second note closer to the note which follows it,
the grouping will become iambic (Example 3) . This example illustrates several

EXAMPLE 3

points important to rhythmic grouping: (1) The grouping is most clearly iambic
where both temporal and melodic proximity exists between groups, as from
measure 2 on . (2) The iambic character of the rhythm is emphasized if an eighth­
note upbeat (either G or D) is placed (or imagined) before th e first measure or
when the tune is repeated with the upbeat D, as shown. This occurs because,
once a rhythm becomes established, it tends, if possibl e, to be continued in the
mind of the listener-it tends, that is, to organize later patterns in its own image .
This is true even where the natural grouping would seem to be otherwise. For
instance, if the reader begins Example 2 with an upbeat D, he will hear that the
iambic organization seems to continue throughout the example. (3) Bar Jines
do not determine or delimit grouping. Only beginning-accented groups on the
lowest architectonic level stay within them.

Examples 2 and:} demonstrate the ability of temporal proximity to influence
grouping. The more marked such proximity is, the more patent the grouping
will be . And necessarily following from this, the more tones are separated, the
greater the tendency for them to belong to different groups. For instance, if Ex­
ample 2 had a temporal organization throughout such as n tnt etc., its

1 However , when the analysis is placed aboue the musi c in some later examples, the upper
brackets indicate the dominant organization .
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trochaic grouping w?uld be even more marked ; or if Example 3 were written as
J .,.))J v )) etc. , its iambic organization would be even more patent.

THE INFLUENCE OF' MELODY

Melodic changes can also alter grouping. If the temporal organization is kept
constant (is the same as in the original tune) and the details of the me lody rather
than its basic melodic structure are modified in the particular way shown in
Example 4, the rhythm tends to be heard as iambic. This grouping occurs be-

. ,~: J Fr~r IF"F rr InJ rid~
1_,U' _,~~~~~~

EXAMPLE 4

cause, given durational equality, the mind groups proximate elements together­
the C with the B in measure 1, the D -sharp with the E across the bar, and so
forth. Or, to put the matter the other way around, separate groups tend to arise
where there is relative non-proximity-the C is sep arated from the G which
precedes it, the D-sharp from the B, etc.

Also of importance in the articulation of this variant of the tune is the im­
plied harmony. Each leading tone moves to and is grouped with its goal-its
temporary tonic.

But even without th is leading-tone effect, the grouping of th e ias t two measures
will tend to be end-accented if there is a cadence on the D in measure 2. For
since this is the temporary goal of the first measure and because it resolves an
appoggiatura (E) , it closes out the first larger group. The B which follows must
of necessity then group itself with the C. Once this pattern is established, it tends
to perpetuate itself (Example Sa). However, if the B is omitted so that the C
is without an anacrusis, an upbeat, the final measures can be heard as tr ochaic
(Example Sb). They are able to form this pa ttern partly because each of the two­
note groups be longs to the same harmony.

EXAMPLE 5

Notice that the first measure has also been changed . This illustrates the fact
that pattern repetition leads to group separation. Indeed, in this case because
bo th groups are parts of the same triad, the disjunction is marked by the repeat­
ed B.
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THE INFLUENCE OF BEAT PLACEMENT

I t is most important to realize that the performer's understanding of a rhythm
influences his placement of the weak beats. In Example 4, for instance, the per­
former would unconsciously place beats 2 and 4 slightly closer to beats 3 and 1
(of the following measure) than he would in Example 2, where an apparently
similar set of temporal relationships is heard as trochaic. The rhythm of the tune
would be changed , even without melodic and durational alterations, were it
phrased as in Example 6. Here not only would the performer indicate the group­
ing by a legato manner of playing, but he would also move the weak beats slight­
ly closer to the accents which follow and he might also alter duration by cutting
the length of the accented beats (as indicated by the commas), thus separating
the groups. Observe that the particular effect of Example 6 is in part dependent

EXAMPLE 6

upon the fact that, particularly in the first measure, an iambic grouping is im­
posed upon a melodic-temporal organization which would otherwise give rise to
a trochaic rhythm.

As indicated in Example 6, the performer will also articulate the desired group­
ing by making a sligh t crescendo on the upbeat. This is followed by a "piano"
accent so that the next group can be performed the same way without crea ting
an over-all crescendo. Such crescendos whether over one note or a group of notes
are an important way in which groupings can be made clear. They ind icate the
tendency, the leading toward a goal, of a tone or a group of tones. That is, the
crescendo creates an expectation that an accent will follow , and the tone bearing
the crescendo is heard as leading toward, and grouping with, the expected accent .

Because the more a tone seems to be oriented toward a goal , the more it tends
to function as an an acrusis, rising melodic lines, particularly conjunct ones,
tend to become anacrustic, The energy and striving implicit in a rising line make
each successive tone move toward the one which follows it , rather. than from the
one preceding it. A rising melodic line feels very much like a crescendo. Indeed,
most people perceive it as such. This is shown not only by the tendency of per­
formers to crescendo in risin g passages and of composers to indicate crescendos
over rising passages much more frequently than over descending ones, but also
by the fact that people actually hear higher pitches as louder, even though
intensity remains constant. Conversely, descending melodic lines, or those in­
volving the repetition of one or two tones, tend generally to be heard with
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feminine endings (trochees or amphibrachs) , each tone moving from the one
before it.

THE INFLUENCE OF INSTRUMENTATION

Groupings can also be shaped, emphasized , or altered by changes in instru­
mentation and timbre. For instance, the original trochaic organization of the
tune (Exam ple 2) could be emphasized by playing alternate groups on different
instruments in a kind of hocket technique, as in Example 7, which might be

,~:p7d ~~ rrdJletc.
Violin

EXAMPLE 7

played by an oboe and a violin. But even if the parts were played by two violins,
the groupings would be apparent, particularly in a live performance where the
difference in timbre between the violins would be accompanied by a different
location of the sound source. A single instrument, too, might articulate the group­
ings by differences in timbre. For example, a violin might play every other group
pizzicato or a trumpet might mute alternate groups.

In like manner, instrumentation and timbre might be used to organize the
beats in an iambic grouping as in Examples 8 and 9. (The crosses in Example 9
represent pizzicato on a violin or muting o~ the trumpet.)

EXAMPLE 8

EXAMPLE 9

Dynamics too might be used to articulate different types of groupings. Thus if
beat 1 were played forte, beats 2 and 3 piano, beats 4 and 1 forte, etc., there
would be a tendency for an iambic rhythm to arise . While if beats 1 and 2 were
played forte and beats 3 and 4 piano, the trochaic rhythm would be emphasized.
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THE INFLUENCE OF ACCOMPANIMENT

Clearly harmony and whatever counterpoint or accompaniment figure is
present, may playa decisive role in articulating grouping. Thus after a somewhat
ambiguous initial measure the rhythm of Example 10 becomes iambic on the
primary level once the shaping forces of harmony and voice-leading are brought
into play in measure 2.

flll

loJ

flu

~ :;j T~T .. .. .... ~ ~

EXAMPLE 10

ART/CULA TION AND STRUCTURE

J

fl p~!:- ~~ ~!L ....
~

Pizz.
:

v v
Cello

Plccol

Although it would be quite easy to employ all the elements of music to empha­
size a particular type of grouping and achieve a kind of unmitigated iambic,

. trochaic, or other grouping, this is in point of fact a rare occurrence in music
literature. For if all the elements are used in such a single-minded manner on the
lowest architectonic level, the resulting patterns, though themselves impregnable,
become so segregated from one another that there can be no higher levels of
rhythmic organization . There will be no rhythms between groups within the
measure and none between measures, because no elements are left to form a
basis for such larger groups. This is the case in Example 11, where the groups,

Andante

EXAMPLE 11

though clearly iambic, are almost completely isolated from one another and
hence there is no over-all rhythmic-melodic coherence.

Looking at these matters from another point of view, it should be observed that
most groupings are only partially segregated from those which precede or follow
them. And when we speak about the organization of a particular group, we are
referring to its dominant or manifest rhythm, but not to all the rhythmic rela-
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tionships in which the group is involved. Thus, concurrent with the manifest
' i ~~bic ~~gani:iation' in Examples 3-6, there exists a latent trochaic organization

: (indicated by the inverted brackets) which plays an important role in linking
, the iambic groups to. one another and creating an over-all melodic-rhythmic
pattern. And it is in part the obliteration of this latent trochaic rhythm which
makes for th e nearly chaotic atomization present. in Example 11.

Both the composer and the performer must therefore beware of overarticulat­
ing the lower architectonic levels at the expense of the higher ones. One should
articulate the .smaller units only as much as is necessary to make the musical in­
tention clear. Added articulation, while it will change the character of the music;
(and this is of course important in one's interpretation), may well weaken the
phrasing of larger parts without appreciably strengthening the grouping of the
smaller ones.

AMPHIBRACH, ANAPEST, AND DACTrL IN DUPLE METER

Because the folk tune being used is organized into two-unit groups (trochees
or iambs), it cannot give rise to three-unit rhythms (anapests, dactyls, or amphi­
brachs) without more substantial temporal alterations than have been employed
heretofore. That is, in order for there to be three-unit groups in t meter, two
of the quarter-notes must be replaced by a single half-note, thus :

J JJ. JJ J" od J J ,
~~ ,vv-,

THE INFLUENCE OF MELODY

Example 12 is an instance of amphibrach grouping. The upbeat is necessary,
since without it the grouping would probably be interpreted as anapestic . With
it, the grouping is amphibrach throughout, because, as has been mentioned, once
a rhythm is established, it tends to perpetuate itself. However, despite the up­
beat, the initial amphibrach grouping is rather unstable . For the final note of
the rhythm (the D) tends, because of similarity and proximity, to group itself
with the D which follows rather than with the G with which it properly belongs
but from which it is separated in pitch.

EXAMPLE 12

The impression of amphibrach grouping is therefore appreciably strengthened
if, as in Example 13, ·the afterbeat is changed from D to B. Not only is the after­
beat now closer to the accent, but the second gTOUp is more clearly segregated
from the first.
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Of course, the performer, interpreting this as an amphibrach rhythm, will
automatically phrase in such a way that this grouping will be clear. He will, as
indicated in Example 14, make minute temporal adjustments, bringing the un­
accented beats closer to the accent and cutting some of the value of the aftcrbea t
by playing it staccato. This will create both coherence within groups and separa­
tion between them. Particularly in cases such as this where the upbeat is closer

,,: J IJn rgQ r ~ etc.
,v - U,1V - u!~

EXAMPLE 13

EXAMPLE 14

in pitch to the accent than the afterbeat is, the performer will , by slightly stressing
the accent, tie the afterbeat to the accent. And finally he will probably group the
accent and the beat which follows it by playing them legato.

THE INFLUENCE O F HAR~lONY

Example 15, an anapestic rhythm, is of particular interest because it illustrates
the influence of rhythmic grouping on the melodic-harmonic organization of
mu sic. Observe, first of all, that one does not feel relaxed and easy when the
tune is performed in this way. The tension present in performing Example 15

EXAMPLE 15

EXAMPLE 16

is quite apparent if we compare it with Example 16, which uses the same pitches
and the same grouping but in a different order. Example 15 seems relatively
strained (and of course this may be precisely what the composer desires) because
it emphasizes a melodic-harmonic pattern which is at odds with the simple tonic
character of the tune. That is, the rhythm emphasizes the subdominant side of
G major by making the tones E, C, and A structural points in the melody. Ex­
ample 16, on the other hand, seems relaxed and natural because its rhythm sup­
ports the tonic character of the tune, emphasizing the tones D, B, and G .
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Notice tha t though t~e original barring of the tune has been maintained in
Example 16, the change in rhythm and the resulting change in melodic emphasis
have created a change jn metric organization. The opening tones should now be
written as upbeats to the D, as in Example 17.

JJ I~FF Ir~~:mj rm~
,v v I etc .

EXAMPLE 17

v V I
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EXAMPLE 18

Actually the temporal-melodic arrangement given in Example 15 can be made
to seem relaxed and natural harmonically simply by changing the rhythmic
grouping from an anapest to a dactyl, as shown in Example 18. Now the half­
notes are heard not as structural points toward which other notes move, but as ap­
poggiaturas which themselves tend toward structural tones, and thus the funda­
mentally triadic ch aracter of the folk tune is maintained.

THE INFLUENCE OF STRESS

It was pointed out in chapter i th a t while a st ress does not change th e fun ction
of a beat within the pulse continuum-all unaccented beat remains unaccented
even if stressed with a sforzando-stress, whether on accented or unaccented
beats, generally changes the grouping of the unaccented beats. More specifically,
a stress tends to indicate the beginning of a gr oup .!

r r II' r r~
v v , '~~L-_-"----"'-'

EXAMPLE 19

Indeed, the reader may have noticed that in performing Example 18 he
stressed the half-notes. Without stresses to mark the beginning of groups, du­
rational differences such as are present here would tend to produce end-accented
rhythms (see pp. 10-11) . Thus on e way of indicating the desired dactylic grouping
to the performer would be to mark the accented half-notes sforzando, as in
Example 19.

,Similarly in Example 20, which resembles Example 4, though the rhythm of

• The sign "I" will be used to indicate stress . Thus .!.... indicates a stressed accent and v indi­
cates a stressed weak beat.
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the tune would for melodic reasons normally be interpreted as iambic, the group­
ing can be changed from end-accented to beginning-accented if a stress is placed
on the accented beats.

EXAMPLE 20

Conversely, in order to achieve the iambic grouping indicated in Example 6,
the reader probably found himself stressing the weak beats which mark the be­
ginning of each group . In fact, were the tune written with stresses, as shown in
Example 21, the iambic rhythm would probably be clear without the detailed
expression marks indicated in Example 6.

~~ ----- ~ ~
®:jJr~

,if,if~

EXAMPLE 21

Observe that in each of these instances the reversal or inversion of the group­
ing gives a special flavor or character to the tune. It feels somewhat tense and
constrained because without the stress the melodic-temporal organization would
give rise to a different, more natural, rhythmic pattern. The stress is, so to speak,
an external force imposed upon the pattern, changing its normal behavior.

THE INFLUENCE OF ORNAMENTATION

Thus far stress has been considered as a product of dynamic intensification .
But there is another way in which a beat may receive stress, namely, through
ornamentation. Indeed, in many cases ornamentation seems to function like
stress in the articulation of rhythmic groupings.

Ornaments or embellishments act to emphasize tones in several ways . First,
if an accented note is a non-chord tone, as in the case of the appoggiatura, its
tendency to move to a consonance makes it feel "heavy" or stressed . This is the
case with the E in Example 12 and the first C-sharp in Example 31. It is inter­
esting to note in the latter example that the appoggiatura effect continues even
where, as in measure 4, the "appoggiatura" is actually a chord tone. Indeed the
appoggiatura pattern as a melodic-rhythmic phenomenon is so firmly estab­
lished in this style that it may arise in the absence of dissonance simply because a
note has been preceded by an anticipation-because it sounds like a prepared
dissonance-as in Example 30b.

A grace note may stress a substantive note because it approaches the subs tan-
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tive note by a skip-s-Ianding more heavily upon it than would a conjunct grace
note. This is the case tn Example 22. Note tha t here too the embellishments, if

_p lqyed_in strict time,)end to delay the arrival of the substantive tone, making
it seem stressed when ..it is actually presented . It should also be observed that

EXAMPLE 22

embellishments pe rform a melodic function-articulating the direction of
melodic expectation . Thus in Example 22 the structural gaps created by the
grace notes emphasize the tendency of the melody to descend . Lastly, embellish­
ments may serve to mark off groupings. They often have an articulatory function.
This is clear in Example 22 (see also Examples 56b, 63, 65, 69, 98).

COMPOSITE SUBGROUPS

Examples 15-19 were designated as instances of anapestic and dacytlic
rhythms. But they are so only in a qualified sense. The mind tries to group
stimuli in the simplest possible way and tends whenever possible to equalize the
accented and unaccented parts of a rhythm. Because of thi s tendency toward the
equalization of elements in a group, which we shall call the Principle of Metric
Equivalence, the groups in Example 15 might also be analyzed as iambs with

divided upbeats-U I~ -rather than as anapests. Similarly the groups in

Example 18 might' b~ considered trochees with divided afterbeats- J !~ ~,-
rather than as dactyls. \.I ,

Thus in analyzing rhythmic organization, the mo st fundamental and general
classification of structures would be that of end-, beginning-, and middle-ac­
cented. Changes within these types, say from iamb to anapest, are as a rule much
less striking than are changes between them as long as meter is constant. How­
ever, neither changes within such classifications nor the special organization of a
given grouping should be slighted . Indeed, what for the musician is most im­
portant of all is precisely the unique interrelationship of melody, temporal organ­
ization, stress, and other factors which give a particular rhythm its peculiar
character and mode of progression .

How an upbeat is comprehended-whether as a single unit or as subdivided
and articulated--depends upon tempo as well as upon the particular organiza­
tion of the musical materials. For instance, if Example 17 is played at a rapid
tempo, then the weak beats will tend to be heard as a pair of upbeats to a single
downbeat-that is, the whole group will be perceived as an anapest. If, on the
other hand, the tempo is very slow, the mind will tend to impose an organization
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upon the weak beats and establish a relationship between them, creating a

trochaic subgroup which is anacrustic to the main accent, thus:,~ ~, d .
'v -I

The articulation of the grouping in such a composite upbeat can be empha-
sized by giving the anacrusis a distinctive melodic-temporal shape-a rhythmic
organization of its own-as in Example 23a and b. Indeed, in Example 23b the
anacrusis is even further subdivided.

etc.
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EXAMPLE 23

These changes not only modify the character of the rhythm within the upbeat
group itself but they also influence the quality of the downbeat D, which now
appears more strongly emphasized than before. This occurs because the more
marked the temporal differentiation is-the shorter the note values of the upbeat
relative to the downbeat-the stronger the stress on the accented note. Notice
also that in Example 23b the final two sixteenth-notes are both part of the upbeat
group and form a sort of extra anacrusis to the D. They are, so to speak, an up­
beat within an upbeat and, as we shall presently see, they serve in addition as a
rhythmic pivot welding the anacrustic group to the accent.

The force of the accent can be still further intensified if the anacrusis is incom­
plete, as in Example 24. Since the chief accent of the anacrusis is missing, there is
no stable trochaic organization as in Example 23. The group is incomplete and
hence rushes toward the downbeat which serves as the goal of the upbeat group .

t~Erffi'"lr-- etp
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EXAMPLE 24

Through the intensification of the anacrustic function of the upbeat, the accent
becomes particularly marked because durational differences are strongly empha­
sized by the brevity of, the upbeat relative to the accent.

DACTrL, ANAPEST, AND AMPHIBRACH IN TRIPLE METER

Looking back over the changes to which an innocent tune has been subjected,
the reader will observe that every type of rhythm is possible in duple meter.
However, not all are achieved with equal ease . Because of the operation of the
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Principle. of Metric Equivalence, it was difficult to crea te un equivocal anapests
and dactyls' in d uple-meter. Furthermore, we noted that because a three-unit

. group in duple timenecessa rily requires d urational differentiation an d such d if­
; fere nces tend to produce end-accented groups, dactylic groupings could arise
only if the accentedbeat was strongly stressed (Example 19) . T o study these
rhythms in what might be ca lled their "natural habitat" as well as to explore still
further the intricacies and subtleties of grouping, we turn now to a tune in triple
meter.

THE I N F LUE NC E OF MELODY, DURATION , AND STRESS

The naturalness of a dactyl grouping in triple meter is apparent in Example 25 . .
The beginning-accented grouping of this example is a resu lt of several aspects of
the organization: (1) The note following the accent belongs to the same harmony
as the accent and tends therefore to group with it . (2) T he fa llinginflection is

~. EB IFjJ~
, - V VI

EXAMPLE 25

v V I v VI

heard as strong-weak. (3) The basic melodic line comes on the first beat of ea ch
measure-D-B-A-B-and the we ak beats are heard almost as a separa te figure,
a kind of " ump ah ," beat accompaniment. H en ce the G is not heard as mo ving
to the A, but as hanging from the B.

Another important fac tor in articulatingthe gro ups as dact yls is the melodic
disjunction between measures 2 and 3. For th ough there is less pitch segregation
between measures 2 and 3 than within them, this change of directi on is neverthe­
less a point of melodic, and consequently of rhythmic, sep ara tion. That is, be­
cause the motion from measure 1 to measure 2 is descending, the turning back to

v llV v

EXAMPLE 26

lt V V

the A is heard as a break in the melodic continuum. Furthermore, because the
motion from measure 1 to measure 2 is descending, the anacrus tic fun ction of the
final eighth-notes of measure 1 is no t as forceful as might otherwise be the ca se.

The impor ta nce of the melodic structure of th e first measure becomes a p­
parent if it is rewritten as in Example 26. Now th ere is a rising motion from
measure 1 to 2 and the anacrustic function of the eighth-notes tends to order subse­
q uent patterns because of the parallelism between the motion from measure 1
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to 2 and from measure 2 to 3. The grouping becomes ambiguous and might
be middle-accented (as in a), or end-accented (as in b), as well as beginning­
accented (as in Example 25). The interpretation of the performer would here be
the deciding factor .

But even without this modification, the tune can be heard as a series of ana­
pests ..I f it is heard in this way, the reader will probably find himself placing some
stress on the second beat of the measure and making a cre scendo to the accent,
since such stress will articulate the grouping and the crescendo will indicate the
goal of the group. Had the composer desired this rhythm he might have written
the tune with a sforzando on the first of these notes and a crescendo. Of course an
anapestic grouping could be achieved in other ways as well-by assigning each
group to a different instrument, by providing an accompaniment figure which
had such a rhythm, by playing one group forte and another piano, and so forth .

It is again important to observe that, while such a grouping is possible, the
particular character of the rhythm is a result of the fact that the anapest foot is,
so to speak, imposed upon a melodic organization which is more naturally
dactylic . The strain in the grouping is particularly noticeable between measures
2 and 3, which we have already discussed, and between measures 3 and 4, where
the marked pitch segregation tends to make for rhythmic separation . Thus the
character of the anapestic grouping can be made to seem more natural and re ­
laxed by changing the melodic motion between measures 1 and 2, so that the
following measure proceeds in a like manner, and by ch anging the melodic
progression from measure 3 to 4 so that proximate pitch progression makes
grouping more relaxed . This is done in Example 27. The anapest effect will be

EXAMPLE 27

further strengthened if the initial foot is an anapest-if two quarter-notes, G ,
are imagined as preceding the opening D.

Although no special articulation (sforzando, instrumental change, etc.) is now
required to project the desired grouping, the performer will, as we have seen be­
fore, make the anapest clear in his performance. He will tend to place the up­
beats closer to the accent than he would in articulating a dactylic grouping,
thus making the separation between groups more apparent, and he will very
likely make a slight crescendo on the weak beats so that their relation to the
accent which follows is unmistakable.

The rhythmic groups of this tune can also be heard as amphibrachs (Example
28). In this case, however, there is a tendency to stress the second tone of the
group, the accent, rather than the initial upbeat. This is done because, while the
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melodic-temporal proximity of the upbeat to the accent makes this part of the
grouping clear, there would be a tendency, were it not for the stress, for the non­
proximate afterbeats to group themselves with the next upbeat to which they are
closer in pitch. .

v - v , L.:!v'--_----=v:...:' I v - v I ~.

EXAMPLE 28

In other situations where the proximity of the afterbeat makes its relationship
to the accent clear, but in which the function of the upbeat might be in doubt,
the stress is placed on the beginning of the group. This is what takes place in the
third movement of Haydn's Symphony No. 104 in D Major (Example 29) . Here,

Allegro
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EXAMPLE 29

were it not for the sforzandos placed on the upbeats, the groupings might, in spite
of the initial anacrusis, have been heard as dactyls.

Without phrase or dynamic markings no musician would play Example 25 as
an amphibrach, for its melodic shape makes dactylic rhythm almost a necessity.
Only if the tune is modified will its rhythms be apprehended as amphibrachs.
This is done in Example 30a by making the upbeat of each group closer in time

a b.

'~:i r' W1~ j ,)' IJ J't)~'#!i.' Eff IEJ • I~ ! ,. I~~ i .~ j . ~ ~
v - V I I v - V I l'OJ - V I I V - u IIV - v I I v - V I

EXAMPLE 30

to its downbeat, and this also separates the end of one group from the beginning
of the next. In Example 30b amphibrach groups arise naturally bec ause the up­
beats are now closer in pitch to the downbeats which follow and because the
parallelism between the first two amphibrachs is made clear. Obviously these
modes of articulation could be combined, reinforcing one another.

THE CHARACTER OF PARTICULAR RHrTHMS

As one sings or plays over Examples 28, 30a, and 30b one becomes a wa re
again of the diversity of rhythmic character and mode of progression which can
arise within the same grouping and even the same basic musical structure, Ex-
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ample 28, for instance, tends to be thumping and somewhat ponderous, like a
peasant dance, because, if the amphibrach rhythm is to predominate, the ac­
cents must be heavily stressed. Example 30b seems, by comparison, light and al­
most lilting, for the groupings are not strained and require no special stress for
their articulation. On the other hand, the brevity of the anacrusis relative to the
remainder of the gr0!1P makes Example 30a seem uneven and rather coarse. The
simplicity and regularity of the melodic-harmonic structure of this tune calls for
an even beat, and the abbreviated anacrusis seems both contrived, overarticulat­
ing the pattern, and hurried, because it arrives too late. Also contributing to the
rather blatant character of this organization is the undue emphasis which the
accent receives as a result of the shortened upbeat . The passage is obvious, almost
vulgar .

By way of illustrating how very different the effects arising within one type of
rhythmic grouping can be , let us examine another of Haydn's themes, one from
the Finale of the " O xford " Symphony in G Major (Example 31) . This example
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EXAMPLE 31

is somewhat more complex than those analyzed heretofore. On the lower archi­
tectonic levels the weak beats, fun ctioning as pivots (as both afterbeats and up­
beats), so fuse the first five eighth-notes that decisive groupings cannot be made
without doing violence to the pattern. This is true of the quarter-note motion
(Example 32, analysis b) as well as of the eighth-note motion (Example 32,
analysis a). Because these eighth-notes are apprehended as a cohesive group, the
manifest rhythm is that of the whole motive and, as indicated in Example 31, the
grouping of this rhythm is an amphibrach.

'-",, '-" ,b. 1'-"

a 0 ~!V~---t:=-------.:=r---=

EXAMPLE 32
,

The witty and somewhat impertinent-almost brusque-character of this
theme is in large part a result of the durational disproportion among the units of
the main rhythmic group. The extended anacrusis leads one to expect a longer
final unit. Not only is the accent too short, in relation to the upbeat group, but
the weak afterbeat is even shorter. The second motive seems to begin too soon,
interrupting, as it were, the natural duration of the initial motive. Thus each
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group embodies in itse!f a kind of composed accelerando, each unit of the group'
ing being shorter than the one which precedes it. And this quickening of the pace
is carried through into the last two measures, where the amphibrach groupings
come twice as fast. ..-

If one compares the theme given in Example 31 with the tune, "Twinkle,
Twinkle, Little Star," one finds that both have the same fundamental melodic
motion, save in the final two measures. This is shown in Example 33, in which
the folk tune is written.in an amphibrach rhythm (with an anacrusis added) for
the sake of comparison. The vast difference between the effects of the two tunes,-F~:. ~ ~ ~
. . ... .:r ---------.. --------.. b .
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EXAMPLE 33

arises from the asymmetrical proportions of the Haydn compared to the symmet­
rical proportions of the folk tune, as well as from the vital melodic differences, for
example, the appoggiatura in measure 2 of the Haydn.

Notice that in order to make the folk tune reach a semicadence and thus con­
form to the motion of the Haydn theme, the final measure has been rewritten.
As with the Haydn, this final measure now seems faster than the earlier ones be­
cause more takes place in the same amount of time. To put the matter somewhat
differently, Haydn's tune is so composed that it avoids the lifeless regularity of
motion and the letdown of expectation which occur if there is a cadence on the
tonic . And had the final two measures of the Haydn been written as in Example
33b, this would certainly have been the case.

In addition to posing new problems, these last analyses have been introduced
to emphasize two general considerations. First, the primary focus of attention
should be upon the individuality of the particular rhythmic organization being
analyzed. The theories and classifications presented are a means toward more
sen sitive musical understanding, not ends pursued for their own sakes. Thus,
while differences may, as we have seen, be made more apparent by a comparison
of tunes which are in some respects similar, the difference between rhythms is
much more important than their similarity-the fact, for instance, that both are
amphibrach rhythms. Second, the great importance of small changes in temporal
relationships should make both the performer and the critic acutely conscious of
the delicate decisions that must be made in the interpretation and analysis of
music. Grouping, or phrasing, often is very subtle and requires sensitivity, ex­
perience, and understanding.
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IAMB AND TROCHEE IN TRIPLE METER

T H E INF LUE NCE OF MELODY, DURATION , AND STRESS

Let us now return to our variations on the tune "Ach du lieber Augustin."
An iambic version can be created simply by making temporal differentiation

such that the upbeat is clearly proximate to the accent (Example 34a:1• Once

'--=--__-...Jletc.

EXAMPLE 34

again, however, the large skip between measures 3 and 4 makes the end-accented
grouping seem rather strained. The rhythmic pattern is more relaxed if the
melodic and harmonic groupings are congruent, as in Example 34b . Note, too,
that the end-accented impression is improved if the tune is imagined with an
upbeat G in front of the first measure.

The reader will remember that it was difficult to achieve a dactylic grouping
in t time because here a three-unit group requires temporal differentiation and
hence tends to be end-accented. A similar situation obtains with regard to the
trochee in triple meter. When a triple meter is organized into two-unit groups,
there will necessarily be temporal differentiation and the resulting rhythm will
tend to be end-accented, as in Example 34. However, as in the case of the dactyl
in duple meter, this naturally end-accented organization can be made beg-inning­
accented if the accented note is sufficiently stressed (Example 35).

EXAMPLE 35

INVERTED GROUPS

There is, however, another way in which a trochaic group ca n be found in
triple meter-namely, through what we shall call " gr oup inversion," where the
accented beat is shorter than the unaccented one (Exa mple 36) . Such rhythms
are sometimes referred to as " Scotch snaps."

'il t
a b . c .
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EXAMPLE 36
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Here the longer weak beat acts to complete the group. And if the unaccented
beat is followed by arest, as in Example 36b and c, the temporal separation makes
the groupings even more incisive. Notice that once again one tends to place added
stress upon the beginning of the group, the accent, in order to make the rhythm
as clear as possible. And as the accent becomes shorter in relation to the under­
lying pulse, segregation of groups becomes more marked and the stress placed
upon the accent heavier.

The weak beat of an inverted trochee, unlike that of a normal trochee, does
not tend to become 'a pivot, functioning first as the afterbeat of a trochee and
then as the upbeat of an iamb or an amphibrach. This is partly be cause of its
relative proximity to the preceding accent (and its concomitant separation from
the following beat) and partly because it is both stabilized and emphasized by
its relative length. Furthermore, owing to this emphasis as well as to the fact
that it is not part of a cadential progression, the weak beat, though it ends the
group, does not feel like a feminine ending. Inverted trochees are thus peculiarly
cohesive and, as a result, it is the total group rather than anyone of its com­
ponents which acts as the unit of motion. This becomes very clear if we compare
the opening of the third movement of Beethoven's Piano Concerto in B-flat
with its inverted trochees (Example 37a) to a variant in which th e weak beat is
shorter than the accent (Example 37b). In the former the groups are clearly
defined and precisely articulated, while in the latter the groups are blurred,
flowing into one another .
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R elated to the inverted trochee is the " closed " trochee in which the ac cented
part of the group, though equal in duration to the weak part, is made up of

several short notes- .!5'1 Because it is composed of short notes moving to the
~ .

weak beat, the accent is made proximate to and emphasizes the weak beat. And
the closed group, rather than any part of it, constitutes the unit of motion . Thus
while the trochaic grouping is very clear in the fragment from the "Laudamus
Te" of Bach's Mass in B Minor (Example 37c), it is less clear in the variants (d
and e) in which the weak beats have an "on-going" motion-a tendency to be-
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come anacruses. This tendency would have been considerably strengthened had
the sense of harmonic change, which segregates the groups, been less marked.
Such patterns are particularly common in Baroque music, where, apparently
because of their precision, they are used frequently, both written out and in the
form of ornaments such as the Schleifer and the mordent.

The inverted temporal. relationships present in Example 36 might be still fur­
ther varied by placinga stress followed by a crescendo on the un accented notes,
thus creating an inverted iamb (Example 38). As before (see Example 26) , the
melodic line of the first measure has been varied to emphasize th e end -accen ted
grouping . However, because the rather gauche, lopsided hu mor of th e unstable
iamb was what was desired , the final me asures have not been modifi ed (as they
were in Example 34b) to make them more naturally iambic.

- !I V - !I V

EXAMPLE 38

a.
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EXAMPLE 39

It is more difficult to invert a dactyl, a three-unit group, in duple m eter be­
cause the desire for metric equivalence tends to make the beat which is di vided
(and one of them m ust necessarily be so) seem like a subgroup of a larger tw o­
unit rhythm. That is, the whole group will appear to be a trochee with a d ivided
first unit rather than a genuine three-unit dactyl (Example 39a).

Only by forcing the mind to perceive the group as a three-unit one will we
find an unequivocal inverted dactyl arising in duple meter. As shown in Example
39b, this can be accomplished through syncopa t ion . However, even with this
temporal organization a dactylic rhythm will arise onl y if the first note of the
group receives the stress necessary to tie the following beats to it . For if the initial
bea t is not thus stressed, the fina l note of the measure tends to split off and become
grouped with the following accent, forming a par tiall y inverted amphibrach
(Example 39c).

The dac tylic feeling of Example 39a can be intensified by subdividing the first
two bea ts of the group, making them in to mo re clearly separate entities (Ex ­
a mple 40a). Bu t eve n here i t is possib le to perceive the rhythm as trochaic . H ow­
ever, if th e tune is written in triple meter (Example 40b), then the inverted
dactyl is more patent.
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Example 39c was said to be "partially inverted" because only the second and
third ·units of the grQUP are in reverse order-s-short-long. .In a fully inverted
amphibrach the upbeat would be longer than the downbeat and the downbeat

·;shor ter than the afterbeat (Example 40c).
A properly devised syncopation will also give rise to an inverted anapest (Ex­

ample 41a) . However, in order for this variant to be perceived as an anapest, the

EXAMPLE 40

a Vivace b . Andante
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EXAMPLE 41

beat must be felt in twos and the tempo must be rather fast. Otherwise, because
of the desire to make the organization as simple as possible , a subgroup will arise
within the anacrusis, making the over-all rhythm seem to be iambic with a
d ivided upbeat rather than really anapestic (Example 41b).

These considerations would seem to indicate that, for purposes of analysis, two
different aspects of syncopation should be distinguished. On the one hand, in
syncopations of well-articulated rhythmic-melodic patterns occurring between
voices, the rel ationships and problems involved are primarily metric. On the
other hand, in periodic syncopations within a single voice, such as we have been
discussing, the relationships and problems involved are primarily rhythmic. Of
course, some continuous syncopations, ..such as those in which suppressed accents
produce extended anacruses, are also aspects of rhythm. Needless to say , the
interpretation of a syncopation-whether as rhythmic, metric, or a combination
of both-has a n important effect upon performance, since it will modify the
placement of beats, th e amoun t and pl acement of stress, the phrasing, and so
forth. (The problem of syncopation is discussed more fully in chapter iv.)

RHrTHMIC AMBIGUITr

In the exa mples thus far presented the rhythmic organization, however com­
plex, was clear and incisive. But th is is not invariably the case. Often the rhythm
is ambiguous and it is difficult to decide which grouping is the dominant
or manifest one . For instance, in Example 42, a tune similar in many ways to
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"Ach du lieber Augustin," the melodic uniformity of the second and third
measures makes it possible to interpret the groups as amphibrachs, dactyls, or
perhaps even anapests. Thus if the rhythm is thought of as being dactylic, the per­
former will unconsciously play the tune in such a way as to make this interpreta­
tion clear, art icula tin g th e groups by means of stress, temporal displacement,
dynamics, and the like. But if the rhythm is thought of as being arnp hibrach, per­
formance will m ake thi s grouping the m anifest on e.

~)
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The equivocal gr ouping on th e primar y level is p artly a result of the character
of the melod ic line. Sp ecificall y, th e focal tone of th e th ird measure might be G ,
with th e first A a n appoggia tura and th e second A a passing-note to be B. In th is
ca se th e rhythm would probably be amphibrach, as ind ica ted in analysis a. Or
th e focal ton e might be the A, th e harmon y on th e dominant, th e G a chang ing ­
note . The rhythm wou ld th en be d act ylic, as in a nalysis b. An anapes tic grouping
is un likel y because th e second B in measur e 2 is heard as an afterbea t of th e first
B and d oes not easily for m the beginning of a new group . Only by re placing th is
B with a C (as in th e second phrase, mea sure 6) mi ght the rhythm become a na­
pestic . No tice, however , th at th is change also stre ng the ns the d act yl impress ion
because measure 6, like measure 7, now has a m ore d efin itive shape. Of course
these am biguities could be resolved by a decisive harmoni za tion .

The ambigu ity of the seco nd measure of th e tune is, at least from a nega tive
point of view, a lso th e re sult of th e indefi nite rhy thmic organi zation of th e first
measure, whose second h alf becomes a nacr ustic in th e m iddle of a bea t. That is,
were th e group ing of the first measure decisive, it would influ en ce tha t of th e
follow ing measur es, beca use, as we have noted , once a grouping is establish ed it
tends to be con tinued. Indeed , the influen ce of prior organiza tion is particularly
strong in thi s ca se precisely because of th e ambigui ty of the second and th ird
m easures. For ins tance, th e pr esen ce of the upbeat , G , to measure 5 makes th e
second phrase seem much mo re end - or middle-accented th an th e first phrase.

Thus if the first measure is organized so that only th e fina l bea t becomes an
anacrusis, then th e rhythm will be a mphibr ac h (Example 43a) . Notice that th e
amphibrach im pression is conside ra bly stre ngthe ned whe n an upbea t (G or D)
is imagin ed before the first measur e, thus making the initial group a com plete
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amphibrach. Or ifthe sense of upbeat is eliminated and if there is separation in
pitch between the first two measures, isolating the groups, then the rhythm of the
second measure will appear to be dactylic (Example 43b). Finally, if the first
measure is written so that the last two quarter-notes form an anacrusis to measure
2, then the following measures tend to be heard as anapests (Example 43c).
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EXAMPLE 43

Observe that were the same changes made in the first measure of "Ach du
lieber Augustin," their influence upon the organization of the succeeding meas­
ures would be noticeably smaller. Because the rhythmic-melodic shapes of "Ach
du lieber Augustin" are more decisively and patently structured, they are less
readily influenced by prior rhythmic groupings than the tune in Example 42 ,
which, at least on the lowest architectonic level, is without a very strong rhyth­
mic personality or profile.

The words "well-structured and decisive" or "weak and ambiguous" should
not be understood to imply any valuations. Ambiguous rhythms have their own
character and function and play just as important a role in shaping musical
experience as do unambiguous incisive rhythmic shapes. The smoothly lyrical
line of the tune in Example 42 is a result of the fact that the rhythmic groups flow
into one another. So is the correlative feeling that each phrase of the tune con­
stitutes a single, unbroken musical pattern. Conversely, the heavily marked,
dance-like thumping of "Ach du lieber Augustin" results partly from the sharp
separation of the groups from one another. T he tune seem s for thi s reason to be
a compound of almost independent motives .
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EXAMPLE 44

Furthermore, these differences are not confined to the initial phrases of each
tune . They become even more emphatic as the tunes progress. Thus in the second
part of "Ach du lieber" the separateness of quasi-independent motives becomes
the basis for musical progression (Example 44) , while in the second part of the
other tune the ambiguous overlapping of groups is, as we shall see, the principle
of construction.

Now the reader may ask: if I have a choice-if I can interpret the rhythm of
a tune as an anapest, an amphibrach, or a dactyl-i-how do I decide which way
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it should be performed? What is the correct way? In the l.ight of what has just
been said, the answer in this case would seem to be that the passage should not
be decisively "interpreted" as any particular grouping. However, though the
articulation of the rhythm should not be made as patent and forecful as that of
"Ach du lieber Augustin," groupings are nonetheless possible and necessary
because, were the phrase performed with exaggerated uniformity, the effect. of
the sequence in the second part of the tune, whose raison d'Btr« is uniformity,
would unquestionably be weakened.

The amphibrach grouping, given in Example 42 (analysis a) is possible be­
cause the repeated B creates a desire for motion and change and the performer,
knowing that such a change is about to take place, will group the final beat of
measure 2 with the following tones-that is, he will make the B an anacrusis .
Once this grouping is established, it tends to be continued and consequently de­
termines the grouping of the following measure. The discontinuity and disturb­
ance which would be created by a change of rhythm is out of keeping with the
prevailing regularity and simplicity of this melody.

A dactylic grouping is also possible. Such a grouping would of course alter the
character of the tune, making the accent somewhat more strongly str essed. But
this is not necessarily bad. The choice of interpretation is up to the performer.
There is no right or wrong here--just differences. However, although more than
one conception of a musical phrase or passage may be correct, some are clearly
wrong. For instance, an anapestic grouping of this tune would definitely be in
poor taste, since it would require a noticeable stress upon the weak second beat
and a crescendo to the following accent. Such an alteration would conflict with
the childlike directness of the melody.

While articulation of grouping is desirable in the first two phrases of this tune,
decisive articulation is out of place in the middle part (Example 45a). Any at-

a. b . c .

EXAMPLE 45
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tempt to divide the passage into separate rhythmic groups does violence to
musical sense. Thus a clear amphibrach disturbs the continuity of the phrase
(Example 45b); so does an unambiguous anapest (Example 45c); while a marked
dactyl obviously distorts the general anacrustic motion of the sequence (Example
45d). The phrase is uniform, running without break from beginning to end. This
passage is an example of a well-structured metric organization which lacks a
definable rhythm.

From a theoretical point of view, what happens is that the second and per-
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haps the ' third beat of each measure act as pivots, functioning both as the end
of an amphibrach and the beginning of an anapest (Example 45a). The succes­
sive groups are thus linked together in a smooth, unbroken series whose articula­
tion takes ' place only when the goal of the series-the D-is reached. Though
frequently used in this way to create ambiguity by fusing successive groups,
rhythmic pivots have, ~~ we shall see, another no less important function in the
structuring of higher architectonic levels :

We have been treating this tune as an instrumental melody in stead of a song.
Obviously when it is sung to a text, as it is in the first act of Hansel und Gretel,
articulation is almost inevitable, particularly since each note is set to a separate
syllable. In fact, in order to strengthen the articulation in the second half of the
tune, Humperdinck feels it is necessary to place grace notes on the accented
beats.

THE INFLUENCE OF RHYTHM ON MELODIC MOTION

Throughout this chapter the influence of melodic organization upon rhythmic
grouping has been emphasized. For this reason it seems important to note
that th e converse of this is also true; rhythmic grouping may playa significant
role in shaping melodic experience. Indeed, one of the values of rhythmic
analysis lies in the fact that it can increase our understanding of melody. How­
ever, since this problem is peripheral to the central purpose of this book, the
point will be illustrated only briefly. Example 46 presents the opening measures
of Chopin's Preludes Op. 24 No .1 and No .4. In many ways the two are quite
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EXAMPLE 46

similar. Both begin on the fifth degree of the scale. Both contain marked temporal
differentiation. In both, the short, final note of the measure is a non-chord tone,
a kind of changing-note. But in rhythm these two melodies are very different.

In spite of marked temporal differentiation and proximity of pitch, the melody
of the first Prelude does not have an end-accented rhythm. The rest at the be­
ginning of each measure separates the groups from one another, creating a
trochaic grouping within each measure. And one of the things which give this
Prelude its agitated, unstable character is precisely that a temporal organization
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which is naturally end-accented has been forced to become beginning-accented .
Because the pattern is trochaic, we are made to hear the G moving to the A,

rather than the other way around. That is, we hear the melodic-rhythmic group
move upward. It points in a definite direction ; and when the melody does move,
it fulfils our expectations. It rises.

In the fourth Prelude, on the other hand, the accent is stated in the melody
and consequently the group is able to follow its natural course-to become end­
accented. This iambic group, moving across the bar line from C to B rather than
the reverse, begins a descending motion which we expect to be continued. And
after some delay it is. The iambic grouping in this Prelude is, of course, supported
by the initial anacrusis, just as the trochaic grouping of the first Prelude is sup­
ported by the lack of one.

There are of course other factors involved in shaping our expectations about
melodic motion. For instance, the skip at the beginning of the fourth Prelude
leads us to expect a descending line which will fill in this structural gap. And the
difference in mode makes it unlikely that Prelude No.4 will ascend, will over­
come the downward tendency of the semitone. Conversely, once the motion to
the sixth step of the scale has been achieved in major-as it is in Prelude No . l­
it is likely that it will move on up. But the presence of these other factors does not
detract from the importance of rhythm in shaping subsequent melodic motion.

Finally, in both Preludes the latent as well as the manifest rhythms have
melodic and rhythmic consequences later on. In Prelude No.1 the latent end­
accented temporal organization breaks through and becomes the manifest
organization as the piece rises to its climax (measures 17-20) . In Prelude No.4
the legato melody and accompaniment, together with the temporal proximity
within measures, create a rather marked latent trochaic grouping implying the
possibility of upward melodic movement. The implications of the latent grouping
are in fact realized progressively: first, in measure 9, then in measure 12, and at
the climax of the Prelude (measures 16-18) .

RECAPITULA TWN AND ILLUSTRA TWN

Perhaps the best way to summarize the material s presented in this chapter is
to examine particular examples from the literature of music which clearly illus­
trate the various rhythmic structures discussed. The examples will be presented
according to groupings. rand within each grouping the simplest, most obvious
illustrations will appear first. The discussion will be confined to essentials. Where
only the melody is given, the reader should consult the original score to discover
the ways in which the particular grouping is supported by such factors as har­
mony, texture, orchestration, and so forth. Often other instances of the rhythmic
pattern being discussed are cited. The reader is urged to study and analyze these.
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TROCHEE IN DUPLE METER

.T he theme.of the .fourth movement of Haydn's String Quartet Op. 33 No.3
. is trochaic on both the first and second levels (Example 47a). It does not seem

necessary to analyze the subprimary level (i), because this motion is absorbed
into the general trochaic motion .of the other leve ls. The accompaniment, which
comes on the beat, provides a slight stress that helps to enforce the trochaic
organization of the second level as well as the iambic grouping of the third level.
The theme, which might otherwise have been too static, is given a slight tension
by the instability of the six-four harmony. And it is worth observing that when
the tune comes back (measure 72) after a "Grand Pause," the tonic chord is in .
root position.

a. Presto . . .

y
,------,V:.......JI ~ L-'-_-'V:.......J1 .- v, L'- _"":::""...J

Y <:; - I I 'wi ~ - I L-' --''''-- -x-...J

EXAMPLE 47

This theme furnishes an interesting instance of the importance of seemingly
insignificant details. The sixteenth-notes do not change the rhythm of the pri­
mary level; nor do they alter the essential melodic motion . That is, the eighth­
notes G and E could have continued throughout the th eme without changing its
basic structure. What then is the function of the sixteenth-note figur es? O ne is
tempted to answer that they create variety. But such an answer is only a plausible
platitude. There are countless ways of achieving variety. What is crucial is the
way in which the particular form of variety shapes musical experience. In this
case the particular way in which the figure is elaborated at the beginning of
measure 2 and in the following measures determines the grouping on the second
and third rhythmic }evels. For instance, had the theme been written as in Ex­
ample 47b, the second level would have consisted of two iambs and an amphi­
brach; and the third level would probably have been anapestic.
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T he theme of Beethoven's Bagatelle Op. 119 No . 10 (Example 48) illustrates
the important role which harmony often plays in the articulation of rhythm.
Without the dissonances in measures 1, 3,4, 5, 7, and 8 which make us perceive
the accent as resolving to the weak beat, this theme might have been perceiv-ed
as end-accented-c-or at least as ambiguous.

Allegramente

"V I ,'- • '-__---', L'_-=----1' etc.

I'IU II ... ~ I II. ~ II.- ... .
-- --
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• r r • , .. ,
~- - v - v - v

EXAMPLE 48

The sixth variation of Brahms's Variations on a Theme by Haydn, Op. 56a (Ex­
ample 49), demonstrates the importance of stress in the articu lation of beginning-­
accented groupings. For without the stresses, whether " composed " as in the firs t
measure or indicated by the mark" >" in the following measures, a temporal
organization such as this would tend to be heard and performed as end-accented
(iambic) . The trochaic organization is supported and assured by Brahms's
orchestration.

~ I Vivace .' .' . , . , . . . . .. _

®&I;WJEJJ3GJ~=
~p . . ';:" . . =, :z~

,- v I I V I~~ etc . ----====:
EXAMPLE 49

In the trochaic groupings d iscussed th us far, th e temporal orga niza tion has
been such that, were it not for harmonic progression, orch estration, or stress, the
weak beat of the group might easily have become an anacrusis to th e next accen t.
Such groups are "open" in the sense that they have an " on-going " quality ena­
bling them to link easily with subsequent rhythms. However , where the accented
part of the trochee is divided so that it is fast er tha n, and moves to, th e weak P2It
of the group, the trochee is stable and " closed"; the weak part of the group does
not tend to become ap upbeat (see pp. 30-31).

The opening measures of the third movement of H andel's Concerto Grosso
No .8 in C Minor (Example 50a) is a clear example of such a closed tro chee. 'This
is so for both the subprimary and the primary levels, since the ac cented beat o n
the primary level is faster than the weak beat. As with mo st echo effects the
second level too is trochaic.
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Although in the dosed trochee the accent and the weak beat are equal in
duration, the effect of the group is similar to that of the inverted trochee and

<shc uld perhaps be classed with it. Example SOb, from the third movement of
' H ayd n's String Quartet Op. 54 No.3, is an illustration of an inverted trochee
on the subprirnary level.

a . Andante Allegro b. Allegretto

~~\,"~ qgrFd£fB~#I$ git·~
• I, 1- Ibl 1- 61 ~ ,- 0, f 1-6, ,-611-611- 61

1. I - '-' I 1 '- '-' J , '-' I , - V I
2 . I I I '--" I

EXAMPLE 50

For further study: Beethoven, Piano Trio Op. 1 No.3, iv, 9-20; Serenade Op. 25, vi,
23-30 ; Brahms, Rhapsody Op. 119 No .4, 1-4; Variations on a Theme by Handel, i, 1-4;
Chopin, Etude Op. 25 No.5, 1-4; Nocturne Op. 37 No.1, 41-44; Polonaise Op. 71
No.1, 38-47; Handel, Concerto Grosso No.5 in D Major, v, 1-4; Haydn, Symphony
No. 94 in G Major, ii, 1-16; Mozart, Clarinet Quintet (K. 541), iv, 1-8; String Quartet
in D Minor (K. 421), iii, 40-47; Schubert, Moments Musicaux Op. 94, v, 1-8; String
Quartet Op. 29, ii, 1-8; Schumann, Carnaval, "Valse Allemande," 1-8. 3

TROCHEE IN TRIPLE METER

As we have seen , durational differences necessarily occur when a two-unit
group, such as a trochee, arises in triple meter. The two basic patterns possible

are d J and J J . Of the two the second, the inverted trochee, i~ by far
~ L=.......£..J

the more stable, for the weak beat, which is long and consequently felt to be some-
what stressed, does not tend to become an anacrusis to the following accent.

EX AMP LE 51

Example SIa, from the Sarabande of Bach's French Suite No.4, is a typical
instance of this pattern as it occurs in Baroque music . A somewhat different
exemplification of the inverted trochee can be found in the first measures of the

3 The following scheme will be used in referring to parts of musi cal works : The titl e of the wo rk,
together with whatever 'other identification (such as number, opus number, key , etc.) seems
necessary, will be given first. Parts of works such as movements, variations, or separate pieces
included within one title will be designated by small roman numerals : i, ii, etc. Measure numbers
will be given in arabic numerals: 1-8 .
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Minuet of Mozart's String Quartet in G Major (K . 387). Even though a rest
follows the second beat in this case (Example 51b), the group is inverted, because
the weak second beat is, so to speak, maintained in the mind of the listener. Eow­
ever, since its literal duration is normal, it does not tend to receive the slight stress
which is generally felt to accompany the weak unit of the inverted trochee.

Since the inverted (short-long) effect of this kind of pattern is emphasized
when the accent is divided (Example 51a) , this procedure is, as one would
expect, quite common. What is less common is the division of the second part of
the inverted trochee into smaller note values. But this is precisely what occurs in
the second movement of Brahms's Sonata in A Major for Violin and Piano
(Example 51c). Though the actualization of the third beat of the measure would

seem necessarily to produce a dactyl, J ,IJ;J"'j" rather than an inverted
I ~ 1- v VI

trochee, - ,.I"" "1, this is not the case. For the final weak beats are so strongly
,- \..,I I

unified that they are perceived as constituting a single unit. That Brahms thinks
of the group in this way is shown by the rhythm of the accompaniment. It is
interesting to note that this inverted, somewhat forced grouping is allowed to
assume a more natural pattern when a second melody is presented at measure 31.

The long-short, J J, trochee is much less stable, for the short weak beat
1- VI

has a strong tendency to become an anacrusis to the following accen t. This
tendency can be counteracted in two ways: (1) by placing stress upon the accent,
as in Beethoven's Overture to Egmont (Allegro, measures 229-35; Example 52a)
and (2) by explicitly connecting the accent to the weak beat with a series of
shorter notes as in Example 52b from the second movement of Mozart's Horn
Quintet (K. 407), measures 12-14. The first of these patterns is much less stable
than the second. Indeed the strong tendency for the weak beat to become an
anacrusis is realized at the end of the passage. Whether Example 52b should be
-analyzed as having a subgroup as noted in the first measure is open to question .
On the whole, the simpler analysis as a single trochee seems preferable .

a . Allegro

I .~

vn~
1-

EXAMPLE 52

Just as the weak part of an inverted trochee was subdivided in Example 51c,
so the long, accented part of a trochee is divided in the first two measures of the
presto movement of Schubert's Wanderer-Fantasia (Example 53a) . Because the
first two beats of these measures form a single pattern and because the third and
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fourth measures are clearly trochaic, indicating the grouping intended by the
composer, these measures have been analyzed as trochees rather than as dactyls,
which they might otherwise have been thought to be . That this is the proper

,a nalysis is also shownby the stress which is placed on the first eighth-note and by

;the phrasing. The second pattern- J. )) J -is perhaps the most common way
. 1- v,

of achieving a trochaic organization in triple meter. Observe, incidentally, that
it is essentially the same as that of Example 52b.

The reader should also study measures 162-63 and 168-80 in the Scherzo of
Beethoven's "Archduke" Trio, where the trochaic grouping of the same temporal

organization, IJ'TI -J, is enforced and emphasized both by the use of orna­

mentation and by a clearly trochaic accompaniment figure.
Example 53b, the opening measures of the fifth Prelude from Bach's Twelve

Little Preludes, is interesting for several reasons. First, it emphasizes the importance

EXAMPLE 53

of metric organization in rhythmic structure. Without the time signa ture, ~,

the grouping might have been interpreted as being 2 X i, instead of 3 X }. T he
former grouping, involving exact re petition, would in a sense be simpler. But, in
view of the time signature, it would be wrong. Second, it might seem, since all
the notes are equal and all are part of the tonic triad, that the organization is
ambiguous and should be thought of as being so. However, the simplicit y of the
materials both within and between measures makes such an interpretation inap­
propriate. The effect must be clear and direct. The most straightforward mode
of organization-and this is what seems called for-as shown in the analysis, is
that of a trochee with a divided accent. Furthermore, the accompaniment,
emphasizing the first beat of each measure, seems to indicate that Bach intends
the groups to be beginning-accented.

The third of Bach's Six Little Preludes (Example 54) also employs a pattern
composed of six equal not es. But in this case the simple triadic organization

EXAMPLE 54
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comes at the end, and hence it is the weak part of the trochee which is divided .
Both the accompaniment (measures 9-11) and later melodic patterns make it
clear that the basic grouping is trochaic.

For further study : Bach, Engli sh Suite No .4, Sarabande; Sona ta in C Minor for
Unaccompanied Cello, Sarabande; Beethoven, Symphony N o.7, iii, 14-1 6 and 30-50;
Chopin, M azurka Op. 41 No.3, 1-4; Waltz Op. 64 No .1 , 70-74 ; H andel, Concerto
Grosso No.2 , iii, 1- 6; Haydn, String Quartet Op. 55 No .3, 1-4 ; M ozart, Divert imento
in D M ajor (K . 205 ), ii (trio) , 1- 6; String Qua r tet in D M ajor (K . 575), iii, 34-37;
Schum ann, Symphonic Etudes, v, 1-4.

DAC TY L IN T R IP LE METER

Although triple meter easil y gives rise to the d actyl , unless melodic and tem­
poral organization , and orchestration and stress are carefully handled, the group­
ing tends to be unstable-that is, the final beat tends to split away from the first
beats and become an anacrusis to the following accent. For instance, the opening
measures of P urcell's "Golden Sonata" for Violin and Clavier (Example 55) are
unm istakable d act yls. But, for melodic and harmonic reasons a nd perhaps be­
cause of a fun damental tendency toward end-accentuation, the final beat of th e
third measure becomes an upbeat.

~~
EXAMPLE 55

A patent and stable dactyl organization can be assured in a number of differ­
en t ways. One of the most common is to subdivide either the first or th e second

elements of the group : n J J or J n J. As is the case with the closed

trochee, the motion thus created on the subprimary level tends to tie the gr oup
together. The " Davidsbundler" March (Exa mple 56a) from Schumann's
Carnaval, and the opening measures of Chopin's Mazurka Op. 56 No. 1 (Ex­
ample 56b) are illustrations of this type of organization. Observe that in both

ff

b. All egro non t roppo

-----=-

~I- VUlt V U Il- VV,

EXAMPLE 56
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cases the beginning-accented organization is supported and enforced by stress or
by ornamentation . In the Schumann example the sforzandi make this obvious.
In the Chopin example stress is a result both of the richer sonority on the first
beat or-the 'm easureand the ornamentation: the broken diad and the mordent
emphasize this beat -This again supports the hypothesis that there is a close rela­
tionship between ornamentation and rhythmic organization and, more specifical­
ly, seems to indicate that in some cases stress and ornamentation perform similar
functions .

A beginning-accented group can also be assured by special articulation such
as one finds -in the " Alia danza tedesca" (Example 57) of Beethoven's String
Quartet, Op. 130 . Were it not for the emphasis placed upon the second beat of
the measure by the crescendo and the sixteenth-note rest at the end of the meas­
ure, there would be an almost unavoidable tendency to hear the final beat of the
measure as an anacrusis . This is particularly clear in the first measure, where the
motion downward through the triad makes the G a goal of motion. Note that the
crescendo in the first measure by emphasizing the second beat corresponds, so to
speak, to the subdivision of the beat in Example 56a and that the temporal
organization of the third measure is like that of Example 56b. The character of
the tune is a product of this negation of the tendency toward end-accentuation.

Allegro assai

'§E22)~-TItJ ' ~
P -=:: =- P -=:::= p
i, I - ~ V ,- (1 v I

J.! J- " ~

EXAMPLE 57

Harmony and meter can also help to enforce the impression of dactylic group­
ing. In Schuma nn 's Symphonic Etudes, No.9 (Example 58a), the melodic motion
of the lower voices and the dominant-tonic progression in the second measure
help to create clear dactyls. However, the dominant harmony at the end of the
third measure makes the final beat into a rhythmic pivot (see pp . 62 ff.) , an upbeat
as well as an afterbeat, linking the last two measures. In " Des Abends" (Example
58b) from Schumann 's Fantasiestucke a hemiole rh ythm-2 X -rtr aga inst 3 X is­
-prevents the groups from becoming end-accented by placing a metric stress

a pres~~ible. . • b. Sehr~i.nnig zu spielen

~li~~¢\r~:~::E]
bbfW I~~
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EXAMPLE 58
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on the po int of metric coincidence-at the beginning of each group. This effect
is supported by the accompaniment figure, which is a closed trochee.

Orchestration, too, can be used to prevent the final beat of a dactyl from be­
coming an anacrusis. For ins tance, the third beat, F-sharp, of the first measure
of the Scherzo of Bee thoven's Symphony No.2 (Example 59a) might have been
thought of as an upbea t to the following measure (Example 59b) were it not for
the fact that Beethoven separates it in both range and tone co lor from the follow­
ing accent. Observe, by the wa y, that Bee thoven uses dynamic change to create
a trochaic organization on the second level.

Allegro b.

EXAMPLE 59

For further study: Bach, Sonata No .6 for Violin and Clavier, iii (Allegro), 1-2 a nd
14-17 ; Well-tempered Clavier, Vol. I, Prelude xx, 1-4; Beethoven, St r ing Quartet Op.
95, iii, 1-4 and 9-12; Brahms, Symphony No . 2, iii, 1-4, 106-20, and 126-55 ; Chopin,
Mazurka Op. 50 No.3, 45-52; Waltz Op. 18, 5-12 ; H andel, Concerto Grosso No .6,
v, 1-2 and 5- 6; Mozart, Symphony No . 39 (K . 543), iii, 9-1 2; Schubert, Impromptu
Op. 142 No .4, 1-1 6.

DACTYL IN DUPLE METER

Dactylic grouping is not common in duple meter because, as we have see n, if

the grouping is to arise, one beat of the meter must be di vided : (a) ~ n ,
(b) n J,or (c»))J J). Because of the Principle of Metric Equival en ce (see pp.

22-23) , patterns a and b tend to be perceived as trochees with a divided weak

bea t, ~ ,n" or a d ivided accen t, ,~, ~ "
~ ~

Of the three patterns, a is the least easily perceived as dactylic . Because the,
pattern is open a nd "on-going," either on e or both of th e eighth-notes tend to

------ ------
become upbeats, forming groupings such as ~ n IJ or ~ h IJ JJ .But even

~ ~IV -VI

when the pattern rem a ins within the measure, it is generally perceived as
tro chaic rather than dactylic. The long in it ial note, ac ting as a stand ard of
measurement, tends to make the final beat seem di vided . Only where the last
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note of the group has some independence, forming part of a new harmony or re­
solving an appoggiatura', will any sense of dactylic organization occur. But even
in such cases the question is in doubt. Thus measures 11 and 12 of the second
movement of Brahms's Violin Concero (Example 60a) might, as indicated in the
analyses, be interpreted as either dactylic or trochaic. Tempo is clearly an im­
portant factor; the more rapid the speed of the divided beat, the greater the
tendency to apprehend it-as a unitary subgroup.

a.'-~ V\;!

l
~ ~b. I - ~ I ,- ~

vv,
~

V 1

....-:-..

UU I!- V v ,
,-v, ~
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Adagio .----..
a. .:;-j=3l7J . ~ b 'lI U

Allegro splrltoso
r, 1-
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EXAMPLE 60

Although the tempo of the final movement of Haydn'S "London" Symphony
in D Major (Example 60b) is quite fast, its melodic-rhythmic pattern seems more
dactylic. In the first place, pattern b, which it employs, establishes the smaller
note-value-the quarter-note in this case-as the initial standard of measure­
ment. And, second, the skip from the second quarter-note emphasizes that tone
and gives it some independence. But even in this case the groups can also be
analyzed as trochees with a divided accent. It should be noted that the most
characteristic feature of both patterns (a and b)-the fact that they are beginning­
accented-is not affected by the analysis chosen .

Only when the secondary accent is suppressed, as in pattern e, will an un­
equivocal dactyl be found in duple meter. And even then the melodic, harmonic,
and orchestral organization must be such that the pattern does not become end-

or middle-accented: Jd J IJ J.J or J d J IJ d . For instance, in the
-IV -,~ ~IV -VI

first movement of Franck's Piano Quintet in F Minor the figure J J J or

n J Jbecomes the basis of two different groupings. When it is introduced at

measure 50 (Exam ple 61a), the final beat of the measure moves across the bar
line, forming an amphibrach. At measure 74 (Example 61b) this grouping be­
comes the basis for a rather long passage which continues to measure 90. At this
point essentially the same figure gives rise to a clearly dactylic rhythm (Example
61e).

The reasons for the difference between the last two of these groupings are
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partly melodic and partly harmonic. Melodically the rinal beat of [he measure
in Example 61b is closer to the following accen t than to the half-note wh ich pre­
ced es it. Consequently, it tends to group with the accent . Moreover, the half-note
in Example 61b is a note of harmonic resolution-a tone to which the preceding
tones have moved. As a result it is perceived as the goal and end of a rhythm.
In Example 61c, however, the half-note is a dissonance and the final note of the
measure is its resolution. Therefore this final note is heard as the goal which

..".. ..­
8-.J I
~ L!~v__--,:::,V...JI I v - V II v

EXAMPLE 61

V,

completes the group. Though theoretically possible, the pattern never gives rise
to an end-accented grouping in this piece (for an instance of a similar temporal
organiza tion which gives rise to an end -accen ted grouping, see Example 70b,
p. 52) .

Example 62, from the first movement of Schumann's String Quartet Op. 41
No.1 , presents no analytical problems. It is included to illustrate the fact that
a trochaic grouping can extend over sever al measures.

EXAMPLE 62

For further study: Bach, Suite No. 3 for Or chestra, iv, 13-16 ; Beethoven, Leonore

Overture .Vo. 3,13 rr., 70-71, and 316 s., String Quartet Op . 18 No.4, i, 5-7; Franck ,
Symphony in D Minor, i, 129-32 (ambiguous?); Mozart, Serenade in D Major (K.
239), i, 6-9 and 51-54; Schubert, Wanderer-Fantasie, Allegro, 112-19.

NORMAL IAMBS IN DUPLE AND TRIPLE METER

On lower architectonic levels the normal iamb (short-long) is a very common
grouping in both duple and triple meter. When clear temporal differentiation is
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present, there is generally no problem of recognition and analysis. Since such
rhy thm s do not require d iscussion , we will cite only a few ty p ica l in stances from
th e literatu re:

Ba~h, Brandenburg Concerto No.3, i: n IIn I
IV -~~

Bach, Fre nch Suite No.2, Gigue: fj I.\D, I.
IV -,

, '-' -11 '-' - I ~ I "'I' ~ I J
Bartok, Sonata for Two Pianos and Percussion L 332 ff.: , , ,,1~....:.......J ti l ti ti}"....:......., ,mld'., ..JJIJ IV- I~'V- ,

Beethoven, Symphony No.5, i: I_ V, I~
~
! '-' -, -I

Brahms, Symphony No, 4, i: JI) t JI)
L.-..=l ~

Chopin, Nocturne, Op. 15 No. 3, 7 ff. : JIJ .. IJ
~ L::-.=...J

3 31

Debussy, Nocturnes f or Orchestra, " Fetes," 124 ff , ' "0)Ul~,J 1m, IJ
, v - I~--=.J' V -,

Faure , Piano Quartet Op, 15, i: ))1n J.
~~

.,m '.=:J
Handel, Concerto Grosso No.4, iii: ~ L-.J.,,-

~ '-=--.£J

M S · Q . G M' (IK '-'387) ,~ :J:j I~ t W IJozart, trrng uartet In ajor . , = : L-.J L---.J
" v -, v - I

Schumann , Sympho nic Et udes, No. 10: 1m ..m f
....=J ~ ~

W here the temporal or melodic organiza:::ion does not create a cle arly iambic
grouping, phrasing, instrumenta tion, stress, and.ornamentation a re often used
to articula te grou pings. For instance, the thzrd measure of Exa m p le 63 (Hayd n,
Pi ano So na ta No . 37 in D Major, i), comin g- as it does af ter two measures which
are clearly trochaic, would hardly be th0t::Sht of as iambic were it not for the
phrasing (see also Exam ple 81, p. 65).

Sim ila rly, in Example 64 (Beethoven, Sympho ny No . 5, iv, 22 ':"'25 ) a clear end-



Rhythms on Lower Architectonic Levels 49

accen ted rhythm is crea ted by the phrasing, str ess, a nd orchestration which
m ark the beg inning of the upbeat groups.

Allegro. ~

etc.

-~~~~
I Y -" v - I etc ,

EXAMPL E 64

Example 65, from the fourth movement of Mozart's Eine kleine N achtmusik, il­
lustrates the important role which ornaments can play in articulating rhythm.
The repeated notes in measures 33 and 34 would create trochaic groups, as they
do in measure 32, except for the turn (ac ting almost like a sforzando) and the
phrasing which force the weak beat to move toward and group with the accent
that follows .

Allegro ~2} ""
-i:- ~ ~ N "" ";-- r-~----

@Ih'i~llr a rTF rr r~
~ ~~ ~~~!V - V I

'-' - '-'

EX AMPLE 65

For further study : Beetho ven , String Quartet Op. 18 No .3, ii, 32-34 ; Symphony
No. 9, i, 92- 101; Brahms, Symphony No. 1, iv, 95-96; Chopin, Polonaise Op. 71 No .1 ,
4-5 ; Haydn, Piano Sonata No . 33 in C M ajor , i, 20-40 ; String Quartet Op. 71 No.1, iv,
120-25; Mozart, Symphony in B-flat M ajor (K . 319), iv, 114-30.

INVERTED IAMBS

The inverted iamb is not un common in music literature. This rhythm is, for
instance, the one used in the opening melody of th e third movement of Berlioz'
Symphonic [a ntastique (Example 66a). It is also the rhy thm of the theme of the
Chaconne of Bach's Partita in D Minor for Unaccompanied Violin (Example
66b). It should be noted that the inverted iamb always requires a n anacrusis

a. Adagio (":\ .' b . ~ 1- b ~

~'~;::~~h~ 'I ~ ~. ffiJ~ ~I¥~
. ,v - ,I V - !I V ~ ~ - I

EXAMPLE 66
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longer than the following accent-and the length of the accent includes a ny rests

which may follow it. Patterns such as d IJ t J IJ or J IJrl t J I))., are
• " ~ ~ ~ I V _I

not re all y inverted iambs. In other words, to be inverted an iamb must show a
disproportion between' upbeat and accent, so that the accent seems to be cut
short .

A distinction must be m ade between an inverted iamb, which in its classic
form is a long, undivided upbea t moving to a shorter accent, and an extended
anacrusis. In th e latter, the relationship bet ween the note-values of the u p be a t
a nd those of the accent is normal ; that is, shorter notes precede longer ones. Ex ­
a m ple 67a, from Chopin's Nocturne Op. 48 No.1 (measure 41) , is an extended,
sim ple a nacrusis. I t is like an inverted iamb in that th e anacrusis, taken as a
whole, is longer than the accent to which it moves .

Le nto Allegro molto

a. cr~ cr~~~ .~ .

~j.¥m_$.~trr@J~
~- VV1!- U u lI- v v I JP C::1 .
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EXAMPLE 67

Example 67b, from the first movem ent (mea sures 59-60) of Mozart's Se re nade
for Winds (K. 361) , is also an extend ed anacrusis. But it is com plex , That is, the
anac rusis is made up of rhythmic groupings on several different levels. The differ­
ence between th e rhythmic structures of these two examples is the re su lt of
temporal and melodic d ifferences. Because all the elements of th e Chopin
anacrusis ar e essen tially alike, groupings exist only on the lowest level. One can­
not, for instance, say that the first tri plet group is an upbeat to the second and ~

third groups. Furthermore, sinc e th e passage is a "unison ," neither texture nor
harmony serves to create groupings above the subprimary level :

The Mozar t exam ple is quite d ifferent. It illustrates both harmonic and
m elod ic differentiation. As a result the first three eighth-notes of th e upbeat
group a re pe rce ived as a n a nacrusis to the last four notes of th e gro up . T he
an acrustic ch aracter of th ese last four notes is intensified bo th by th e rhythm
of the accompaniment and by the fact that the first and third notes of the
group are appoggia turas. Finally, the importan ce of th e stress should be not-­
ed . Without the forte-pi ano, the pattern might have given ri se to the rhythm

! ~ ?ll~ d! I~ dl!2 d" which would have been dull and banal. Of cou rse, the stre ss
I '-' I I - I
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does not carry the burden of articulation alone. It is supported by a change in
instrumentation as well as by the phrasing.

For further study: Beethoven, String Quartet Op. 18 No.4, ii, 20-28, 64-{55, and 129­
30; Symphony No.1, ii, 49-51 ; Brahms, String Quintet Op. 88, ii, 26-30; Symphony
No.2, iii, 17-19; Chopin, Etude Op. 10 No . 11, 1-4 ; Ha ydn, " London" Symphony in
D Major, i, 45-52; Mozart, Symphony No . 41 (K. 551), iii, 61-{52 and 64-{55; Schubert,
Symphony No.8, i, 63-{58 and 85-93 .

ANAPEST IN TRIPLE METER

Like dactyls, anapests arise easily in triple meter. However, where all the
members of the group are equal in duration, care must be taken if the grouping
is to be clear. Thus the rhythmic organization of the upper voice in the beginning
of the Prelude from Bach's English Suite in G Minor (Exa m ple 68a) might have
been ambiguous if taken alone-particularly when played on a harpsichord,
which lacks the ability to create special stress. It is defined and specified by the
anapestic groupings which enter in the lower voices. Clarity of grouping may

IVV-'~IV v - IIV v

IV

EXAMPLE 68

- ,,..., u
' ---":--
-!IV v ------­'"J,v v

also be achieved through orchestration, as it is in the third m ovement (p ar ticu­
larly measures 17 and 18) of Bach's Brandenburg Concerto No .1 and in the first
movement of Haydn's String Quartet Op. 74 No.3 (measures 12 ff. ) .

The anapest is unmistakable where the upbeats are divided so that shorter
note-values lead to a longer one. This is the case in the Polonaise fro m H andel 's
Concer to Grosso No.3 in E Minor (Exa m ple 68b). Observe that the anapest
gr ouping is supported by the accom paniment figure, except in m easure 3. I t is
less necessary in that measure because the return to ton ic harmony on th e accen t
clearly marks the end of a group.

Harmony often plays an important role in shaping rhythm, even on low levels.
A particularly clear example of this is furnished by the Minuet of Mozart's
Symphony in A Major (K. 134), where the same temporal relationships are
beginning-accented in the opening measures (Example 69a) and end-accented
after measure 13 (Example 69b). In the first case, the harmonic-melodic motion
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is contained within the measure. In th e second, the dominant harmony of the
second and third beatsmoves the rhythm across the bar line to the first beat of the
following measure. Note that the placement of the figure in rel ation to th e bar
line is changed because of the harmony, not the other way around..

(13lvb

v~L!-_-=::"_V"",~

Minuetto

~a-,:, ,, ~ I I m~ l ~rri v-, ;. " ~ ~ 'IT

loT fro I i I v --=- . -"""'"
U~b~ 1

p 3

" .. - "u iI
:

v • II·

EXAMPLE 69

For further study: Bach, Brandenburg Concerto No .4, ii, 1-12; Beethoven, String
Quartet Op. 18 No .4, ii, 114-41 ; Brahms, Piano Trio Op, 101, i, 73-90; Handel, Con- ;
cerro Grosso No.1, iii, 1-4 and 18-21; Concerto Grosso No.6, Musette, 1-4 and 18-21;
Mozart, Symphony in G Major (K. 199), iv, 1-4 and 104-10; Symphony in B-flat
Major (K. 319), i, 108-14; Symphony No. 39 in E-flat Major (K . 543), i, 1-8; Schu­
mann, Fanta siestiicke, " Grillen," 4-6.

ANA P E ST IN DUPLE METER

-,

P J.---.L

L..!::J V - I IVV -II U V -,

Anapests, again like dactyls, are not commonly found in duple meter. If the

three-unit group is created by subdividing one of the units, J JIJ ,then there
IV v - I

is a strong tendency for the smaller values t~ group together, J J Id , fanning
~
1 '-" -r

an iamb with a divided upbeat. Only if the melodic-harmonic organization
em phasizes eac h of the last two beats, will the grouping be apprehended as
anapestic . The second movement of Schubert's String Quartet " Dea th and the'
Maiden" provides as unambiguous an example of this grouping as cne seems
likel y to find (Exam ple 70a).

As noted earli er, a more patent anapest ic grouping ca n arise in duple meter
Andante con moto An dante, ma non t roppo e molto cantabile

,=;

EX AMPLE 70
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if the secondary accent of the measure containing the upbeat is suppressed by a
syncopation. What is perhaps the classic example of this grouping is to be found
in the fourth movement of Beethoven's String Quartet Op. 131 (Example 70b).
Observe how orchestration-the alternation of the violins playing the rhythm­
accompaniment and phrasing are employed to articulate this grouping.

The reason why this pattern is considered an anapest rather than a variety of
inv er ted iamb is that the suppression of the secondary accent prevents the ana­
crustic group from having a focal, organizing point-from forming an independ-

ent upbeat group. The figure ~ t / ~IJ , such as one finds in Example 66b,
I \./ -I

entering as it does on a beat, is more properly considered an iamb than an ana­
pest. However, once again it should be observed that the rhythms are closely
related in that both are clearly end-accented.

For further study: Bach , Suite No.2 in B Minor, Rondeau, 1-2 and 32-35 ; Suite No .
3 in D Major, Gavotte, 1-10; Brahms, Horn Trio, i, 1-6; Haydn, String Quartet Op.
71 No.1, i, 12-15.

AMP H IB R A C H IN DUPLE AND TRIPLE METER

Amphibrach groupings are common in both duple and triple meter. The
. theme of the Finale of Haydn's Salomon Symphony in C Major (Example 71)
is typical of the amphibrach rhythm in duple meter.

Presto assai

&JfL~irl\~
~~~~

P,v - V!lv - VIlV - V Il V - v I

EXAMPLE 71

Like so many of Haydn 's minuets, Example 72a from Symphony No . 102 in
B-flat Major, is an amphibrach rh ythm. In order to tie th e weak after bea t of the
group to the preceding accent, there is, as has been noted, a tendency to stress
the accent. In this example the str ess is supplied by the turn and is intensified
by the other instruments of the orchestra, which play only on th e first beat of th e
first two meas ures .

Example 72b, from Chopin's Mazurka Op. 50 No .2, is a somewha t more
complex illustration of the amphibrach rhythm in triple meter . For in this case

a. All .' b Allegretto

~d'~J'~~li__lt!f~
f ,u - VIIV - UIIV -,U,u I P'\J _ ~,~ _ \J lfy _ \J18 - \J I

EXAMPLE 72
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the accent is subdivided. This subdivision serves to tie the weak afterbeat to the
accent. Notice that in this case, too , an ornament is used to stress the accent
slightly. In other cases-for instance, Example 29 (p . 26)-stress is placed on
~the upbeat in order to make its function clear.

In the preceding examples the temporal arrangement was normal in the sense
that the accent was as long as or longer than either of the weak beats. But this
need not be the case. tn Example 31 the anacrusis is much longer than the accent
to which it moves, and it is this disproportion which gives the group its peculiar
flavor . The theme of the second Bourree of Bach's Chamber Suite No .1 (Example
73a) is also a partially inverted amphibrach, the weak final beat of the group
being longer than the accent. This pattern tends to close the rhythm. Indeed the
closed effect is so marked that one is tempted to consider the organization to be a
compound one, made up of an inverted trochee preceded by an anacrusis, as in

a. b. Allegro molto moderato

~'ij:ltt
'1)'P • .:>-.. c-

a. IV -6, 'v - v I I v - V I r. ~
~ ~I v -viI v -vII v -v.J

b. IV -I

analysis b. Again the use of ornaments is of interest. The grace notes in measures 2
are important because they serve to link the weak half-note, F, to the preceding
C; without them the F might well be thought of as belonging to the following
accent.

Example 73b , from the first movement of Schubert's String Quartet in G
Major (m easures 64-68) , is an instance of a -fully inverted amphibrach-that is,
the accent is the shortest note of the group . Schubert takes considerable care to
make his intention clear. In measure 65 a dot is placed over the A, shortening it so
that it will group with the following notes, and a stress is placed on the G in
order to emphasize its anacrustic function. In the next measures the d ivision is
made clear by the motion of the accompanying voices.

For further study : Bach, Chamber Suite No.2 in B Minor, i, 20-24; Chamber Suite
No . 4 in D M ajor, Bourree I, 1-8 ; Well-tempered Clavier, Vol. I, Prelude xii, 1-4; Bee­
thoven, Piano Tr io Op. 1 No.3, iii, 1- 6; String Qu art et O p, 18 No. 3, iii, 16-20; Sym­
phony No.1, ii, 1-4; Brahms, Variations on a Th eme by Paganini, Var. iii; Haydn, Piano
Sonata No. 35 in D Major, Finale, 1-4 ; String Quartet Op. 71 No.1, iv, 34-39;
Mozart, Divertimento in B-flat Major (K. 270), iv, 1-4; Serenade in D Major (K.
239), iii, 54 ff.: Schumann, Fantasiestiicke, "Ende vom Lied," 25-32 .

RHYTHMIC AMBIGUITY

Rhythmic groups are not always as precisely articulated as those discussed in
the preceding pages. Often they are ambiguous. There is no decisive pattern of
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organization. And one should not attempt to impose precision and clarity upon
such an organization. Passages involving ambiguity frequently serve to create
suspense. That is, because they present a melodic-harmonic-temporal organiza­
tion lacking clear shape, such passages create uncertainty and a feeling of expecta­
tion that they will be followed by a return to the stability and certainty of clear,
understandable patterns. For these reasons ambiguous groupings are particularly
common in transitional passages and development sections.

Such an ambiguous organization is presented in the first movement of Bach's
Brandenburg Concerto No .5 just before the final statement of the main theme.
In this case (Example 74), extreme uniformity is created by the melody, which
moves chromatically ; the harmony, which consists of parallel diminished-seventh
chords (themselves harmonically ambiguous); and a temporal organization
which is essentially undifferentiated. The ambiguity of the passage is resolved
when the dominant-seventh chord (V) is reached.

(200)

?

EXAMPLE 74

Uniformity is not always as extreme as this. For instance, the structural organ­
ization of the bridge passage in the fourth movement of M ozart's String Quartet
in C Major (K . 465), is mu ch less uniform than th a t of the Bach exa mple given
above. The metric structure is made clear by the general parallelism between
measures and parts of measures. The harmonic and melodic changes also create
a sense of emphatic articulation. Nevertheless, as indicated in the analysis of
Example 75, the groups on the primary level (measures 36-38) overlap one an­
other because the function of the weak beats is unclear-that is, they function
both as afterbeats and as upbeats. The second level is also functionally ambigu­
ous. The two F's in measures 39 and 40 belong together because they belong to
the same harmony and are the same pitch and because they constitute the goal
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(40) .J

of the previous measut~s. From this point of view they form a trochaic group.
However, because they-are so separated in range and because they occur in an
unstable harmonic setting, the second F (measure 40) is also heard as moving
to the following E. In this sense the low F is an upbeat to an upbeat. The symbol "
indicates that measure 41 is initially felt to be the goal of the preceding motion,
but is subsequently perceived as leading toward a further goal-s-to be an upbeat.

Allegro motto

EXAMPLE 75

I vv 1r vv
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EXAMPLE 76

One is forced to perceive the weak beats in Example 75 as being ambiguous
because, within the single melodic strand of a homophonic texture, the same
tonal pattern performs two functions at once. However , where several voices
move in a contrapuntal texture, weak beats having different functions may occur
simultaneously without creating any ambiguity. In measures 18-21 of the fourth
movement of Handel's Concerto Grosso No , 1 in G Major (Example 76 ), weak
beats function as afterbeats in one voice and as upbeats in another. Thus in Ex­
ample 76, the second quarter-note in the upper line is the end of an amphi­
brach group (an afterbeat) , while, in the line below, the second quarter-note func-

Allegro
rl-----,1 '-1-------,
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tions as part of the upbeat of an amphibrach group. Because the voices are per­
ceived as separate entities, these functional differences create no ambiguity.

The analysis and interpretation of music depend upon a knowledge of and
sensitivity to the style of the work being studied as well as upon an unde~stand­

ing of the objective relationships presented in the composer's score. For instance,
the F in measure 40 of Example 75 might be made into a decisive upbeat to the
following measure by somewhat shor teni ng the high F in the previous measure
and by stressing the low F in measure 40. Similarly, the primary level in m easures
37-38 might be articulated as an unequivocal iamb. But both these interpreta­
tions would be unfortunate; forthey would weaken the on-going, kinetic motion
which is an important characteristic of this modulatory bridge passage.

The opening measures of "Nuages" (Example 77), the first of Debussy's
N octurnes jor Orchestra, might be thought of and interpreted as being decisively
trochaic-particularly since this is the organization of the second level. However,
such an interpretation would be in poor taste. No effort should be made to
create patent quarter-note groups. The quarter-notes should be played as
evenly and objectively as possible.

Moderato

EXAMPLE 77

In this case definitive groupings are out of place more because of the character
of the movement than because of the style or the function of the particular pas­
sage . That is, the stress which would have to be placed on the secondary accents
and the slight shortening of the length of the weak beats, which would be re ­
quired in order to create unambiguous groups, would tend to destroy th e feeling
of placid, effortless calm which the composer evidently wishes to communicate.

For further study : Beethoven, String Quartet Op. 130, i, 45-46; Symphony No. 3,
i, 276- 83 ; Brahms, Variations on a Th eme by H andel, Vars . ii, iii, and vi; H aydn,
Salomo n Symphony in C M ajor, iv, 5-8; M ozart , Symph ony No . 41 in C M ajor (K .
551), ii, 58-59.

EXERCISES

In thi s chapter, as well as in the ones which follow, what might be called an "experi­
mental technique" has at times been used both to determine the proper grouping of a
passage and to discover which musical elements are crucial in the formation of such
groupings. Generally speaking, this method proceeds by isolating and varying one or
more of the factors responsible for group formation, exaggerating such factors, and test-
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ing the resulting pattern subj ect ively to see whether it agrees with what seemed to be the
grouping and progression of the original passage. At times different groupings ar e com­
pared in order to po int-up the different possibilities of interpretation.

Because rhythms are generally subtle and elusive and the appropriate grouping is
; often difficult to determine, the student should not hesitate to employ thi s method iIi'
doing the exercises given below.

The music in the exercises of this book is to be played or sung. This is a must through,
out. There can be nO 'analysis without hearing.

A. Following the methods and procedures used in this chapter, write a series of variants
on each of these tunes :

,.,~ ~ J )1r ~ IF/ ~ PI~ ) r),IJjJ.·11Fkr; I-2r Ir;r2Ir2J Ij ; rgIr9j pi; )ir:!IJ),J.,
B. Analyze the rhythm of each tune and each of the var iants written and discuss how

the musical materials cr eate the gr ou pi ng.

II
A. Analyze the rhythm of the passages cited " for further study" in the final section of

this chapter and in each case study the way in which the elements of mus ic com bine
to create the particular grouping.

B. Several of these passages make use of special stress. In each case what is the effect of
this stress upon the rhythmic grouping?

C. Often several examples of the same basic rhythmic gro uping are cite d. Ho w do these
pa ssages differ from one ano ther in char acter and effect? Accoun t for these differ­
ences in terms of the particular orga niza tion of the passages in q ues tion.

III. St ud y Mozart's Variations on "Ah, vous d ira i-je, mam an ." In wha t way does
Mozart vary the rhythm of his tune? How does he articulat e the elements of music in
order to make these changes clear? What problems of int erpretation do you find?
How would you solve them? Why?

IV

A. Write ten simple phrases exemplifying the five rhythmic groupings. Use a variety of
meters. Where possible employ stress, rhythmic inversion, and non-congruence.
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B. For each of the phrases write an accompaniment which supports the desired group­
ing.

V. Write a sixteen-measure melody whose middle part involves the use of rhythmic
ambiguity.

VI. Using one of the folk tunes given in Exercise I, write a set of three or four var ia tions
for piano.



MORE CONIPLE~

R~HYTHMIC

STRUCTURES

The concepts and procedures thus far presented have, on th e whole, been clear
and uncomplicated . In chapter i d istinctions were established between the
various aspects of temporal organization; meter was distinguished from rhythm,
accent from stress , and so forth . In the second chapter two folk tunes were sub­
jected to "variation" in order to show how the elements of music act to articulate
the basic rhythmic groupings on lower architectonic lev els, a nd further examples
from music literature illustrating the occurrence of these gro upings were intro­
duced . Now, as more complex examples are presented, not onl y does a nalysis
become more complicated but the task s of selection a nd organization al so be­
come difficult and un certain.

Because every rhythm is unique, having its own organization and hence its own
particular analytic problems, no selection of examples can possibly cover the
rhythmic permutations and analytic problems which may arise. One can a t best
illustrate what seem to be fairly common rhythmic type s a nd typical analytic
problems. Moreover, the examples have been chosen in order to presen t a given
concept or procedure as clearly and concisely as possible. No attempt has been
made to cover the literature, hi storically or otherwise. In general, the examples
have been selec ted from the more recent mesic literature, from the eigh teen th
century to the present, because it was felt that the reader s' familiari ty with this
repertory wo uld enable them to foliow the analyses and di scussions wit h grea ter
sens itivity and understand ing.

The task of organization also becomes more di fficult once on e leaves the "hot­
house" variety of example behind and ven tures forth in to the world of real music.
Here, variables do not operate singly. Nor is it generally possible to classify the
rhythm of a given example under a single simple category. Not only do groupings
vary from one architectonic level to another, but particularly on lower levels
changes of grouping are the rule rather than th e exception. Insofar as possible
the examples given in th is chapter have been grouped together according to the
organization of the highest architectonic level. And generally speaking, the dis­
cussion proceeds from simpler to more complex organizations.

60
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THEORETICAL CONSIDERA TIONS

Before beginning the analysis of rhythms on higher levels it might be well to
make some general remarks concerning the formation and characteristics of
such larger groupings. As might' be expected, the basic principles of rhythmic
formation and grouping already discussed are the same for all levels. Thus on
higher as well as on lower levels the rhythmic organization is determined by such
factors as separation and proximity, similarity and difference of stimulation,
stress and non-stress, and the like.

However, the very fact of greater length makes some of the elements of music
more important than others in the formation of higher rhythmic levels. For in­
stance, instrumentation plays a more important role in the articulation of higher
rhythmic levels than of lower ones. Likewise, harmonic tension and release be­
come vital factors in the unification or separation of larger groups. On the other
hand, the importance of stress is necessarily minimized on higher levels. It is
almost impossible to feel the organizing force of stress over a long period of time;
stress will not by itself tie together or organize groupings for units larger than
one or two measures.

Two things follow from this. In the first place, the type of non-congruence
discussed in chapter ii is impossible on higher levels . On higher levels non­
congruence would seem to arise between independent coexisting rhythms rather
than within a single rhythmic part. And, second, temporal or durational dif­
ferentiation is even more important in the articul ation of groupings on higher
levels than it was on lower ones . As the lengths of rhythmic groups increase, the
ability of stress to act as an effective organizing force diminishes and the role of
durational differences in determining grouping necessarily becomes more
important.

Since, as we have seen, durational differences tend to give rise to end-accented
rhythms, it is not surprising to find that iambic and anapestic groupings are the
most common ones on higher levels. This also explains why the higher the
architectonic level , the greater the tendency for the groupings to be end-accented.

There are two other reasons for this tendency toward end-accen tuation. Be­
ginning groups, simply because they are beginnings, seem to be leading or mov­
ing toward a conclusion and therefore expectation is directed toward and em­
phasizes (accents) the completing groups or units. An antecedent appears to be
directed toward the consequent which is its goal. And this goal is stable, focal,
and accented in comparison with the motion which precedes it. Second, this
antecedent-consequent organization is so common in the literature with which
we are dealing and the pattern is so well understood by the practiced listener
that he tends if possible to organize groups in this way even though they have
not been completed.
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This observation calls; attention to a point of some moment. As we listen to
music, we anticipate the=:future course of events at the same time as we evaluate
those which have passed: Thus, though we may guess what a grouping is while ~

it is in progress, we know. what the grouping was only when it is complete. On
lower architectonic levels, where the groups are short and can be grasped almost
instantaneously, this fact, though operative, is not of great importance. However,
it becomes of great importance in the analysis of larger rhythmic groups. A given
subgroup may seem to be one kind of organization while it is in process-while
we are in the act of hearing it-but may change its meaning, its relationships
to what has preceded it and what follows it, once the whole group (of which it is
a part) has been completed. For instance, a group may seem accented while we
are hearing it; but when all its relationships are known and comprehended, we
may come to realize that it was really unaccented. Such changes will be schema­
tized by placing the sign indicating the function attributed to a group .or event
when it first appears aboue the sign indicating our subsequent understanding of its
function . Thus if a group or beat appears at first to be accented, but later it is
understood to have been unaccented, the symbol used is CJ . Conversely, if a
group which is first felt to be weak is later felt to be accented, the symbol used
would be ~ . (For a complete listing of the symbols used in this book, see
p .204.)

THE COHERENCE OF HIGHER-LEVEL RHYTHMS

In order for temporal differentiation to arise on higher levels , one of the units
or groups in the organization, most frequently the final one, must be longer than
the others. That is, its parts must cohere into a single, indivisible impulse. Such
group cohesion may arise in three different ways: (1) th rough the presence of a
rhythmic pivot, (2) through fusion , and (3) through pyramiding.

PIVOTED GROUPS

Where the group is bound together by a rhythmic pivot tone, a ll th e elemen ts
of the group are heard-none of the beats is suppressed or mi ssing-but one of
the beats, usually a weak one , belongs equally to two of the subgro ups of the
larger unit. For instance, in Example 78 from Bach's Passion According to St .
Matthew,l the first two groups are amphibrachs, clearly set off from each other
by group repetition. However, the final measures cannot be divided. As indi­
cated in the analysis under the example, the second beat in measure 4 belongs
both to the preceding amphibrach and to the ensuing anapest-amphibrach

1 In the case of each of the examples analyzed or referred to, the reader is urged to look up the
original source. Later parts not given may throw light upon the analyses and will rep ay study. The
analysis given for this example is, for instance, supported by the organization of the bass part after
the tenors enter.
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combination. It is a rhythmic pivot. Because the unification of thi s final group pro­
duces temporal differentia tion am ong the three un its of the phrase, the whole
phrase is heard as an anapset. That is, the final group is heard as the goal or
accent toward wh ich the first groups move.

vI
v
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EXAMPLE 78

However, it sho uld be noted tha t there may also be a tendency to hear this
phrase as a large iamb with a trochaic subgroup in the first part, thus ;

t V - vllV -V' IV -,v, IV -,v I
,- V I

It should be remembered that while the difference between these two organiza­
tions is real, the most important differences between groups are (1) whether they
are beginning-, end-, or middle-accented and (2) the particular proportion of the
group.
. Whether initial groups such as these amphibrachs are perceived as two dis­

crete, independent impulses leading to an accent or are heard as related to each
other in a trochaic group depends both upon their simila rity and upon their
proximity. The more similar and the mo re clearly segregated the y are, the more
they will tend to be heard as two separate upbeats. Exac t repetition does not
create shape or pattern. T o put the matter the other way around , in order for
the initial units to group together they must crea te a pattern; and pattern de­
pe nds upon there being change between the elements involved.

Reconsidering the organization of Example 78, we find that the pattern seems
to be quite cle arl y an anapest . The two initia l units are identic~ with respect to
temporal organization, are similar with respect to melodic shape, and belong to
the same harmon y.

As ind ica ted in the analysis of the example, our understa nd ing of th e first group
changes as th e phrase unfo lds . Because it is the beginning of a part, becau se of its
patent melodic-rhythmic structure, and because it is generally performed forte,
this gro up is at first understood as accented . However, as the phrase proceeds,
we realize that the initial groups are both upbea ts to the longer final un it . And
the first group is in retrospect understood as having been weak.

Though pivoting generally takes place on the primary rhythmic level, it may
also occur on higher levels. The theme of the last movement of Schubert's Stri ng
Quartet in A Minor (Example 79), furnishes an instance of this. Because the
third measure is a repetition of th e second, it tends at first to be perceived as a
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second weak unit of a dactyl. However, the very fact of repetition creates expecta­
tion of change--of motion toward a goal-and therefore this unit also groups
with what follows .

Allegro Moderato
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EXAMPLE 79

Rhythmic pivots may also occur on accented beats. Indeed one might argue
that amphibrachs are essentially accent-pivoted groups:~. However,
amphibrachs are not common on higher levels. Partly this is because organization
in extended units of three occurs infrequently in the literature of recent Western
music. Partly it is because the mind, grouping in the simplest way possible, is
able on higher levels to perceive weak afterbeats as part of a larger accented
unit, thus: 1'-'!-~: . (See the discussion of Example 96, pp. 88 ff.)

For further study: Bach, Brandenburg Concerto No.2, i, 1 and 2; French Suite No.5
in G Major, Gavotte, 1-5; Beethoven, String Quartet Op. 130, ii, 1-16; Brahms,
Symphony No .1, iii, 1-5; Haydn, "Surprise" Symphony, iii, 1-16; Schubert, String
Quartet in D Minor, i, 6;1- 66; Tschaikovsky, Symphony No.5, ii, 9-12.

FUSED GROUPS

The independence and individuality of the weak beats in an over-all anapestic
grouping are even clearer in the opening theme of Mendelssohn's "Italian" Sym­
phony (Example 80). Here the initial groups are exactly alike and their separa­
tion is marked. The anapestic grouping is further emphasized by the harmonic
change which takes place at the beginning of the final group.

f:egrOvlva~.- ~..~
@~:!1~ t '1 t ~) ill V'1 ~ I t II 'i .
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EXAMPLE 80

Observe that in this example the cohesion of the final group is not the result of
a pivot tone. Instead, one of the parts of the group is suppressed . That is, in
measure 4 the final beat of the first half of the measure is tied to the second half so
that the rhythmic impulse is carried over into the following measure. Thus what
is potentially a two-unit group is fused into a single indivisible unit. In this par­
ticular case, fusion does not alter the group type on the lowest architectonic level.
The final unit is also an amphibrach. But this amphibrach is very different in
feeling from the ones which precede it-it feels pulled out or stretched.
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For further study: Beethoven, String Trio Op . 9 No.1, i, 16-19; Handel, Concerto
Grosso No.7 in B-flat Major, i, 1-4 ; Mozart, String Quartet in C Major (K. 465), iii,
64-71; Schubert, Piano Trio Op. 99, i, 59--62; Schumann, Daoidsbiindler, ii, 1-8.

PYRAMIDAL GROUPS

The rhythm of the theme of the last movement of Haydn's " Surprise" Sym­
phony (Example 81) has a much more patently iambic shape. In this case the
initial groups, though both amphibrachs, are very different melodically and
temporally, are in close proximity to each other, and are held together by a
strong chord progression (I-V-I) . Hence these two units tend to form a trochaic
group on the second rhythmic level a nd constitute a single, unified anacrusis on
the third rhythmic level.

Allegro di molto-i- Il (- v I ( - v )
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EXAMPLE 81

But though, if a choice must be made, this example should be analyzed as an
iamb rather than an anapest , it should be noted that it is an iamb with a more or
less divisible upbeat and hence is very different from the kinds of iambs to be en­
countered later in this chapter (see Example 88) . In other words, there is an
important difference between an iamb in which the anacrusis is indivisible and
one in which it is made up of a compound group, as it is in this ca se.

In this example the unity of the final impulse is a product neither cf the func­
tional ambiguity of one of the beats (rhythmic pivot), nor of the suppression of
one of the beats (fusion) . All the beats are present and their functions are clear.
The cohesion of the final group is rather the result of its strong structure and
definitive organization .

This organization is peculiar in that the parts of the final group are to each
other as the parts of the whole phrase are to eac h o ther. That is, just as the whole
phrase consists of an iamb with a trochaic subgroup on the weak beat, so the
accented part of the phrase itself consists of an iamb with a trochaic subgroup-on
the weak beat. From this point of view the whole phrase may be described as
pyramidal in structure.

In such pyramidal structures the separable rhythmic impulses making up the
final group must of necessity be shorter than the corresponding units of the phrase
as a whole. For instance, in Example 81 the smallest rhythmic pattern in the first

two measures is the amphibrach group which is four eighth-notes long:n IJ J,.
I U - VI

But in the second two measures the smallest rhythmic pattern-comparable to
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the earlier amphibrach-s-is the iamb which lasts for only two eighth-notes: ;1 j..
~ UL-.::J

Thus in the second part of th e tune two rhythmic patterns occur in the same .
amount of time previously taken by only one.
, Because more happens in the same amount of time, the pace of the second half

of this tune is faster . Our judgments of speed are not absolute. They depend1
upon what takes place -in agiven segment of chronological time-s-on how the
segment is filled , Just as one feels that an hour moves slowly as we wait for an
appointment or th at a play moves slowly or quickly, depending upon the num­
ber of events which fill the minutes or hours, so too the psychological tempo of
a musical passage depends upon the number of identifiable events or changes
which take place in a given segment of time. The absolute rapidity of the stimuli
does not determine pace. Notes may follow one another with great chronological
rapidity-as they do in a tremolo or in many cod as- and yet the music may
move slowly or not at all. .

The accretion of impulses in the final measures of this theme has still another
consequence : it creates a "stretto effect" something like a syncopation. Because
the amphibrachs are at first the sole basis for temporal organization on the low­
est architectonic level, the meter is felt in quarter-notes and the second quarter­
note in each measure is weak. However, in the second half of the tune the quarter­
notes are subdivided, creating iambs, so that the second quarter-note, which was
formerly weak, now receives an accent. Since the earlier organization tends to
be continued in the mind and motor responses of the listener, there now seems
to be an accent where there should be a weak beat. This confl ict between earlier
and later organizations might be schernatized thus:

Measure I and 2, -'" J-l n ~
Measures 3 and 4, t !l'~~'1 ~ n t'

. O n this architectonic level the " syncopa tion" is resolved, since the final unit
of th e second part of the phrase is an amphibrach . But what has h appened is
that the confl ict has shifted to the second level. The initial organization between
m easures (level 2) , which is strong -wea k, co n flic ts with the lat er org-aniza tion of
level 2,which is weak-strong. This di sparity between organiza tions might be sche ­
matized thus:

Measures I and 2, ,Jj IJ-~!J :
Measures 3 and 4, Ufll' n l'

v ,

These quasi-syncopations are what produce the stresses indicated in the analysis
given in Example 81 .
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Haydn, like mos t composers ; was very ca reful to indicate in his notation
precisely what the rhythmic organiza tion was to be . For ins tance, had he written
his theme as in Example 82, the grouping of the rhythm would have been very
different. The amphibrach grouping would have been con tinuous and, save for
a slight tension arising from non-congruence between the melodic and rhythmic
organizations, the theme would hav e b een rather banal and dull.

EXAMPLE 82
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EXAMPLE 83

Other elements are also used to insu re th e desired rhythmic organization. For
instance, the organization of the tune into two parts-its iambic structure- is
suppor ted by the fact that each half has a different type of accompaniment. In
the second half Haydn not only omits any accompaniment figur e which mi ght
conflict with or weaken the melodic figure but is careful to reinforce the rhythm
of the melody by having the cellos a nd basses play the same rhythm in parallel
ten ths (Exam ple 83).

Allegro eli mol to

We noted earlier that the more similar two groups a re, th e greater the tend­
ency to perceive th em as di screte and independent units. This point is str iking ly
illustra ted by the two versions of th e co nseque n t phrase of H aydn 's the me . I n its
first version the consequen t phrase has the same rhy th mic organization as the
an tecedent. As in the anteceden t phrase, the amphibrachs on level 1 are different
from one anothe r and form a troc haic gro up on th e second architectonic level
(Exa mple 84a).

a . b .
~~.---... ~~ -~ > .... .
~PJ\OijEJ~G?BlqVOJ5~.

LU~IV - V'~~IU - U I IV - '-"I V - 1..111..1 - IV I I

I VI

------- II ------­.............
EXAMPLE 84

However, when Haydn wants to bring this theme to a definite concl usion, he
rewrites the consequent phrase (Ex am ple 84b ) . Now the initial amphibrachs are
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so similar in construction and shape that they do not form a trochaic group.
They remain independent and discrete rhythmic patterns which act as anacruses
to the final group. Thus-the whole phrase becomes an anapest rather than ane
iamb. The second half of rhe phrase is changed even more radically. In place of .
the pyramidal construction of the earlier version the final group is unified by

. a pivot tone.
All these chang es have one purpose. They create a sense of conclusiveness and

finality not present in the earlier version of the consequent phrase. First, on the
lowest architectonic level the theme now ends on an accented be at rather than
on a weak one. Second, because of more marked temporal differentiation within
the units of the group, the anapest is more strongly end-accented than is the
earl ier iambic organization. Third, the finality of th e leading-tone to tonic
progression is used for the first time to end the theme. Last, the quasi-syncopa­
tion, discussed above, is absent from this version of the theme. The resulting
directness and simplicity of the phrase make it a fitting conclusion for the whole
section.

For further study : Bach , French Suite No .5 in G Major , Bourree, 1-4; Beethoven,
V iolin Concerto, iii, 1-8; Dvorak, String Quartet Op, 96, i, 3-6 ; H andel, Concerto
Grosso No .9 in F M ajor, Gigue, 1-4; Mozart, Str ing Quartet in D M inor (K. 421), iv,
1-4; Schumann, Symphony No .4, ii, 2-10 .

GROUPINGS ON HIGHER LEVELS

ANAPEST

When rhythms are built in proportions such as 2-2-4 or 3-3-6, there is, as
we have seen, a tendency for the first two units to form a subgroup of their own.
As a result th e rhythm is iambic rather than an apestic (see Examples 69 and 81) .
Only if th ey are very similar, clearly structure d, and sep ara ted from each other
in time or musical spac e, will th e initial units be perceived as coeq ua l upbeats
(see Examples 78, 80, 84b).

T he beginning of the first Bourree of Bach 's English S uite No. 1 in A M ajor
(Exam ple 85) pro vid es ano ther illu stration of a pyr amid ed anapes t. In this cas e
the in tegr ity of th e two weak parts of th e gro up is primarily the result of their
melodic-harmonic sim ilarity, their patent melodic structure, and their separa­
tion in range. Without the imitative entrance of the lower voice, the sequential
motion of the upper line might well have be en a pprehended as a trochaic subgroup
in an over-all iamb.

Just as on lower rhythmic levels the clearest anapestic grouping arises in tr ip le
meter, so on higher level s anapests are least equivocal where the weak beats and
the strong beat a re of the same length-that is, where the superior metric levels
are triple: 1-1 -1, 2-2-2, etc . Because much of the music of the past three hun-
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dred years derives its basic metric pattern s from dan ce m usic, which tends to be
duple, triple meters are not common on h igher met ric levels. But they do exist,
as Example 86 from Schumann's Papillons No.6 shows.

In the beginning the lowest rhythmic level is iambic and the second level is
troc haic. Though there is relatively no temporal separation between the trocha ic
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EX AM PLE 86

•
groups, they are perceived jis independent an d d iscrete because they are exactly
alik e. The final gro up is a pivoted amphibrach . T his becomes obvious if, reali z­
ing th at the met er is actuall y t ra ther than f, one cuts th e note val ue s in half so

that the meter is f. Now the final group looks like this: jjJj IJ ~ .
I V ........"

T his kind of reduction is an importa nt analytical de vice. T ho ugh extended
rhythmic group ings are felt as we listen to a , piece of music, it is some ­
times difficult to determine what the organization of a particular rhy thm is.
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Melodic and rhythmic reduction--either by simply cutting time values, as in
this case, or by abstracting the most important melodic-harmonic-temporal rela­
tionships--often reveals the rhythmic structure of extended patterns. This meth~ ;:

~d has for a long time been employed by the followers of Schenker in the analysis ~
of larger harmonic and linear organizations." And, as will become apparent in
the course of this book, it can also be useful in the analysis of the rhythmic organ­
ization of phrases, periods, and sections.

Two other points should be noted in connection with thi s example. (1) The
pivot note is on . an accented beat rather than on a weak one, as in Examples 78
and 84b. Such pivoting on an accent generally gives rise to an arnphibrach when
the' upbeat and afterbeat are of approximately equal duration. However, if the
anacrusis is equal in length to the accent and the afterbeat combined, the effect
will generally be iambic (see Example 88), (2) The low A does not become part
of the rhythmic figure. It is simply to be regarded as a weak pulse which serves
to articulate the meter. That is, because the low A is markedly separated in
range and ambiguous in its relationship to the melodic voices, it is perceived as
part of a continuous metric background, not as part of the melodic-rhythmic
pattern.

For further study : Bach, French Suite No.5 in G Major, Gavotte, 1-5 ; Beethoven,
String Quartet Op, 127, iii, 27-36 and 111-22; Chopin, Fantasie-Impromptu, Op. 66, 5-8;
Handel, Concerto Grosso No .7 in B-flat Major, iii, 1-2; Haydn, String Quartet Op. 76
No.5, iv, 1-6 ; Schoenberg, String Quartet No.3, iv, 1-4 ; Schubert , Piano Quintet Op.
114, iii, 1-12; see also passages cited on pp . 65, 66, and 67.

IAMB

Partly because of its irregularities, the second theme of th e first movement of
Schubert's Piano Trio in B-ftat Major (Example 87) is a particularly interesting

Allegro Moderato (65)
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EXAMPLE 87

example of a higher-level iambic rhythm. On the primary level (1) the first two
groups are amphibrachs which for harmonic and melodic reasons combine to
form a trochaic group on the second level (2). This trochee is in turn a weak
upbeat to the pivoted grout' which follows , so that the first phrase is iambic on
level 3.

2 Heinrich Schenker, Der freu Satr, ed . and rev. Oswald Jonas (Vienna: Universal Edition,
1956).
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Like most antecedent-consequent organizations, this melody is also iambic in
its over-all rhythm. As in the third statement of the Haydn theme discussed above
(Example 84b), the consequent phrase is an anapest rather than an iamb. How­
ever, in this case the anapest is created not by changing the melodic-temporal
structure of the first two parts of the pattern, but by inserting two extra measures;
measures 65 and 66 might have been omitted without changing the fundamental
organization of the period. The result would have been a respectable, but dull ,
consequent phrase--and one Which would have been much less conclusive. For
the consequent which Schubert wrote seems conclusive, not only because it pro­
vides the harmonic-melodic resolution of the antecedent, but also because ana­
pest groups tend to be more clearly end-accented than iambic ones and because
the stretching of the phrase creates a melodic and metric tension whose resolution
coincides with the end of the melody.

Indeed the conclusiveness of the melody is such that, in order to maintain
motion, Schubert begins the second statement of the theme on th e same beat
which ends the first. Such overlapping or dovetailed phrases should not be con ­
sidered as being pivoted. For though the same pulse constitutes both an end and
a beginning, these are apprehended as functions of different patterns and can be
kept distinct in the mind of the listener.

A distinction needs to be made between structures such as those illustrated by
Examples 81 and 87, in which the theme itself is iambic, and those st ru ctures in
which a melody (not necessarily itself iambic) is preceded by an extended ana­
crusis, making the over-all structure end-accented.

Furthermore, the character of an anacrustic group, and consequently of the
accented group to which it moves, depends not onl y upon the fact that it is an
upbeat but also upon its own peculiar structure--the tendencies, ambiguities,
and incompleteness of its inner organization-and the way in which it moves into
the accented group which follows. For instance, the second period of the Haydn
Minuet d iscussed below (pp. 83-87) is an anacrusis which functions as a discrete
and separate group. Because it becomes a closed shape when the G is reach ed ,
this an acrusis does not move to any particular note in the following group, bu t
to the group as a whole. In th is sense it is an anac rusis on only on e level.

In the Scherzo of Beethoven's Symphony No.3 (Example 88) the relationship
between the upbeat group and the accent is different. The upbeat group is' not
self-contained. It has no shape of its own but moves directly to the theme itself.
And the force and drive of the theme is largely the result of the instability and
urgency of the motion of the anacrusis.

Since the organization of the theme proper (measures 7-14) is relatively simple
and should be clear from the analysis given in the example, most of our attention
will be devoted to the analysis and discussion of the upbeat group (measures 1-6).
The only probematical point in the analysis of the theme is that of the status of
the F in measure 10. It might at first be thought that, as the longest note thus far,
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i t is a n accent. However . ja melod ic a nd rhy thmic reduct ion of th e struc ture of
the th eme seems to ind icate th a t th e F should be analyzed as a stres sed we ak beat
(par t of a-clo sed trochee) ; rather t han as an accent.

On th e lowest level the- org aniza tion of the upbeat group is am bi guous. For
while th e meter is triple, the melodic organization of the ch an gin g note pattern
is mo st easi ly perceived as bei ng duple. As a result, pattern repet iti on does not
coincide with metric recurre nce. Indeed it is th is non-congru ence of m eter an d
melody wi th in the two-measure units which establishes th e rhythmic or ganiza­
tion of th e second Ievel. Fo r the ten sions arising from non- congruen ce in m eas­
ure 2 are resolved in the following mea sure, making it seem an accen ted focal
point. T hus though the initial up beat, Bvfiat , tends to perpetu a te itself, th e subse-

Allegro V i vace (5) ~O)
~g!,,~ ~ . , . .. . . . .. . .
~ ~ .' . ~~nn·· . ~ .
rr 1.~etc. •• , 1~:-=---1 _ _

1. I I Y" II V II - , Y 11"0" V II '-" /I I V 11 1'-"
2. I -.::::=;.r '==="" :s:z: II "'-..../ II '---" ,

Sa, L ~ I. • _-::. ~ J
3b. ________

EXA M PLE 88

EXAMPLE 89

q uen t gro ups on the subprim ary level (i) a re decisively ne ither anapests nor am­
phibrachs.

The pa ttern of the first four measures seems strained and unna tural. T his is in
part a product of no n-congruence. In part it arises because the changing-no te
pattern is such an obvious one that the listener str ives to keep the fun ctions of the
individua l ton es with in the pattern con stant. Tha t is, when the C, which is a
non- chord ton e, com es in place of a chord tone in measur es 2 and 4, it seems out
of place and forced .

The trem endous impo rtance of m elodic-metri c non-congruence can eas ily be
seen if th e firs t four measures of th is theme are rewritte n so th at th e motives fit
with the met er (Example 89a and b). Now th ese mea sur es, th ough m uc h the same
in mel odic d irection, are no longer either ambig uous or tense . T hey a re flat and
dull. An d, in elimina ting their ambiguity and tension, we have also weakened
their anacrustic character. They are too stable .

The accompa niment of th e anacrus tic group supports both the a m biguity of
the gr oupings and th e strai n prod uced by the " m isplaced" non-ch ord tone. For
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the unformity of the accompaniment, which in the first four measures consists
on ly of a repeated E-flat, provides no basis for grouping. Indeed, it tends to weaken
whatever groupings might arise. The repeated E-flat also emphasizes the non­
harmonic status of the C and thereby points up the non-congruence present in
the melodic-rhythmic-metric organization.

The strained, striving intensity of these measures is also a product of th eir
tendency to move-a tendency which is frustrated . First, the initial melodic mo­
tion from the accent-from B-flat to C-creates expec tation of <in ascend ing mo­
tion , which is delayed for three measures . And second, the very fact of repetition
of th e changing-notes makes the listener expect change.

Thus the repetition of the first two measures is important both because it in ­
hibits the "on-going" tendency of the pattern and because it enables the am­
biguity and non-congruence of the organization to be fully effective. Without
such repetition the cumulative drive toward a clearly accented goal is, as can be
seen from Example 89c, greatly weakened.

When the pent-up energy of these groups breaks through a t the end of the
fourth measure, it seem s momentarily as if the first four measures will, in retro­
spect, be heard as anacrustic to measure 5. However, as measures 5 and 6 mo ve
upward and become chromatic, it becomes a ppa ren t tha t the true organizing
accent h as not yet been reached. For since these measures are uniform in both
melodic and temporal organization, they, too , are ambiguous rhythmically. In
fact, were it not for the harmonic and melodic articulation present in the ac­
companiment in measures 5 and 6, the chromatic scale might have continued on
beyond the B-ftat.

The articulation of the accompaniment in these final measures leaves no
doubt th at the B-flat is the accent. But Beethoven, to make his point doubly clear,
m arks this focal point with the entrance of th e oboe, which plays the remainder
of th e th em e in octaves with the first violins.

The fun ction of the upbeat par t of the th eme of thi s Scherzo mu st be
d istingu ished from anacrustic organization which is purely introd uc tor y.
All int roductions a re, in a sense, anacrustic in ch aracter. Lacking strong ly
organized, substantial shapes, they tend to be a ppre he nde d as movin g­
toward more patently structured patterns. To put the matter in another wa)6:
expectation, directing attention toward coming events, gives such passages a
quality of anacrusis. This is the case even with simple, relatively stable introduc­
tions-such as one find s in some Schubert songs or Chopin Waltzes-i-which
serve mainly to establish the melodic, harmonic, or metric framework for later
even ts. Where introductions are built of obviously weak melodic-rhythmic
materials, shift ing harmonies, and so forth, as in the opening measures of the
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,

second movement of Berlioz' Symphonie f antastique.i the sense of anacrusis IS

often in tense.
Though they- -have weak melodic patterns and -uncertain rhythmic-metric

organization, the opening measures of the Beethoven Scherzo are no t in this I

sense introductory. They: ar e directly linked to the main melodic event. They ~
constitute an integral part of th e theme, and Beethoven treats th em as such in
later par ts of the movement.

Since further examples of an acrus is and other exa m ples of iambic org aniza­
tion are discussed jn other pl aces in th is book (see Examples 66, 69, 80, 95, 100,
103) and since in stances of iambic (antecedent-cons equent) organizations are
common in the litera ture, onl y a few works will be cited for further study.

For further study : Bach, Toccata in G Minor for Clavier, 1-4; Chopin, Valse Brillante
Op. 34 No. 3, 9-32; Dvorak, Symphony No.5 in E Minor, iv, 1-25 ; Haydn, Symphony
in D Major, " T he Clock," i, 24-33; Mozart, Symphony in D M ajor (K. 385), iv, 38-52;
Schumann, String Quartet Op. 41 No .1, ii, 1-6 .

TROCHEE

Because so much of Western music has been b ased upon duple patterns derived
from the dance, marching, and the like, trochees are not uncommon on higher
architectonic levels. For when two-unit grou ps are crea ted by exac t repetition-
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EXA MPLE 90

whether the groups be pitches on the lowest level or complete phrases or periods
on higher levels-the resul ting rhy thms are as a ru le trocha ic.

Since several examples of higher-level troch aic organizations have already
been presented in other connections (see Examples 47, 53, and 77), only one
illustration of this grouping will be analyzed here.

The Scherzo of Borodin's String Quartet in D Major begins with the eight­
measure melody given in Example 90. On the subprim ary lev el (tha t of eighth­

s For an analysis of this passage, see Meyer, Emotion and Meaning in M usic, pp . 180-82.
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note motion) the rhythm is obviously trochaic . The first four measures might be
considered dactylic on the primary level (1) . But because the third beat of each

measure is a repetition of the second and because the rhythm of the viola, J J ,
~

is that of an inverted trochee, it seems preferable to analyze the measure as
trochaic. In the second half of the passage, the rhythm of the melody is even
more patently trochaic. The repeated note separates the second and third beats
from the first, and the phrasing serves to emphasize this separation. However,
the viola now plays an amphibrach rhythm across the bar and the marked
latent organization thus created makes the over-all rhythmic effect more
dactylic than would otherwise be the case .

On the second level, the repetition of the first and third measures creates un­
equivocal trochees. But the second half of the passage is more ambiguous.
Though the slight change in line at measure 7 (where a G would have followed
had the pattern been regular) creates an accent on the higher level, the se­
quential motion (measures 5-8) , tending toward uniformity, makes measure 6
function as a pivot between measures 5 and 7. It welds the second half of the
theme into a single unit.

The analysis of the first half of th e theme on level 3 is more problematical.
Though they have been analyzed as being trochaic, these four measures might
also be considered the two upbeats of a larger anapest group, thus : ''''' v - I . In
either case, however, the organization of the fourth level is end-accented .

Since these eight measures are repeated exactly in the next eight measures, the
organization of the fifth level is again trochaic.

For further study: Bach, French Suite No.5 in G Major, Gigue, 1-2; Chopin, Noc­
turne Op. 9 No .2, 1-8; Handel, Concerto Grosso No.9 in F Major, ii, 1-18 ; Haydn,
String Quartet Op. 20 No.5, iii, 1-16; Mozart, Piano Quintet in E-flat Major (K. 452),
iii, 1-16; Ravel, Le Tombeau de Couperin, Prelude, 1- 14; Schumann, Kinder szenen, iv.

DACTYL

The feeling of a d actylic rhythmic grouping is most marked in triple meter .
However, since triple meter is not common on higher architectonic levels, ex­
tended dactyls are not frequently encountered in music literature. Furthermore,
even when the higher metric organization is in threes, the tendency toward e~d­

accentuation makes groupings such as~ and~ more common than
dactyl groupings.

If a dactyl is to be unequivocal , the organization must be such that the three
elements of the rhythm maintain their individuality. Otherwise subgroups will

be formed, making two-unit rhythms, !~ ~, J or J!~ ~I, or the middle ele-
I - '-/1 1- \.../ I

ment of the group will act as a pivot. Generally, too, the third element of
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the group will be a repetition , either exact or modified, of th e second, so that
their parallel functions '(as weak beats) will be clear. An instance of such an
organization is to be found in the first movement (measures 42-66) of Mozart's
St;ing Quintet iii"C Minor (K. 406 ; Example 91), The first phrase is dactylic

Allegro (45)*-' f': (T" ..~ . ~~~@W'H\t r! Ei C! r r Imt r t~V rt H----+--+1I
1.~ I - v, I - v II - v II - v I ,- v I

2. I - ""'-/ \.../ II - v V I

3. , ~

~ ~ .. ~ .. ~
:IR~
I=V(,~~!- ~'~!-IL'::__ ~-=--.J
I y II - Y I

:s=z ...............
EXAMPLE 91

on the second level. The second phrase begins as though it were going to be
dactylic on the third level, but turns into an anapest as a result of the harmonic
and melodic emphasis of the cadential measures . The more rapid motion and
end-accentuation of the second phrase make the grouping iambic on the highest

level: 3+33+32+2+2 2+ 2+2
3.~ ~ IV- v -I 1"C"" v -I
4. , - y v I

5 . I V I

Note that the change from 2 X 3 measures to 3 X 2 m easures IS a metric
change very like that of the hemiole rhy thm. '

If a three-unit rhythm is to ar ise in duple m eter, th er e must be temporal in­
equality, J J J , JJJ, or Jd J ; and such inequality ten ds, as we have seen,
to produce end-accented groups. Only if th e weak afterbeats of the group are
equivalent, or so separated that they retain their individuality, will the dactyl
impression be assured . (If the afterbeats are proximate or can give rise to a com­
posi te pattern , th ey will tend to form a troch aic subgr oup a nd th e whole pattern
will be perceived as trochaic.) Suc h equivalen t af ter bea ts, wh ich are often imita­
tions of th e fin al part of the ac cented group , a re usua lly referr ed to as " echoes."
And while single echoes, creating tro chaic groups (see Ex ample SOa, p. 40) , are
fairly common, double echoes are not.

In the Finale (measures 9-16) of Haydn's " Military" Symphony in G Major
(Example 92), the weak beats of the dactyl retain their in tegri ty as separa te ele­
ments of a group because (1) they are repeti tions of th e end of the accen ted part
of th e rhythm; (2) they are separated in range and in time both from th e accent
and from each other; and (3) as cadential figures, they cre a te rel atively closed
shapes.
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An other, less comm on , way in whic h dac tylic gro upings can occur is by "inter­
ruption ." This mode of articulation is employed in th e Scherzo of Beethoven's
Sym phony No .9. In the d iscussion which follows we shall proceed from an
analysis of the main theme of the movement to a more detailed examination of
its structure on lower architec tonic levels, and from th is to a considera tion of the
dactyl ic organ ization which appears later in the mo vement.

T he main th eme of the movement consists of a four-measure phrase (Exa mple
93) in whic h the weak beats of the ini tial begi nning-accen ted gr oup also function
as upbeats in the final end-accented group . That is, th ey function as p ivo ts be­
tween two accen ts. N ot ice th at while the juxt aposition of p ivoted we ak beats
(measures 10-11) within the larger group m akes for cohes ion, the juxtaposition

~>~-=:II II ~I
>.......I V II V V

EXAMPLE 92

EXAM PLE 93

of stro ng beats between the larger groups (measures 12- 13) makes for separa tion .
Whenever a n end-accen ted group is followe d by a beginning-accented on e or

a beginning-accented group is followed by an end- or m idd le-accen ted one
(provided the weak be ats d o not act as pivots) , the rhyth m ic flow is d isturbed.
Such " reversals of rhyth m," as we sha ll ca ll th em , ge ne ra lly playa significa n t
part in ar ticula ting m usical struc ture. The progr ession fro m an end -ac cen ted
group to a begin ning-accented one (as in Examp le 88, level 2, measures 7-14,
and Example 93) cr eates a more m arked di sjunction- a stro nge r reversal-than
does the opposite procedure." For in such cases th e di sturban ce of the normal
movement (accent-weak-accent ) of the rhythms is m ade patent because the
accents-the nuclei of the groups- are placed side by side. Where a beginning­
accented gr oup is followed by an end-accented one (as in Example 81, level 2)
th e normal order, ac cent-weak- accent, is ret ained and the reversal is less

• For an even more striking instan ce of reversal see M eyer, op. cit., p . 113.
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marked. To put the matter jn another way, because there can be more than one
weak beat to a group the juxtaposition of weak beats gives comparatively little
feeling of disturban_ce--we .<;a n move eas ily from group to group. However, since
there 'is only one accent to a group, the juxtaposition of accents makes us acutely
aware of the disjunction of the groups--Of the reversal of the rhythm. Finally, it
should be pointed out that such reversals are not common on the lowest archi­
tectonic level, for there they would make the phrases seem disj oin ted and broken
up. Reversals are used rather to articulate the separation of larger groups­
phrases, periods, etc.

Of course the separation of groups is a product of other aspects of the organiza­
tion as well. The most important of these, in Example 93, is the obvious repeti­
tion of the pattern both between the groups taken as whole units and between
parts of the groups. Not only does the th eme begin again in measure 13, but the
last measure of the first statement of the theme begins the counterpoint to the
second statement.

a Molto vivace n' (5) ~ i ' (10) i ~ . ~ i . I ~
~~ If P~.~f. ~t I t t I ~ t-

~t)lIIE)J ~)j ~F; .. tr~
~v,;=V; ,- v· I ~ ~,-rvv;;=r:. '- ,~
2:' - (vii ' - ! (y) I - I ,- Iv yll! - ,y I V - I

3 ----- .......--- ----b..

EXAMPLE 94

Before considering the interruption of this theme which crea tes the dactyl
organization on higher levels, let us analyze the main th eme in more detail (Ex­
ample 94), for it provides an excellent illustration of th e ca re taken by a co :nposer
to articulate grouping.

Beethoven wants the groups on the lowest architectonic level to be beg'.:lOi ng­
accen ted. To ach ieve this orga niza tion he must counterac t th e tendenc v .or an
end-accented organization to a rise . The melodic-rhythm ic stru cture ');' th is
theme does not create unequivocal groupings. Particularly in measures 1( '·- 12 the
rhythm might be interpreted as being middle- or end-accented . In i:=. c t this
grouping is potentially so strong that all one needs to do in order to make this
rhythm appear is to change the organization of the first mea sure so that tne final
A is a clear anacrusis to the D in the following measure (Example 94b O nce
this takes place, the anacrustic organization continues with ease .

This calls attention to one of the most important ways in which Bee thoven
counteracts the tendency toward an anacrustic organization . That is, the first
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measure of the theme is so constructed that it is unmistakably beginning-ac­
cented. Because the eighth-note belongs both to the preceding dotted quarter­
note and the following quarter-note, it serves to bind the measure together,
making it indivisible. It is a single impulse. Consequently, the final A is not able
to separate itself out. It cannot become an anacrusis to measure 10.

The orchestration also supports the desired beginning-accented organization.
The oboe, playing the first note of each measure with the violins, marks the
beginnings of the groups and at the same time necessarily places a slight stress
upon the accent. And, as we have seen, the stressing of an accent tends to tie the
weak beats to the accent.

Beethoven establishes and emphasizes the indivisibility and independence of
the octave motive, which 'begins the theme, in the eight-measure introduction.
That is, since it stands alone, followed by a rest, there is no question of the third
beat becoming an upbeat. It is one pattern.

The introduction performs other functions as well. In the first place, it creates
expectation-a feeling that a more substantial and palpable melodic-rhythmic
pattern must be forthcoming. It establishes no melodic shape; it merely moves
through the triad with the groups so separated temporally that they remain dis­
crete units. Rhythmically the primary level is clear, but since all the units are

' alike, no rhythm arises on the second architectonic level; that is, the rhythm is
incomplete.

Second, the introduction serves as a kind of "potential" or "pre-state" for the
rest of the movement. For instance, it establishes the basic eight-measure metric
length which the main theme exhibits. And the beginning-accented organization
of the first two measures (on level 2) is also latent in the introduction because
compar ed to the forte octave motive, the rests are weak. Most important of all,
for our purposes, the introduction sets up the interrupted overlapping of voices
(measures 5-6) which plays such a vital role in subsequent rhythmic develop­
ments . That is, the relationship of the motive to the following rest, established
in mea sures 1-4, is broken in measure 6. The motive enters too soon-where the
rest should have been. Xot only d oes this create a sense of interruption-a kind
of double downbeat-but it m ak es the final organiza tion of the motive-rest
pattern triple rather than duple.

This has significant consequences at measure 176, where after only three
measures the theme is interrupted by its own repetition (Example 95). This inter­
ruption effects a striking change in the grouping-in the way the passage is
heard. In the theme proper (Example 93) the dominant organization is one of a
more or less independent, accented first measure which is differentiated from
the following measures melodically and rhythmically; and the second measure,
though necessarily grouped here with the motive measure, is only weakly so.
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Therefore, as the theme-unfolds, the second measure is heard as part of the final
three-measure anapest.
~ In Example 95, however, this organization is reversed. The grouping is now

dearly dactylic. And the whole feeling of the passage-the tendency of the second
and third measures-is changed. The initial measure seems to rece ive even more
stress than before and is linked to the following measures. Indeed , Beethoven
makes this grouping clear by having the second bassoon enter on the th ird beat
of the measure so that this be at becomes an anacrusis to the second me asure .
Similarly, in the next three-measure unit the second clarinet links the motive
measure to wha-t follows by playing the last beat as an anacrusis . And whereas
in the original version of the theme there was a tendency to hear or make a
crescendo on measures 2 and 3, presaging the coming of an accent, no such rno­

(180)

\oJ \oJ \oJ \oJ

EXAMPLE 95

tion toward a goal is now present and there is no feeling of cre scendo. The second
and th ird measures are now heard as hanging from the initial measure, a lmos t
like slightly varied echoes.

For fur ther study : Beethoven, Pian o Trio Op. 97, iii, 160-67 ; String Quartet Op.
127, iii , 27-32; Brahms, String Quartet in A Minor , iii, 1-7; Dvorak, String Quartet
Op. 51, iv, 40-49 and 58-63; Mozart, Di vertimento in B-f1at M ajor (K . 287), v , 1--8;
Str ing Quar tet in D M ajor (K . 499), iv, 1-8 ; Stravinsky, Suite No.2 for Sm all Or­
ch estr a , iv, 5- 12.

AMP H IBR AC H

Although on low er architectonic levels it is on e of th e mo re freq ue n tly en­
coun tered and pat ently a r ticula ted groupings, on higher levels the amphibrach
is one of the leas t common a nd most equivocal rhy thmic patterns. No t only do
most of the difficulties di scussed in connection with the format ion of higher-level
dactyls obta in here , but som e of these are in tensified . In the amphibrach the
accent must function as a pivot between two weak elements. As a result, th e
tendency for subgroups to arise-for the organiza tion to become Ivl-=-~ l or: u_-I ,-" "

rather than~ - is even grea ter than in the case of th e dactyl.
R ather than embark upon a lengthy discussion of the theoret ica l conditions

necessary for the formation of higher-level amphibrachs, let us turn to a rela-
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tively clear instance of th is grouping, such as is found in the opening measures of
the Fi nale of Brahms's String Q uar tet in A Minor (Exa m ple 96) .

The theme is in four parts. The first three are similar. The fourth, a concluding
phrase built upon the final m otive of th e preceding part, is d ifferen t. On the pri­
mary level , the rhythm of the first three phrases d epends upon metric organiza­
tion as we ll as upon thernelod ic-h armon ic structure. As indicated in Exam ple
97a, the melody consists of three d up le units, while the accompanime n t is bui lt
of two triple units . This metric crossing prevents genuine accents fro m arising
on the sub primary level. As noted in the analyses of E xa mples 96 an d 97b, the

All egro non as sai
r-"'ri;. ~ 1.....--..

.JJi~~ = L~

v

EX AMP LE 96

...
Il v !Iv

potent ia l accen ts of the upper line are felt as stressed wea k bea ts. A further
met ric irr egularity results from th e fact th a t each tw o-m easure hemiole is fol­
lowed by a mea sure of nor mal i- m eter . Conseq uen tly, the m etric pa ttern is per ­
ceived as con sisting of a unit of t follow ed by on e of -t--Qr, if reduced as in Ex­
ample 97b, as t + l

As th e red ucti on in Ex ample 97b shows, th e melod ic-ha rmo nic organiza tion
is cong r uen t with tha t created by the m etri c crossing . T h e melody moves through
the A m inor tri ad in the first part of th e phrase, ch a nging its direction and
organiza tion a t the end of th e pattern . Sim ila rly, th e harmon ic mot ion is ar ticu­
lated in th e third measure (see Example 96) by a p rogress ion from the tonic to
the dominant .

H ad th ere been no me tr ic crossing- had the accompanimen t also been duple,
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as in Ex ample 97c-the 'fh ythmic structure of the prima ry level would have been
much the same. However, th e character of the th eme wo uld have been very dif­
fefen t. The r egl1ta:f occurrence of accen ts on the subprimary level would have
m ade the theme seem prosaic and pallid, rather than intense a nd vi tal. Without­
metr ic cro ssing, the metr ic organ izat ion of higher levels would also have been
differen t. It would pro bably have been duple or q uadru ple, as in Example 97c,
instead of tri p le as it is in the the me proper .

~b.

~

I!V - 1 ""Iv'--_ ----',~
~ ,

EXAMPLE 97

The met ric crossing is also importan t because, together wit h the harmonic­
m elod ic organization , it articulates th e structure of the whole theme and so
emphasizes a nd closes out eac h phrase tha t the final phrase is perceived as a
separate unit. Fur th ermore, alth ough the final phrase is harmonica lly stable and
metrica lly regular , it does not constitute the acce nted portion of the theme. I t is
an un accented feminine endi ng. T he resolu tion of th e me tric co nfl ict a nd th e
arriva l of stable, d ominan t harmon y, wh ich th e fina l phrase merely repeats,
are re ached a nd established a t the end of the third phrase . Also con tr ibu ting to

the femin ine effect of th is last phrase is the fac t that it re ite rates in echo-like
fashion the melodic fragmen t wh ich ende d the precedi ng ph rase.

The decisive artic ulation of gro ups on the primary level has ye t a nother con­
seq uence. It ma kes possible an alternative analysis of the third level. For the
second group is so clo sed out and separated from the first tha t th e en tire theme
m ight be a nalyzed as an anapest pivoted to a trochee ,

1 - 3 3 - 6 6 - 9 9 - 13
L-.J L-----I L--J L.--Jmeasures: ~ _ .
I ....... '-../ I I \J I

If the analysis given in Example 96 seems prefera ble, it is because the harmonic
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progression creates an over-all motion toward the dominant and because the
melod ic str uctures of the first two phrases are d ifferent enough to form a true
subgr oup . Bu t whichever interpretation of the relationship between the first two
phrases is favored, the most characteristic feature of the rhythm of the whole
theme-that it is m iddle-accented-is the same in both analyses.

For furth er study: Beethoven, Symphony No.3, iii, 175-82; Brahm s, In termezzo Op.
76 No.3, 1-5; Chopin, Polonaise Op. 40 No.1 , 1- 2 and 3-4; Mozart, Symphony in
D Major (K . 504), ii, 1-4 .

ANALr SIS OF A WHOLE SECTION

The trio of th e M inuet of Haydn's "Salomon " Symphony in C M ajor consists
of three eight-measure periods. The third of these is a repetition of the first . The
parts of the trio might be symbolized thus :

II : A : /1: B A : 11 ·
The rhythm of th e first period is tro chaic on both the first and second levels

(Example 98) . Since the lowest common denominator of m otion is the m ea sure,
the primary level is between measures.

Allegretto>- (5)
~ ~ ;> :>;> :>
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EXAMPLE 98

The subprimary level, within m easures, is d actylic . However, because the
initial upbeat organiza tion tends to be perp etuated and because rep eated notes
tend to sep a rat e themselves from their fellows, particul arly whe re the harmony
rem ain s sta tic, there is a tenden cy for th e final beat or beats of th e d act ylic gr oup
to spli t off and become u pbea ts.

H aydn co un teracts th is tendency in severa l wa ys. Fi rst, by di vidi ng the secon d
bea t in measures 3, 5, 6, a nd 7, he crea tes an in tern al grou p ing which welds th e
last beat to the first one . The im portan ce of the eighth-not es in this groupi ng
can be seen if the tune is sung withou t them-for in stance, with repeated F 's W1
measures 3 and 5. When this is done, end-accentuation is all but inevitable .
Second, H aydn emphasizes the beginning-accented organization he wan ts by
placing a stress on the accents. An d, finally, the dact ylic gro uping is reinforced
by the grac e notes which not onl y support the stresses a lr eady indicated in the
notation but also articulate the organization by separa ting th e gr oups from on e
another . Notice too that the stresses and grace no tes of the first phrase are so
placed th a t they also support the trochaic grouping of the second rhythmic level.
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As units become more extensive, grouping, th ough no less important in shap­
ing mu sical experience, often do es become less palpa ble, less pronounced . One
way i~ which the groupingof such extensive units can be studied and made m ore
paten t and d istinct is by reducing the rhy thmic-melodic motion to its essentials.
I n any such abstractio n and conden sation the mel od ic and rhythmic proportions
a nd rela tionshi ps m ust be kept in tac t. And if the reduction is correct, it sho uld
reflect the mu sical sense an d intent of the passage. If it does no t do so, i t is prob­
ably a di stor tion . T hus this techniq ue is an ar t, not a science . One must feel the
motion a nd sense of -the origina l before the passage ca n be correctly abs tr ac ted .

Though the gro uping of th is period is quite appa rent eve n on the highest level,
its very simplicity makes it we ll suited to illustrate the process of rhythmic reduc­
tion . Because of the clear mot ion by m easures the natural unit for reduction is the
dotted half-not e. And if the period is thus reduced , th e iambic groupi ng on level 3
becomes readily a ppare n t (Exa mple 99). Aside from the ob vious tonic-dominant

,),=;
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dom inant-tonic chord progression which shapes thi s gro uping, notice th at th e
beginning of the second phrase-the F-receives a strong accen t. This is in pa r t
a product of th e rep etition ac ross the measure and is particu larly striking in re­
d ucti on h of this exa m ple . I ndeed , th e iam bic, end-accen ted feeling is so stro ng
in this abstrac tion that th e first hal f-no te F almost seems to separate itself ou t and
become an anacrusis to th e second phrase. And if we now turn back a nd look a t
the ori gin al period (Exa m ple 98), we see th at th is relationship is not sim ply an
accid ent a rising from th e process of reduction. By build ing th e seco nd half of the
th em e on the same figure which ends the first half, Haydn points up this ana­
crustic re la tionship in th e theme itself.

On the subprim ary level th e first phrase of th e second pe riod (Exam ple 100)
is rhythmicall y somewhat a mbiguous. Al though the dactylic organizatio n of the
individual measures is still the domin ant one, it is only slightly so. The latent
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amphibrach grouping (ind ica ted by the inverted brackets in the example) is al­
most as strong. The orga niza tion is now such that the initial upbeat is able to
perpetuate itself, affecting later groupings. Furthermore, the general rising
melodic motion, associated with a sense of striving, tends to make later notes the
accented focal points ra ther than earl ier ones. Lastly, the final notes of each
mea sure tend to become upbeats, both because they act as neighbor notes to the
first beat of the next measure and bec ause of the motivic parallelism between
the upbeat and downbeat groups (see upper brackets in example) .

Indeed, in measure 11, when thi s parallel organization breaks through, an
end-accented grouping seems about to become dominant. A strong final accent
is expected. And this feel ing of motion toward an end-accented goal is heightened
both by the faster pace in measure 11, where things happen much more rapidly
than earlier, and by the clear intent of th e melodic line to reach a G. H ad the
expected G arrived in measure 12, the organization of the phrase on the primary
level would have been different ; the second group would then have been end­
accented .

Owing in large m easure to th e general anacr ustic ch aracter of this phrase our
opinion concerning th e function of its groups on the primary and secondary
levels changes as th e music unfolds. For instance, measure 9 is first perceived as
accented, but is. in retrospe ct considered to hav e been anacrustic to measure 10.
As the passage progresses, its intent becomes unequivocal-everything points to
a culmination on G. However, this goal is not reached immediately. Instead the
melody falls back to th e D, which is weak and unaccented on the primary level.
Our sense of the rhythmic organization is revised once again . In retrospect both
the primary and secondary level s now appear to have been trochaic .

The second phrase of th is period is an extension by rep etition of th e final end ­
accented grouping (on th e lowest level) of th e first phrase, with th e F-natural
cha nged to F -sharp . This phrase is unmistaka bly iambic on the subpr imary level.
However , because a ll th e groups on this level are the same- because there is no
d ifferent ia tion between units-there is no ba sis for gro uping on higher levels.
I n shor t, the rhyth m ic organization on bo th levels 1 a nd 2 'is incom pl ete .

The a pprehe nsion of a beat or gr oup of bea ts as accen ted or unaccen ted de­
pe nds up on some differ entiation between groups on the level in question . Where
all units are alik e, there is no basis for thinking of them as acce n ted or unaccen ted .
Sin ce, as defined in chap ter i, ' a rh ythm is " the grouping of one or more un­
accented beats in rel a tion to an accented one" (p . 6), suc h a ser ies of undif­
ferentiated units, la cking either an accen t or a weak beat, will be an incomplete

rhythm.

In the analysis given in Ex ample 100 the incom plete rhythm has been sym­
bo!ized by weak-beat signs . And since the unit is a repetition of one which wa s
weak in the first place (m easures 10-11) , thi s seems en tirely appropriate. But
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even had the first member of the ser ies bee n strong , the following un its wo uld
h ave been design ated as we ak . And so wo uld the in iti al un it , in retrospect . For a
series of-equivalent units leads the listener to expect th e arrival of a focal point,
apoin t of rh ythmic orienta tion. Such a poin t will be m arked for consciousness­
will be accented . And almost any change will create acce ntua tion in such a
situa tion .

The ten sions and expectations cre a ted by me asures 11-15 are a prod uct of
h ar m onic and mel odic org anization as well as of th e mo re str ictly temporal rela­
tionsh ips. That is, rhythmic in completen ess is supported and emphas ized bo th by
h armonic incornpleten ess-e-the need to reach a decisive cade nce on G-and by
melodic incomplet eness in th e form of the fou r-measure de lay in the arrival of the
expe cted G . No tice , too , that the accen t which occ urs in measure 16 whe n these
tensions ar e resolved becomes in retrospect an arra crusis to the repetition of the '
firs t period .

The second phrase of th is period serves two in terrelated purposes. F irst, as we
have seen , by creating rhythmic incomplet en ess an d by delaying th e resolution of
th e m elodi c-har mo nic m ot ion begu n in me asure 9, it creates expectation and
thereby shapes our rhyth m ic experience of th e last two per iods as a to ta l un it .
Second, it con tinues the phrase len gths esta blished by high er me tric levels in the
in iti al period. T o put the m atter som ewhat differen tly , even if the expected G had
arr ived in measur e 12- which it could easily hav e done had the final F in meas­
ure 11 bee n wr itten as Fvsharp-e-the phrase wo uld have had to be prolonge d . For
without measures 12-1 6 th e metric organiza tion wo uld be irregular and the feel­
in g of bala nce a nd sta bi li ty crea ted by this passage wo uld have been d isturbed .
(T he reader ca n test th is for himself by imagining the G as arriving in measure 12.
H e w ill then feel the nec essity of con tinuing the period for fou r more measures.)
While suc h metric disturbances and ir regu larit ies might be desi rable in a wo rk
whose proportions are larger and whose gene ral character is mo re forceful and
d yn a m ic, they are ou t of keeping in a work suc h as th is, in whic h stability a nd
delicacy are desired .

Beca use the second hal f of th is period fails to give rise to a gro uping on the
primary level, no rhythm ic orga niza tion is crea ted on level s 2 or 3 eithe r. G ro up­
in g ca n arise on these levels only if there is d ifferentia tion on lower levels. As a
result, th e period as a whole does not consti tute an independent, cohes ive rhyth­
mic unit. Unlike th e firs t period, its parts are not related to each o ther di rectly .
They are rela ted to each o ther because they both func tion as anacruses to the
follow ing period . T hus, as indica ted in Example 101, wh ich is a reducti on of the
whole tr io, the fina l two pe riods are one ind ivisible , cohesive , a napestic group.

These observations m ak e it clear that, even th ou gh the first period of th is
piece ends on the tonic, thi s is not a three-par t for m . The form ca nnot be



More Complex Rhythmic Structures 87

symbolized as A-B-A; it is A-BA. The final two periods constitute a single
imp ulse.
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EXERCISES

EXAMPLE 101

v

I
A. Find two themes which are iambic and two which are anapestic on the highest

architectonic levels . Find one which is trochaic and one which is dactylic on the
second or third level.

B. Analyze each of these themes on all architectonic levels.
C. Write a brief essay discussing: (1) how the higher levels are created in each case-­

whether by pivoting, fusion, or pyramiding (try to use instances of each of these); (2)
the problems encountered in the an alysis of each theme.

D . How would your interpretation of the rhythmic organization affect the perfo rmance
of each of these themes? Where alternati ve interpretations seem possible, discu ss how
each alternative would affect performance.

II
A. Analyze the Minuet (without trio) of Mozart's "J upiter " Symphony and Chopin's

Prelude Op. 28 No. 1. Employ the technique of rhythmic-melodic reduction where it
seems useful.

B. Write a brief essay about each work, d iscussing such matters as the articulation of
higher rhythmic levels, rhythmic inversion, rhythmic ambiguity, the influence of
temporal organization on melodic structure, and so forth .

C. Choose two different recorded versions of each of thes e pieces. To what ex tent do
they differ rh yt hmically? How does eac h inter pretation fit with the one you have
made?

III

A. Write five phrases or periods such that the highest architectonic levels exemplify each
of the five rhythmic groups. •

B. Write three melodies, one using a pivot, one using fusion, and one using pyramiding
to unite the highest architectonic level.

C. Using the Haydn trio analyzed in this chapter as a model, write a trio of your own
invention which is similar on the highest level but has a different melody and rhyth­
mic organization on lower levels .



RHYTHM
}\ND
METER

The interaction of rhythm and meter is a complex one. On the on e hand , the
obj ect ive organiza tion of a piece of m usic-the temporal re lationships, melodic
and harmonic structure, dynamics, and so fort h--creates accents and weak
beats (unaccents) and defines th eir relationships . And these accents and un­
acc ents, when they occur with some regularity, would seem to specify the meter.
In th is sense the elements which produce rhythm also produce meter. And as
we saw in connection with Examples 17, 91, and 95, changes in melodic, har­
monic, and temporal relationships may result in m etric changes.

On the other hand , meter can appa ren tly be independent of rhythm, not only
in the sense that it can exist in th e absence of any definitive rhythmic organiza­
tion , but also in the sense that rhythmic organization can conflict with and work
against an established meter. T hus , for instance, beats which might become
accents (poten tia l accents) or which actually are accented may be at odds with
th e ac centual scheme established in the meter . Conversely, beats which for
melodic, harmonic, or other reasons would naturally be weak m ay be forced
because of the meter to become accen ts. While such conflicts of natural rhythmic
groups with metric structure con st itute d isturbances which 'tend to modify
grouping, they need no t necessarily result in a cha nge of met er . R ather th ey may
produce eithe r str essed weak bea ts or forced accentuation .

METER AN D THE BAR LINE

A word of caution seems in order here . Even in the m usic of the seventeenth
through the nineteenth centuries time signa tures and bar lines do not always ac­
curately re flect the re al metric organization. At times composers have used them
somewha t casually-as a convenience-relying upon the performer to interpret
and comm u n ica te the true metric structure. For instance, though the last mo ve­
ment of Schumann 's Piano Concerto in A Minor is written in 1- time throughout.,
the melody which enters at me asure 80 is so strongly duple on the primary level
that the time signature no longer really represents the metric structure. While

88
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the earlier triple meter continues in the minds and motor responses of the
audience as well as of the performer, making the music seem somewhat strained
-like a hemiole--the new meter is more like t (3 X t) than like the previous
organization of t (2 X t) · In this connection the reader should consult Example
96 (p. 81).

When we come to the interpretation and analysis of earlier music, the bar
line is even less reliable as a clue to metric organization. Before the seventeenth
century the bar line did not have the metric significance it later acquired . And
earlier still, during the Middle Ages and the Renaissance, there were no bar
lines at all. Hence the placement of the bar line in most modern editions has been
determined by the editor of the work, not by the composer. Often such editors,
barring the music in the light of nineteenth- and twentieth-century attitudes, have
done violence to musical stylistic sense.

The use of the bar line by modern composers has not been uniform. Some
composers use bar lines in the traditional way, to mark the beginning of metric
units . But in much of this music the metric crossing of voices is such a common
occurrence that while the bar line will indicate the meter of one voice , it will
not do so for another. Indeed, composers have written the meters of different
voices with different time signatures (as Bartok does in his String Quartet No .3,
measures 370-80), made the beams of series of eighth- or sixteenth-notes run
across bar lines, and used many other notational devices to indicate something
about the metric structure. Other composers seem currently to be using the bar
line to mark off the limits of melodic, harmonic, or rhythmic groups rather than
to designate the beginning of metric units. In general the bar line has become
less and less indicative of metric organization. And it must not be considered
conclusive evidence of the metric scheme.

NON-CONGRUENCE

LATENT METER AND RHYTHMIC STRUCTURE

Sometim es the part icu lar orga niza tion of a th eme or passage makes two dif­
ferent in terpretations of the metric struct ure possibl e. One cannot be certa in at
first whether, for instance, the meter is duple or triple, though once a decision is
made (perhaps on the basis of subsequent developments) , the resulting metric
structuring will be neither vague nor ambiguous.

Such an equivocal melodic-rhythmic organization is presented by the opening
theme of the second movement of Mozart's "J u piter" Symphony. The theme
might have been written in duple meter, as shown in Example 102 . This looks
convincing. The opening beat functions well as an upbeat, the stressed offbeats
come in the right place, and so on. And although the meter becomes manifestly
triple in the following measures (see Example 103), the theme could conceivably
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ha ve-been writtenjn ~up!e meter throughout. Certainly a latent duple meter is
very 'strong in these first measures .

However, the melody is, as Mozart makes clear (Example 103), defini tely in
triple , not in duple meter. Nor should the theme be thought of or played as
metrically ambiguous or vague . There are two reasons for this. From a historical
poi nt of view , the rh ythm is that of a sarabande, with its typically heavy second
beat (see Example Sla, p. 40) . Since th is rhythm is normally precise, it would
be sty listically wrong to perform it ambiguously. From the point of view of
in ternal structure, too , the triple meter should be decisively articulated . For if
the latent duple organization is permitted to obscure or dominate the manifest
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triple meter , the meaning a nd cha rac ter, not onl y of th e theme itself but of the
wh ole movem ent as deve lo ping ou t of the th eme, a re considerably weak en ed .

As is often th e case, th e rhy thmic organiza tion of th is passage ca n be bet ter
understood if its melodic structure is mad e clear. T he theme establishes three
separable, th ough interrelated, strands of melodic motion . These are labeled
a, b, and c in the analysis given in Example 104. The most im por tan t of these
stra nds-the one th at lead s the ear mos t forcefully-is clearly strand a, whi ch
moves up stepwise from A to B-flat to C to D . Mozart emphasizes the importance
of this line with a supporting accompaniment, labeled a', which moves in tenths
with it. Bu t as indicated in Example 104, as well as in the rhythmic analysis
given in Example 103, these vital melodic tones are not accents. They are
stressed weak beats which seek to become accen ts. And the sen se of restrained
tension which the melody communicates is the result of the fact that potential
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accents are forced to act as weak beats. They constitute an urgent anacrusis and
their potential is realized in the heavily accented D , in which is released the
cumulative potential of the earlier tones. Coming, as it does, or: the first really
satisfactory downbeat thus far, the D would have been accented even had it
been marked "piano" (cf. Example 137 , measure 280) .

All this is lost if the theme is thought of and performed in a dominantly duple
meter. For the A in measure 1 is then an accented goal-a point of stability­
rather than a tone imbued with the necessity for motion. So too are the B-flat in
measure 3 and the C in measure 6. And the importance of the D is so minimized
that it almost constitutes an anticlimax.

Measures 5 and 6 have not yet been discussed. Melodically they perform two
functions . At first they act to complete and fill in most of the structural gaps
created in the earlier measures. And at the end they make manifest an intervallic

EXAMPLE 104

motion present, but hidden, in the earlier measures. That is, the unheard interval
of a fourth from F (measure 1) to B-ftat (measure 2) in the first group and from
G to C in the second group is continued and made patent to the ear in the skip
from A to D (measures 6-7).

Metrically measures 5 and 6 are less decisive in feeling than the earlier meas­
ures . They constitute a continuous and progressive anacrusis to the accented D­
th at is, each group seems to be an upbeat to the next, as the accented part of a
beat becomes weak. This effect occurs partly because eac h group is faster than
the one which follow s. In order to insure th is feeling of progressive an acruses,
ca re must be taken in performance not to stress the C in m easure 6 but rather
to make the two eighth-notes move smoothly, as a n anacrusis, into the two
quarter-notes, which are themselves anacrustic to the D.

In short, measures 5 and 6 are a proximate anacrusis to measures 7 through
10-a kind of parenthetical upbeat-while measures 1 through 4 are the real,
though remote, anacrusis to the second part of the theme, which begins on the
accented D. This is not mere speculation. Mozart makes the anacrustic character
of the first four measures clear in the coda (measures 92 ff.), where the par­
enthetical anacrusis is omitted and the real anacrusis, the basic melodic strand
A-B-flat-C, moves directly to the D.
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It should be clear from this analysis how the latent duple meter, placing con­
siderable stress upon weak beats, shapes the sense and character of the theme.
But as was observed earl ier, the latent duple organization of the theme also has
important consequences later in the movement. Under its influence~so to speak,
duple meter continually breaks through the basic triple meter of the movement.
It is manifest, for example, in the bridge passage (measu-res 23-25) , in the
second half of the subordinate theme (measures 32-37) , in the development sec­
tion (measures 51-59) , and in the recapitulation (measures 67-70 and measures
80-86) . Each of'these passages is an instance of a clear duple meter written
within a t bar scheme. To illustrate, the second half of the subordinate theme
is given in Example 105.

EXAMPLE 106

FORC E D ACCE NT U ATI O N AN D R H YT H MIC ST R UCTUR E

In th e Moza r t the me just d iscussed , tones which m ight have been (one is
tempted to say " should have been") accented are constrained to act as weak
beats. In the Scherzo of Beethoven's Symphony No.4 (Exam ple 106a), the re­
verse of this takes place-that is, a tone which should have been a weak beat is
forced into be ing accented .

It might at first glance seem that the tension of the first two measures arises
because the triple meter of the melody conflicts with the duple meter of the ac­
companiment. But this is not the basis for tens ion . The melody could without
any difficulty have been heard as duple (Example 106b) . Indeed, Beethoven him-
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self uses almost the same melody in duple meter in the final movement of his
Symphony No.5 (measures 319 ff .).

The strained striving of these first measures is rather the result of the duple
accompaniment being so placed that potentially weak beats are forced to become
accents. Thus if the theme were heard in duple meter, it would naturally fall
into three end-accented groups. We would want to accent the note which follows
the skip. This normal group is in fact established by the opening iamb, which
seems quite relaxed. And had the accompaniment coincided with the iambic
groups, as in Example 106b, the result would have been very ordinary. On the
other hand, considered in triple meter, without the conflicting accompaniment,
the tune would easily fall into freely moving amphibrachs, as ind ica ted by the
brackets above the example. It is of some moment to realize that the tune is
potentially amphibrach, because this enables one to understand the tremendous
feeling of freedom and release which measure 3 creates, where the suppressed
amphibrach breaks through.

The analysis given below Example 106a indicates (and Beethoven corroborates
this with his rests and phrasing) that the meter of the accompaniment is to be
taken seriously ; it must dominate the natural meter of the melodic line. The
second and third groups are to be performed as trochees on the primary level.
Notice how important it is to hear and perform the first group as an iamb. For
only then do the power of the rhythmic reversal from iamb to trochee and the
strained accentuation make themselves forcefully felt. If the first group is heard
as a trochee or if later groups are allowed to relax into a swinging triple meter,
the whole effect is weakened.

The instability of this uncomfortable conflict between the natural accentua­
tion of the melody and the metric accents of the accompaniment (harmony is
constant) makes the trochees act as stressed weak beats on the second archi­
tectonic level. ' And the whole dactylic group (level 2), striving for stability, acts
as an anacrusis to the second half of the phrase.

The function of the confli ct between meter and melody thus becomes clear. It
crea tes th e strident, striving character of the theme and a t the sa me tim e welds
the whole phrase into a single dynamic impulse toward a goal. Without the con­
flict, the resulting amphibrachs would have been pleasantly dancelike at best,
and the character of thy impulse on the third architectonic level would "have
been much less forceful and cohesive.

Although not always as striking as in Examples 103 and 106a, instances of non­
congruence between meter and melody are quite common in music literature.
For instance, the rhythmic organization of the opening of the Scherzo of the
"Eroica" Symphony (Example 88) also depends, as we have seen, upon the
presence of a changing-note figure which tends to be duple in a metric scheme
which is definitely triple.
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ST ABL E METER AND SHIFTING GROUPS

But non-congruence d oes not invariably produce stressed weak beats and
forcefully directed anacruses. It may, at times, cause a rhythmic organization
which would otherwise have been regular and stable to fluctuate. Non-con­
gruence produces this sort of irregularity in a passage in the first movement of
Bruckner's Symphony No .9 (Example l07a) . The excerpt occurs twenty-six
measures after letter T in the Eulenburg miniature score.

The tonal-tem~ralorganization of this passage does not create an unequivocal
rhythmic-melodic shape. Although the motivic repetition makes it clear that the
melodic grouping is in fours, the sequence is so uniform that anyone of the notes
could constitute the beginning of a regular and continuous pattern (see Example
l07b). The inherent ambiguity of the tonal-temporal organization is empha-
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EXAMPLE 107

sized by th e counterpoint in the lower str ings, whi ch play th e sa me pattern
against that of the first violins, that is, beginning at a differ ent point. Not ice ,
incidentally, th at in th e ac tua l passag e (Exa mple 107a) the tr ipl et s do in fact
place accents so th at ea ch of th e pattern s in Example 107h is brought out. T ha t
is, the first metric accen t (coun ting in threes) marks the beginn in g of pat tern 1,
the second metric accent ma rks the beginning of pattern 4, and so forth . Beca use
of the melodic ambiguity and above all because there is no temporal differentia­
tion to define an unequivocal pattern of ac cents and weak beats, a triple meter
is able to impose itself upon the weakly duple melodic organization .

However, though the meter is able to impose its accentual scheme upon the
melody, the melodic group still maintains its identity as a pattern. That is, the
meter determines the placement of the accents and weak beats within the pattern,
but does not make the four-note unit into a three-note one . Since the mind tends
to perceive an organization in the simplest way possible, it is easier for the mind
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to maintain the four-note melodic pattern and change its point of accentuation
than to keep changing the structure of each successive melodic group (and per­
haps its rhythm as .well) , which would be the. case if meter determined melodic
organization .

It was observed earlier that the melodic sequence is such that several different
patterns, each of which is regular, might arise . But it must be added that one se­
quence may create a more forcefully structured pattern, more patent to the ear,
than another. In this otherwise uniform pattern there is one obvious point of
articulation-the skip of a third-which serves to differentiate and separate the
groups. As a result, the clearest and most natural way to group these tones is that
of the descending scale.

Thus while metric structure determines the placement of the accent within
groups, melodic structure orders the length and organization of the groups.
However, because the melodic repetition in fours is not congruent with the
metric recurrence in threes, the position of the accent within the melodic pattern
keeps changing. The result, as can be seen from the analysis given in Example

v II ""'C7

EXAMPLE 108

108, is a continual shifting of both the structure and proportions of the rhythmic
groups.

As the reader listens to this passage, he will observe that the irregularity of the
rhythm can be maintained (in the last four groups) despite the fact that it is,
as Bruckner indicates, to be played " more and more legato." This is possible for
two reasons. First, because .the same pitches are repeated, we are more aware
of their changing function in the rhythm. Take the tone E, for instance. At first
it is a weak afterbeat in a dactyl group (see * in Example 108), which itself acts
as an upbeat to the next measure; then the E becomes an anacrus is, and finall y
it acts as an accent. Or looked at the other way around : on the lowest architec ­
tonic level each accent in the final measures occurs on a different pitch-first F,
then C-sharp, then D, and lastly E. In earlier measures, however, tones tended to
maintain their functions because the melodic groups themselves moved in pitch.
Thus in measures 27 and 28 (see Example 107) the F is the only accented note.

Second, group differentiation is more marked in measures 29 and 30 than in
earlier ones because the first note (F) of later groups does not belong to the same
harmony as the final note (C-sharp) of the preceding group. Up to these last
four groups, the final note of one scale and the first note of the next could be
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understood as belonging to the same harmony, thus making the transition be­
tween groups smooth and less marked.
_.;_Tbis__ease.of transition from group to group makes the latent dactylic rhythm,
which pure meter would impose, quite strong in the first two measures and in the
similar measures which precede this excerpt in the movement. And insofar as
such dactylic groups influence our perception of this passage, they would, as
noted earlier, tend to make melodic structure seem irregular.

There is then a danger of oversimplification. Actually, until the final measures
of this passage we are aware-e-though not perhaps consciously-r-ef both these
modes of organization. Both playa part in our experience and both must be ac­
counted for in our analysis.

This discussion points to an important fact, namely, that meter is not simply a
matter of regularly recurring dynamic intensification. It is a set of proportional
relationships, an ordering framework of accents and weak beats within which
rhythmic grouping takes place. It constitutes the matrix out of which rhythm
arises.

Thus the rhythm and hence the meaning of the passage (Example 108) would
have been very different had Bruckner wr itten it in fours with a stress on every
third beat (Example 109).

EXAMPLE 109

Which comes first, the chicken or the egg? Does rhythm determine meter, or
is it the other way around? The answer depends upon the point from which the
process is viewed. For the composer, the rhythmic-melodic organization to be
projected determines the meter chosen. For the performer, the meter indicated
by the composer limits, thou gh it does not in and of itself determine, the possi­
bilities of grouping. For both composer and performer-as well as for the listener
-meter establ ishes a stru ctured continuum of accents and weak beats which
acts as a basis for rhythmic and melodic expectation; that is, it becomes a norm
in the light of which both the regular and irregular are apprehended and felt.

It has from time to time been emphasized that stress on a weak beat does not
make the beat into an accent and that, for th is reason, even regularly recurring
stresses will not change a given metric organization. And as long as melodic
articulation, temporal differentiation, and so forth are such that strongly shaped
patterns are created, this rule holds. But when melodic shapes are ambiguous
and temporal differentiation is absent, strongly stressed weak beats may under-
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mine the existing meter, making the metric organization seem uncertain. The
stressed offbeats in Example 109, for instance, create a sense of metric insecurity.
Where there is no melodic, temporal, or other differentiation at all, offbeat
stresses tend, when they are regular, to determine the meter and, when they
are irregular, to destroy all sense of meter (see Example 111).

SHIFTING METER AND STABLE GROUPS

In general, the more uniform and unorganized (not disorganized) a passage
is, the more susceptible it is to outside influences-to melodic or temporal pat­
terns in other parts of the musical texture, and to stress. Indeed in the absence of
any objective basis for metric organization, the mind will tend tv impose its own
meter upon the series of undifferentiated pulses.

Whether such subjective groupings are determined by the nature of human
mental processes or whether they arise out of the listener's stylistic habits and
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dispositions is a question which requires further study. Probably both playa part.
But whatever the reason, it appears that in our culture, at least for the past few
centuries, such a series of pulses tends to be mentally organized into a duple
meter. Any fair sampling of the metric organizations used in Western music will
show a clear preponderance of duple over triple organization . For while meter
is frequ ently triple on lower metric levels, it is seldom so on higher ones , as an
examination of the examples in this book will show.

Thus when the ear is presented with a series of pulses such as one finds at the
beginning of the second movement of Beethoven's Symphony No.8, it tends to,-
organize the beats into two four-pulse units (Example 110) . And when the
melody enters, this subjective organization is confirmed. (Of course the con­
ductor with prior knowledge of Beethoven's notation and of the subsequent
melodic and rhythmic organization may project this grouping in performance.
But such an objective articulation does not seem desirable here. The series should
be played uniformly.)
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It might at first appear that the rhythm of the melody is against the meter-c-­
that is, as indicated by the brackets over the example, that the rhythm consists
of-an anapest witiLthe dotted eighth-note, F, as the accent. This is plausible be­
cause the temporal organization would seem to be short-short-long. However, if
the melodic-temporal relationships are considered more carefully and are re- ,

duced to their essentials, it is clear that the eighth-note F is not a goal . There has
been no melodic or harmonic movement toward it . (This analysis is supported
by the fact that at measure 9 [see score], where the same temporal distribution
is imbued with a clearly directed melodic motion from Bvflat up to E-flat,
Beethoven is careful to prevent the goal of the motion-the E-flat-from becom­
ing an accent by introducing syncopation.) The rhythm is in fact a trochee with
a divided accent:~~ r- The subjective organization imposed by the mind of
the listener on the opening measure serves to support this organization by mak­
ing the meter begin on the first pulse of the measure.

Although the partial phrase in the cellos corresponds with the opening meter,
when it stops in the middle of measure 4 the wind accompaniment like that
which began the movement establishes a new placement of the meter in relation
to the bar lines. Both the meter of the pulse accompaniment and that of the
theme now begin on the second half of the measure, ignoring the bar lines. The
original, "correct" placement of the meter is resumed, after another partial
phrase, in measure 8.

THE INFLUENCE OF STRESS UPON METER

The beginning of the "Dances of the Adolescents" from Stravinsky 's The Rite of
Spring provides an interesting instance of the influence of stress upon a series of
pulses (Example 111) .
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At the outset, the metric organization, whether imposed by the mind of the
listener or by the articulation of the orchestra, is clearly in duple meter. Nor is
this impression weakened by the stressed offbeats in measure 3. Instead, these
stresses, coming as dynamic intensifications most frequently do, confirm our
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sense of duple meter. They are felt as regular offbeats, and had they continued
in measure 5, the meter would not have been weakened one whit.

The metric organization begins to seem insecure with the stress on the first
beat of measure 6. This happens for two reasons. (1) Because special stress-seems
appropriate to and has thus far occurred only on weak beats, the stressed accent
feels misplaced-e-wrong. It is as though the accent were not really an accent but
a weak beat. (2) The number of pulses from accent to accent is no longer regular
and normal for a duple meter. That is, instead of stresses being separated by two
or four pulses which would fit the meter, the stress on the first beat of measure 6
occurs after three pulses. And because the recurrence of stress continues to be
irregular-s-coming after three pulses, then four, and finally five (see brackets
above Example 111)---our sense of metric organization is almost completely
destroyed.

SYNCOPATIONS, SUSPENSIONS, AND TIES

DEFINITIONS

The passage from The Rite of Spring raises an important question of definition
and terminology. Such stressed weak beats are often referred to as " syncopa­

. tions." But there is a vast difference between the rhythmic and metric organiza­
tion of Example 111 and the organization which results if the same chords are
played with the following temporal relationships :

(5)

:inn ,lJ'nIIInlJm IJVJ1lJ'n1lJ'n1JD11- ~
In this version the sense of meter is not weakened. Rather, by suppressing the
downbeats, the ties create strong anacruses to measures 5, 6, and 9, and make the
first beats of those measures strongly accented . Since the rhythmic-metric organ­
iza tion and the effect of these two versions are so very different, it would seem
that only confusion can result from calling both stressed weak beats and ties
" syncopa tions."

Le t us ta ke another inst an ce. Both the Harvard Dictionary oj Musics and Grove's
Dictionary oj MusicandMusicians' cite the open ing measures of the third movement
of Brahms's Symphony No .4 as an example of syncopation. However, though
the phrasing creates stressed weak beats which modify the groupings on the
lowest level, making them .end-accented (Example 112a) rather than beginning­
accented (E xample 112b), this is very different from th e effect and the rhythmic
organization created by genuine syncopation (Example 112c).

How then shall syncopation be defined? As employed in th is book, the term

I Willi Apel, op. cit., p. 726.

• (3d ed .; New York: Macmillan Co., 1936), V, 242.
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"syncopation" refers to a-tone which enters where there is no pulse on the pri­
marY metric level (the level on which beats are counted and felt) and where the
following beat on the primary metric level is either absent (a rest) or suppressed
(tied). It follows from this that whether there is syncopation or not depends
upon how the beat or pulse continuum is felt and hence upon the tempo of the
piece as well as upon the performer's articulation of the meter. If the tempo is too
slow or if the performer overarticulates lower metric levels, the effect of synco­
pated notes may be weakened. Or if the tempo is too fast, what should be a
higher metric level is felt to be the primary metric level, and notes not intended
to be syncopated become so.

- VI

c.b.

--=.1,..1 -,~~ ~~ '-..1'LI....;V::..-__-"<.J

I'V , I VI~

EXAMPLE 112

Andante b Allegro
a. ,.---. ....-..... . ~ ".---. ....-..-

'~l#.er r~'~lrMerr~

EXAMPLE 113

Thus the B in the opening motive from the aria "Ev'ry Valley" from Handel's
Messiah (Example 113a) is not syncopated because at the andante tempo it comes
on a pulse, albeit a weak one. However, the variants which follow are synco­
pated . In the first of these the time is cut and the tempo faster and because we
count the measure in twos rather than in fours, the B does not come on a beat­
even a weak one. In variants c and c' both the G-sharp and the B are syncopated .

The importance of the suppression of the downbeat B in the second measure of
the variants is obvious. As the reader can test for himself, if the B is sounded or
heard as a separate impulse, there is no effect of syncopation. If we now turn
back to Example 111, we must revise our analysis somewhat. vVhile the strings
playing continuous pulses are not syncopated, the horns, which play only off­
beats, are syncopated (see also Beethoven, Grosse Fuge, Examples 156-58, pp.
164-66).

If the note B in Example 113a is not a syncopation, what is it? Unfortunately
we have no unambiguous term for this . However, rather than introduce a new
term we shall broaden the use of the term "suspension" to include tones which
enter on a weak pulse and are held over, even if they do not become literally
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dissonant. For not only are such tones similar to harmonically activated sus­
pensions in their general configuration and placement within the metric scheme,
but because they are tied from a weak pulse they are imbued with a strong need
to move and hence feel like and act like those suspensions which actually become
d issonant.

Suspensions must be d istinguished from tits. A "tie, " as the term will be used
here, denotes a tone which enters on an accent rather than on a weak beat.

This means that the word " suspension" will be used in two senses. First, it will
designate a tied note which enters on a weak beat. As is the case in Example 113a,
this note need not become a dissonance. Second, it denotes a tied note which
actually becomes a dissonance. Thus in Example 114, excerpts from the same
aria in Messiah are used to illustrate : (a) a suspension which does not become dis­
sonant, (b) a suspension which does become dissonant, (c) a simple tie, and (d) a
tie which becomes a suspension (dissonance) in the second sense of the term.

b(14
,,~: II .J=ii )

~II - -..--. ..--.

t:r Y ........ r ---shall be (58)

" " ill
:

-....J

c . (70) m.tttJ .lJ':t:l d. (20)
f\ 1\ II "1 11 II. ---

1-.1 r - y
rough pla.-ces pWn shal1be ex alt - - - - - - ed

.. - " -.l -
-. I .......

EXAMPLE 114

T hus th e difference between a tie, a suspension, and a syncopation lies in their
placement in relation to metric pulses. A tie comes on a strong beat within the
meter. In a compound meter it enters at the beginning of either half of the
measure : in t time, it may-begin on either the first beat or the third; in t time
on either the first pulse or the fourth; and so forth. A suspension begins on a weak
pulse within the metric scheme. A syncopation begins where there is no beat on
th e primary metric level.

ST RESS AN D SYN COPATION

One of the things which all musicians will have noticed is that there is a
marked tendency to perceive or perform syncopated notes as emphasized even
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though such emphasis ISnot marked by he composer.' Perhaps this is intuitively
done to compensate fq{ the fact that there is no pulse at that point-to give the
note a "beat status" which it does not really have. In any case, because emphasis
and syncopation seem to belong together in this way, it is possible to make a
suspension feel like a syncopation by adding stress to it. Thus if the B in Example
113a or the E in Example 114a are stressed, they will feel like syncopations.

These observations call attention to a function of stress not yet considered,
namely, that it may be used not to change grouping but to modify the charac ter
of a rhythmic group. It is this function of stress which Schumann exploits in the
Scherzo of his Symphony No.4 (Example 115).

The inverted amphibrach and inverted trochees in measures 8-14 are not
syncopations. No pulse is missing or suppressed. Since the tempo is fast, the pri­
mary metric level moves in dotted half-notes, and hence the weak part of the
trochee is followed by a pulse. The function of the stress is to make this part of
the group feel like a syncopation even though it is not one.

Lebhaft (5)

r.~~~ similar
1. I - 'wi" - ( v) " II

2. I >-.< II

3. 1 >.....<
4. ! >-«

IV - 611- 0'1- 6'11- 6,,- ~I~
II VII V,,- v,

'="" '---' L--'''-''':-:: --J

II

EXAMPLE 115

Actually in this case the fact that the stress comes on an inverted group gives
it such power that the rhythmic-metric scheme is almost upset; the stress hovers
on the brink of becoming an accent. As a consequence of this , the G-sharp in
measure 15 seems strained. If the metric placement were changed so that the
half-notes became accents and the eighth-notes became upbeats, making the
rhythm iambic, then the G-sharp would itself become a syncopation. And though
this does not take place, it comes so close to happening th at we feel the tension
an yhow.

SYNCOPATION AND MELODIC-RHYTHMIC STRUCTURE

Although the role of syncopation is sometimes primarily that of characterizing
a theme or a passage, more often it performs a crucial function in shaping the
whole pattern of musical progress. And this is precisely what it does in the first
period of the Minuet of Mozart's Symphony in G Minor (K. 550; Example 116).

The initial group isthree measures long. The primary metric level is that of
the measure. On the lowest rhythmic level the accent which should arrive at the

J See H . E . Weaver, " Syncopa tion : A Study in Musical Rhythms," Journal of General Psyclwlogy,
XX (1939), 409-29.
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beginning of measure 2 is suppressed and the rhythm is fused toge ther by the
syncopation across the bar. The suppression of this accent makes all the beats,
beginning with the B-ffat in measure 1, anacrustic to the last G of the group and
its afterbeat, D. However, the first G is also accented, and one may ask why the
whole group is not a trochee or even perhaps a dactyl. In order to understand
the structure and behavior of this group, it is necessary to analyze the melodic
and harmonic structure of the phrase as well as its temporal organization.

Whenever an accent is suppressed, as it is in this case, the mind, searching for
the focal stability of an accent with reference to which it can group weak beats,
places particularly stress on the subsequent downbeat. Furthermore, the stronger
the potential of the unrealized accent-the stronger it would have been had it
not been suppressed-the more effective the syncopation and the more forceful
the impulse toward the next accent.

-J;..~!.!F-------VV _IVI~!~ - v I

2.1 '-/ II V I
3. ~ ___

EXAMPLE 116

Allegro molto JP

'~"!l
1.~~IV -,VIV

2.1 v I

3. ' "---"
4. 1 ~

-II v

I
I L.! -==::-.:==~__--l

EXAMPLE 117

In th is case the suppressed beat is crucial because had it been presented it
would have organized not only the primary architectonic level but the second
and third levels as well. If the melodic-rhythmic organ ization had been allowed
to follow its init ial impulse, it would have cont inued upward through the triad
to an acce nted high D, which would be a natural poin t for the completion of the
upward thrust begun in the first measure. This is shown by the motion of the
oboes and clarinets, which move through the G minor triad in just thi s way and
by the motion of all th~ other instruments to D at the beginning of measure 2.

Had the melody reached an accented high D, .the rhythm of the initial two ­
measure unit would have been iambic and that of the phrase might have been
trochaic. The missing D is therefore the tone which would have been accented
on all levels. This can perhaps be more clearly seen if the Minuet from Schubert's
Symphony No.5 in B-ffat is considered along with the Mozart Minuet. For the
Schubert Minuet begins exactly like the Mozart one but continues in a much
more normal and regular way (Example 117) .
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3.'L-----=----------=------+

Here the melodic motion begun in measure 1 reaches its goal on the high D
immediately, and the second iamb is accented. This accent in tum contributes
to fue organization of the second and third architectonic-levels.

Thus what is suppressed in the Mozart is not simply alower architectonic ac­
cent but the beat which might have been the focal point for the organization of
the total structure. This has several consequences. (1) It places an unusually
heavy stress upon the weak beat, B-flat; the performer feels the interruption
strongly and compensates for it by emphasizing the B-flat. (2) It makes the fol­
lowing accent on -G so powerful and the whole shape so end-accented that the
motion of th is impulse is brought to an unequivocal halt . (3) It shapes the
progress of the subsequent melodic motion, for the denial of the expected D makes
the need for it even greater. In a sense the whole theme is a search for a D which
comes on a strongly accented beat-and this tone is not forthcoming until the
final note of the melody (see Example 118).

Allegretto (5)

'&I':l~~q¥±-
f' II I
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EXAMPLE 118

Lastly, in discussing the anacrustic character of this group, one should not
neglect the importance of the harmony in articulating the rhythm. The weight
and tendency of the B-flat toward the G are consid era bly increased by the fact
that it is treated as part of a ti pr ogr ession leading to th e tonic chord .

The second phrase (measures 4- 6) is constructed in the same way as th e first.
Here another difference between the Schubert and th e M ozart M inue ts is ap­
parent. Because Schubert's two phrases are in the relation of antecedent to con­
sequent, they establish a completed rhythmic unit. This is not the case with the
Mozart Minuet. Here the phrases are harmonically as well as rhythmically
parallel. As a result, once the second group is begun, both are heard as upbeats
to some expected longer group which will constitute an accent.

Though melodically the new phrase (Example 118) begins like the first one,
it is clearly set off harmonically from what has gone before. For it moves away
from the earlier tonic harmony and is harmonized with an E-flat triad, which
functions as the Neapolitan second in D minor.

The end of the syncopated group now becomes the basis for a descending se-
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quence. It is as though the pent-up energy of the two initial accents in measures 3
and 6 had been rel eased . However, although the impulse created by this new
syncopation still places a stress upon the accent which follows it, the force carried
over is no longer concentrated on a single accent but is di stributed-even d issi­
pated-over three similarly placed accents . And as the passage unfolds, the
equality of the parts of the sequential seri es makes even the gr ou p ending on F
seem weak in retrospect. In other words, thoug h each anapest in th~ series is
clearl y shaped and differentiated , the groups themselves are so equal that none
is able to serve as the focal accent around which the units themselves can be
grouped. What is needed is a clearly organized accented group to which this
sequence can be related .

The necessity for such a group and the importance of its particular organiza­
t ion can perhaps best be illustrated by writing several alternative endings for this
theme. Part a of Example 119 is uns atisfactory for several reasons. First, by

a . b .

·rt=-rm

EXAMPLE 119

simply continuing the series , it ends on a very weak group-though We listener
will probably do his best to make the ending seem strong. Secon d, the melody
now ends on the tonic. This melodic step has already recei ved much emphasis
and now constitutes a feeble an ticlimax. But, even more importa nt, ~1e end is
weak harmonically. For thi s phrase, h aving moved away from the ::Jnic har­
mony to a tonal area around D, now simply coll apses back to where .r star ted
from without any real to nal departure. Third , as we h ave seen , the f_-st part of
th e theme sets up the ton e D as an im portant goa l. And part a 0 1 th- exam ple
lea ves this motion un fulfilled . Finall y, and perhaps mo st important .J all, th e
final phrase is now regular relative to the preceding ones: the structure of the
theme as a whole is 3-3-6. After the stra ined, compact structures c": the" two
earlier groups such flaccid regularity is a vapid anticlimax.

It is this regularity of phrase structure which constitutes the major flaw in
parts band c of this example. Only by stretching the length-by weakening the
intermediate accents for the sake of the final on e-s-can the tension ri the final
groups make them an adequa te culm ination of the earlier ones. 'PUs is ac­
complished after the octave transfer by extend ing the downward merion of the
scale passage still further (see Example 118, measures 11-12) , and just at this
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point the melodic motion becomes more uniform, moving chromatically rather
than ~iatonically-down from the B-flat. The melodic ambiguity thus created is
reflected in the constant dovetailing and pivoting of rhythmic groups. Thus the
return to clarity in measure 13 is indeed impressive. And the accent, arising from
a return to melodic, harmonic, and rhythmic certainty after the suspense and
doubts of the preceding measures, is strong enough to carry the burden of the
previous intensity and to bring the whole theme to a satisfactory conclusion.

METRIC CROSSING

As we noted earlier, the meter of a piece of music-the way it is barred­
indicates and limits, though it does not necessarily specify, the possibilities of
rhythmic organization. Of course when a composition is in a familiar style whose
musical norms have become part of our habit responses, barring does not seem
of crucial importance. Like punctuation in literature, it is felt to facilitate group­
ing but not to determine it . Stylistic experience would in most cases enable
musicians to reconstruct the rhythmic-metric organization, even if bar lines were
missing.

But if the norms of a style are in doubt or if the temporal-melodic organization
is such that several groupings seem equally possible, then the abs ence of a
specified meter may create problems of interpretation whose solution will play
an important role in determining rhythmic organization. Suppose, for instance,
that we were asked to perform the melody in Example 120a. In order to do so it
would be necessary to decide how it is to be grouped-e-where the accents and
weak beats come. We would have to decide what the meter is.

a. b .

~r#r aV2- FJi)r-r aE)j~[F1f Ulijc2 'rTr t I~j!l~
~'V - ~

EX AMPLE 120

One possible solution would be to interpret the rhythm as a series of amphi­
brachs, in which case the m eter would be in t time, as shown in Example 120b .
However, since this melody is accompanied by a counterpoint in other instru­
ments, we know that this is not the correct placement for the meter. As indicated
in Example 121, the rhythmic group begins on an accent, not on an upbeat. As
it stands here, it appears that the melody is syncopated within the bar against the
regular meter of the accompaniment. As a result, the syncopated beats act as
upbeats to the following 'accent. Notice that this produces a polyrhythm-the
melody is end-accented and the accompaniment is beginning-accented-but not
a polymeter. Both parts are in t.

Fortunately in this case the composer put in bar lines to tell us what rhythmic
organization he intended. The excerpt is a somewhat simplified version of
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measures 3-11 from the third movement of Bartok's Piano Concerto No.3. As
is clear from Example 122, Bartok intended no syncopation. The upper voice is
barred in i meter, and the rhythm of the upper part is trochaic on the lowest
architectonic level.

Both the trochees comprising the two-measure group are "abnormal." The

first ( j)J ) is inverted and the second ( J lJ ), because of temporal differ-
~ ~

entiation, "wants" to become end-accented . There is a tendency, that is, for the
weak final eighth-note to become an upbeat to the following measure. To prevent
this from happening, the preceding accent must be somewhat stressed .

v I etc.1- v v I I

Allegro vivace
fI .
t.i~ i.=L~ -'etc.
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EXAMPLE 121
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EXAMPLE 122*

Our understanding of the rhythm of the upper voice depends in part upon the
counterpoint of the lower voice, which also influences our apprehension of the
whole texture. The lower voice is in triple meter (3 X i ). This is made very clear
by the repetition of the pattern. The grouping is beginning-accented. This is a
product not only of the' instrumental stress placed on the first beat of the 'group
by the whole orchestra but also of the dynamic stress on the second beat. The
latter stress prevents the final quarter-note of the group from becoming an up­
beat. Observe that by writing the eighth-note beams across the bar lines,

J Jj:l J, Bartok makes it clear that this is not a syncopation. Had he written
'--'-'

*Copyright 1947 by Boosey & Hawkes, Ltd. Reprinted by permission.
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J)I)J , the lower part m ight have been thought of as syncopated and the
~

stresses would have had a d ifferent m eaning.
:Beca use our minds tend to organize the musical texture in the simplest way,

simultaneous musical events will, if possible, be apprehended as having one
basic mode of articulation. It is for this reason that the beginning-accented
grouping of the lower part is able to impose its organization upon the upper part,
so that the upper group also ends after the second measure. Thus the upper part
becomes trochaic on the second level.

The articulation into two-measure units is also a result of the crossing of the
upper meter, whi ch is 2 X j , with the lower meter, which is 3 X j . This cre ­
ates what Curt Sachs has called a metric "dissonance"! (D) at the beginning
of measure 2 which is resolved to a " consonance" (C) on the first beat of measure

C D C

3:tJdi )) I ~ · T his crossing groups the smaller units, the trochees of the up-

per voice, and separates larger ones, by determining the primary metric level.
That is, it forces us to feel the basic meter moving from one m etric consonance
to another in two-measure units.

Not only does the lower part give rise to this two-measure unit, but it also
articulates the structure of the phrase as a whole . Because th e groups in the
upper part are more or less similar in length and structure , th ey d o not create
unambiguous groups on higher architectonic levels. However , th e final groups
of the lower part are linked by a rhythmic pivot (see analysis under Example
122) . As a result the whole period, including the upper part, is apprehended as
a well- structured anapest .

The problems posed in th e preceding discussion of the them e of the last move­
ment of Bartok's Piano Concerto No.3 were fictitious, first, in th e sense that the
composer had in fact written bar lines specifying th e metric organization a nd,
second, in the sense th at we know from stylistic experience-hearing and ex­
periencing this kind of music-how this passage should sound.

But these -problem s are not fictitious when we turn to music of th e M iddle
Ages a nd the Renaissance. Composers then used no bar lin es, and we are not at
all sure what the norms of the style really are- how this mu sic was performed and
how it sounded.

Since analysis of the rhythmic-metric organization of late medieval and
Renaissance music has on ly recently begun," what follows m ust be co nsidered
tentative rather than d efinitive. However, in spite of its provisional nature, an

• Rhythm and Tempo (New York : W . W . Norton, 1953), p. 41.

• See Otto Gombosi , "Machaut's Me sse N otre-Dame;" Musical Quarttrly, XXXVI (1950),204-24 ;
see also his reviews in the Jou rnal oj thi Amtrican M usicological Society, IV (1951), 139-47 ; VI
(1953) , 24D--43 ; VII (1954), 221-28. And W . Scott Goldthwaite, " R hythmic Patterns and Formal
Symmetry in the 15th Century Chanson" (Ph.D . diss., Harvard University, 1955) .



Rhythm and Meter 709

exploratory investigation is of value. In the first place, this music involves
rhythmic-metric procedures rather different from those we have discussed thus
far : ones in which meter is more than the matrix out of which rhythm arises. For
as Gombosi and Goldthwaite have shown, metric relationships both within and
between voices are a fundamental shaping force in this music. Indeed in the
work to be analyzed metric alternation and metric crossing are a basic facet of
compositional technique. In the second place, as will become very apparent, a
discussion of this music of necessity emphasizes the ultimate dependence of in­
terpretation and performance, as well as analysis, upon stylistic understanding.

A. (1) (2) (3) (4) (5) (6) (7)

Cantus

[(2+2)+ 2] [3 3 ] [(2 + 2)+2][2 +2 + 2 ] [3 + 3 ]

.... .....
C.T.

[3 + 3 ] [3 + 3 ] [3 + 3 ] [2+2+2J [3 .. 3 J 6 [3 .. 3 ]

~. ....
Tenor

1.6 6 [2 + 2 + 6 2. 6 6 [2 + 2 + 2]
! II

(8) B. (9) (10) (11) (12 (13) (14)

~.

3 + [3 + 3 [3 + 6

JL' ..
[3 + 3 ] [3 + 3 [3 + 3 ] [3 .. 3 ] [3 + 3 ] [3 + 3 J 6

6 [3 + 3 ] [3 .. 3 6 3 + 3 ] 6

II. ----.J

EXAMPLE 123

The work chosen to illustrate these matters is the Kyrie from Dufay's- Missa
Sancti Jacobi (Example" 123). The text is that given in Arnold Schering's Ge­
schichte der Musik in Beispielen." Schering's note-values, however, have been
halved in order to make the metric problems more patent as well as to make the
notation conform more closely to present-day practice.

Let us look first at the tenor, since this voice, taken from plainsong, generally
served as the point of departure for the composer. It is divided into two large

6 (Leipzig: Breitkopf und Hartel, 1931), pp . 33-34.
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sections (labeled A and B), each of which is in turn divided into two parts (indi­
cated by long brackets below). The second part of each section has the same
temporal arrangement as the first part.

Sections A and B differ from each other not only melodically but also metrical­
ly . Section A, consisting of two four-measure phrases, is in duple meter on the
highest level; Section B, consisting of two three-measure phrases, is triple on the
highest level. Observe that as one moves from higher to lower levels, the metric
organization changes . Thus in the first section the tenor is duple (2 X t) on
the highest level, in the next lower level it is triple (3 X t); and the lowest level,
again duple (2 X t). In Section B the order is triple-duple-triple. The two
metric hierarchies look like this :

Section A

1.J do
1. ,J J J,~
u. ~dldl etc.

(2 x 3/4)

(3 x 2/S)

(2 x 1/S)

Section B

,J. ,J.,J. , (3 x 6/S)

IJ· J. "J·J.IIJ·J.'(2X3/S)

,m"m, etc . (3x 1/S)

Turning now to the cantus and the countertenor, we find that although the
highest metric level (labeled 1, above) in Section A is clearly duple (two-measure
units), the organization of level i, and consequently of level ii as well, is less
certain . For instance, the cantus in measure 3 might be thought of as being

either duple, m).J ,or triple, n n J ; similarly, measure 7 might be in-
( 3 + 3 ) ( 2 + 2 + 2,)'

terpreted as a syncopated triple meter, n--....-n--....-n , or as a compound (duple)
( 2 + 2 .. 2 )

meter, ,). J, ) )" . Measures 3 and 5 in th e countertenor are even more open
( 3 .. 3 ) .

to different metric interpretations : ea ch could be either triple, J n J, or duple,
) J;} J! ( 2 + 2 .. 2)

( 3 + 3 I

The choices made between th ese a lte rnatives are no minor matter. They will
affect not only the rhythmic groupings of the cantus part but will also determine
the interrelationships between the voices and ultimately the structure and mean­
ing of the Kyrie as a whol e.

On what basis can such decisions be made? Were the style a familiar one with
a living tradition of performance--one whose norms had become part of our
habit responses-there would be no problem. For instance, had these temporal
relationships occurred in a piece by Haydn or Mozart, they would almost cer­
tainly all be understood as being triple in meter (2 + 2 + 2), since patterns such

as U I), J, are simply not part of the Viennese classical style . But in the case of

fifteenth-century music the tradition of performance is lost. We are not sure how
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this music was performed and how these temporal relationships are to be articu­
lated. Consequently, style cannot be taken for granted . Indeed, th e problem of
style is precisely the one which must be solved.

Our choices between the possible alternatives depend first of all upon internal
evidence. For instance, where a clear structural parallelism exists between
equivocal organizations and unequivocal ones, the latter may serve to determine
the organization of the former . And these choices will seem the more plausible
if it can be shown that they yield a convincing and self-consistent picture of the
procedures of the work as a whole, making sense not only of the relationships
within sections but also of those between sections. Such choices must, however,
also be supported by external evidence. The analysis must, that is, not only be
self-consistent; it must also be consistent with what we know about the style from
other studies of works of this period and style. Finally, if the analysis is correct,
it should be possible-although beyond the scope of this book-to relate the gen­
eral aesthetic tendencies it exhibits to the aesthetic ideals and practices of other
arts of the early Renaissance.

Let us begin by considering the first two .measures. In the first measure the
cantus part is unmistakably in triple meter . The second measure is apparently in
duple meter; the sixteenth-note D is clearly an upbeat to the D which follows it ,
and the second D is accented on the lowest level.

The countertenor is in duple meter in measures 1 and 2. Thus it creates a
metric dissonance ( 2t~t 2) in the first measure which is resolved to a metric

consonance Gt ~) in the second measure. Since we know from the studies of
Goldthwaite and others that such metric crossing is a common procedure in this
style of music, the analysis given seems convincing.

The meter of the cantus in measure 3 is more doubtful. Two conside rations
make it seem probable that it should be interpreted in triple meter. In the first
place, the melodic motion is such that the E sounds like an escape-note
(echappee) moving to the A. Without this melodic inflection the groupin g might
have been duple, as it is in measure 13. Second, as we shall see, this interpr eta­
tion fits with the a lternation of duple and triple meter whic h ru ns through th e
entire piece. That is, th e pattern of the cantus in the first eight measures runs like
this: 3-2 3-2 3-3-2-2.

The meter of the countertenor is also open to question in me asure 3. But it we
consider its relationship to the tenor, a melodic parallelism seems clear. The
parts are moving in thirds. Hence it seems plausible to regard the A as th e ac­
cented note of the subgroup and to consider the C an escape-note. This analysis
has the further advantage of being consistent with the one given for a simil ar type
of melodic motion in the cantus. If such an interpretation is correct , then the

meter of the countertenor would be duple- 'J 1l.)l Jj. This is all the more con-ta=+ 3
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vincing because measure 3 is now similar to measure 1, being a metric dissonance
which is resolved to a consonance in measure 4.
: Since only one voice moves in measure 4; the measure is metrically consonant.
However, the triple meter of the countertenor is somewhat problematical. For
this is the only measure in the whole countertenor part which is not in duple
meter (3 + 3). The explanation of the change would seem to be that a simple
duple meter would at this point have produced so great a letdown of tension that
the two halves of the larger section (measure 1-8) would fall apart, becoming
almost disconnected, separate entities. In short, the triple meter serves to main­
tain tension without creating metric dissonance.

In the second phrase the tenor has exactly the same temporal scheme as it had
in the first phrase and the cantus begins as it did in measure 1. This clear

parallelism suggests that the countertenor is not in triple meter J.n J) but
(2+2+2

in duple meter ,(J ),.J) J, .The hypothesis that measure 5 involves metric crossing
3 ~ 3 )

is supported by the fact that measure 6 is consonant. The parallelism between
phrases (particularly in the tenor) also makes it probable that in measure 7 there
is metric crossing which is resolved in measure 8, that is, that the cantus in
measure 7 is not to be understood as a syncopated triple meter but as a duple

meter I(J,J..J l' which crosses the triple meter of the tenor. On the other hand,
3 ~ 3

the marked harmonic motion of the tenor, moving in six-three chords, tends to
influence our perception of the cantus, so that it appears somewhat syncopated.

The meter of the countertenor is open to question, particularly since the metric
crossing is already present in the other voices. However, because of the prevailing
duple meter in this voice, it has been thus notated in Example 123. Moreover,
from a melodic point of view a return to E on a beat, which would result if the
meter were triple, does not seem convincing. That is, the melodic structure

~ makes more musical sense than~ , in which the

D acts only as a changing-note rather than as a structural tone. On the other
hand, an interpretation in triple meter which would parallel the motion of the
tenor is a definite possibility.

Notice, however, that the parallelism between the first and second phrases is
not exact. Although the tenor is the same in both parts and the procedure of
metric crossing is similar, the metric structure of the cantus changes in measures
5-8. In the first half, metric alternation takes place every other measure: triple­
duple-triple-duple. In the second phrase, metric alternation is by two-measure
units: triple-triple-duple-duple(?). The question mark at the end of the scheme
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(11)(10)(9)(8)

just given indicates that the organization of the second half of measure 8 is in
doubt.

This leads us to a consideration of the metric organization of the passage be­
ginning with the final tones of measure 8 and running through the beginning of
measure 11. In these measures the meter of the cantus is particularly ambiguous
and might be interpreted in various ways . Of the many groupings possible for
this passage an examination of the pros and cons of four of the more plausible
ones will, it is hoped, bring out some of the problems and considerations involved
(Example 124) .

" -
a.

'-' 3 + 13 .. 3 .. 3 I 1'2' .. 2 .. 2 II 3 + 3

1\ - .
b .

f) · 1..1 ......
3 1, .. 2 +1 2 112 .. 2 ... 2 ... 2 J I 2 .. 12 ,.1-3
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If) · 2 II 3 +3 r'I2
+

I 3 .. 1 11 2 + .. 2 I L1....!...lJL1..-l
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d.

3 • - r1,+2 .. 3 112 .. 3 112" 2 - 3 .. 3

3 .. 3

EXAMPLE 124

The first alternative to be considered (Example 124a) has two things to
recomme nd it : It continues the meter of the previous measures-although in a
style in which metric change is normative, this is not nec essarily a virtue; and it
fits harmonically with the lower voices . Against this interpretation of the meter
of the cantus are these considerations: The tone C does not become a polnt of
metric-melodic culmination which it seems intended to be. And because the C is
weak, the A's in measures 9, 10, and 11 are overemphasized. Furthermore, the
syncopation of the C seems doubtful on both stylistic and purely musical grounds.
In a style without marked pulses syncopation seems to have little function, and it
is particularly pointless in this case, since there is no harmonic motion across the
"bar line" to imbue the C with a need for motion. Finally, it should be observed
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that this alternative has little relationship to either the pattern of changing and
crossing meters which precedes it or the clear triple meter which follows it .
; The -second -al ternative (Example 124b) does make metric sense when con­

sidered as part of a total metric scheme. In the first half of Section A the meter
of the cantus changes after six eighth-notes-1 (3 X 2) + 1(2 X 3); it changes
after twelve eighth-notes in the second half of Section A-2(3 X 2) +2(2 X 3);
and, if the cantus were triple in the first half of Section B, then this progressive
increase of distance between changes of meter would be continued, resulting in
this scheme-3(3 X 2) + 3(2 X 3). Thus a very neat over-all metric progression
of 1: 2: 3 is produced. Unfortunately, however, Example 124b is not convincing
harmonically and melodically. From a harmonic point of view, the third and
fourth groups of two (those beginning on G and B) are dissonant with the lower
parts. Again the C fails to achieve what it would seem should be its melodic
importance. And finally the syncopation is, as noted above, stylistically doubtful.

As indicated by the beam connecting the two C's across the bar, Example
124c is not syncopated . Furthermore, it does place a metric accent (on the lowest
level) on the C, making it a point of melodic culmination. However, this version
is objectionable on the ground that the first group of three (beginning on G) is
dissonant. And beginning such a group on a dissonance seems doubtful on the
basis of what we know of other works in this style . While this version of the
passage does make some m etric sense in relation to th e rest of the piece and to the
practice of the style, its symmetrical organization-

3+1 3+1

T~o~T
---does not really reflect the mode of progression previously established.

The final alternative (Example 124d) works both harmonically and melodical­
ly. The groups of twos and threes all begin on consonances and the high C
comes at the beginning of such a metric group. Although this version is m etrically
more complex than Ex ample 124c, it does reflect the metric modus operandi of the
first section of the piece. Indeed it is in a sense a condensed pres entation of that
section . That is, its organization (2 + 3, 2 + 3, 2 + 2, 3 + 3) presents an ac­
celerated version of the pattern of metric change between measures which took
place in the opening section . Moreover, the condensation is not only metric but
melodic as well . For the motion from D to C encompasses the basic range of the
first section of the piece. And this emphasizes again the necessity for the C to
arrive on an accent, as it d id in measure 6 and as do both the A in measure 11
and the B-flat in measure 12, to which it moves.

Finally, the metric complexity of this version of the passage with its intensi­
fication of metric change seems appropriate in view of the fact that the passage
is clearly intended to be one of tension and motion. For it is so constructed that
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no matter which of the alternatives examined above is chosen, two measures of
metric dissonance result. Thus measures 9 and 10 function as metric d issonances
resolving to the metric consonance of the final three measures which are solidly
in duple meter.

It is clear that both metric change and metric crossing are basic principles of
organization here. They are so not only in their own right but also in the sense
that they articulate and influence the rhythmic structure of the whole piece.
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EXAMPLE 125

For instance, metric crossing in measures 1, 3, 5, and 7 makes those measures
anacrustic to measures 2,4,6, and 8, respectively. Similarly, the metric structure
of the first part of Section B forms th e basis for the anapestic rhythm which arises
in these measures, while the metric crossing betw een par ts ar ticulates the rhythm
of the second architectonic level. These matters as well as the rhythmic organiza­
tion on all levels should be clear from the analysis given in Example 125. •

EXERCISES

I

A. Analyze the following passages on all architectonic levels :

Bach, Chamber Suite No.4 in D Major, iii, 1-10
---, Prelude and Fugue in A Major for Organ, Fugue, 1-16
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Bartok, Piano Sonata (1926), i, 1-13
'" ---, Violin Concerto, i, 6-15

Beethoven, B3gateIIe Op, 119 No. -1, 53-64
---, Piano Sonata-Op, 111, i, 19-29
Binchois, "De plus en plus" (Historical Anthology of Music, ed. Archibald T. Davison

and Willi Apel [Cambridge, Mass. : Harvard University Press, 1947], 1,74)
Brahms, Sonata in D Minor for Violin and Piano, i, 48-56
---, String Quartet in A Minor, i, 162-64
Chopin, Etude Op. 10 No. 10, 1-16
---, Etude Op. 25 No.8, 1-4
Handel, Concerto Grosso No.7 in B-flat Major, v, 1-7
Haydn, "London" Symphony in D Major, iii, 21-26
---, String Quartet Op. 77 No.2, ii, 1-24
Mozart, Sonata in A Major for Violin and Piano (K. 305) , i, 24-28
Schubert, Impromptu Op. 142 No.4, 45-77
Schumann, String Quartet Op. 44 No.1, ii, 1-6
---. Symphony No .1 in B-flat Major, iii, 1-16
Stravinsky, Suite No.2 for Small Orchestra, ii, 23-30

B. Write a brief essay about each passage discussing the relationship of rhythm to meter.
How does your understanding of this relationship influence your interpretation of the
music in performance? Where alternative interpretations seem possible, discuss how
each alternative would affect performance.

II

A. Find themes illustrating the following : (1) stressed weak beats, (2) melodic-metric
non-congruence, (3) syncopation, suspension, and tie, (4) potential accents made to
function as weak beats, and (5) metric-rhythmic crossing.

B. Analyze each of these themes and write a brief essay discussing each theme and your
analysis of it . How does the metric-rhythmic organization affect the character of the
theme?

III. Write a theme and varia tions in which each of the following is exemplified in one
of th e variations: (1) stressed weak beats, (2) metric-melodic non-congruence, (3)
syncopation, (4) potential accents forced to act as weak beats, and (5) metric­
rhythmic cro ssing.



RHYTHM,
MOBILITY,
AND TENSION

Paradoxically, every analysis of a piece of music is a kind of synthesis. We have
seen again and again in these pages how important to our analysis of rhythm can
be our understanding of the melody, the harmony, the tone-color, and the
dynamics of the music in question. In this chapter and the next, texture and form
will be added to those aspects of music which must be taken into acc ount if
rhythm is to be properly understood . Texture and form, however, are not the
only-or even the main-topics of these chapters.

If this were a book about melody, we should find that our analysis of melody
would imply an understanding of man y things other than melody; it is plain that
harmony cannot be treated successfully apart from texture (a t the very least);
and so on, for any kind of analysis directed at one specific aspect of music. At its
best, the analysis of one musical factor describes the effects of all the factors in
com bination . It describes these effects , but it by no means does each of them full
justice. There are two main reasons for this . First, any system of analysis uses
symbols, and symbols simplify by classifying. This is true even if words alone
are used . One must gu ard against mistaking classification for the end of analysis.
The end of analysis is the appreciation of the peculiar, the individual. In fact,
the peculia r individuality of a good piece of music is the second m ain reason why
analysis, however thoughtfu l, d oes incom plete j ustice to music. Aside from the
fac t that a whole is more th an a sum of its parts, the va rious aspects of music do
not nec essarily coinc ide in their effects on any one arc hitecton ic level .' In deed ,
a contlict of effect can be an import ant source of the peculiar individuality of
which we have been speaking.

RHrTHM AND MOBILITr

Let us examine the fami liar opening of the finale in Mozart's "Jupiter" sym ­
phony (Example 126).

Partly because of tonality, some of the notes in the melody are more mobile

I See the discussion of Example 11, p. 17 ; see also the remarks on performance, p. 18.
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than others. Mobility means the sense that further melodic motion is necessary
in order to reach a point of relative repose, a goal of melodic movement . In
the Mozart fragment (Example 126a), the notes D and F are more mobile than
the notes with which they are associated, C and E. There are two reasons for
this. First, C and E are notes in the tonic triad. In a passage in C major, there­
fore, they tend to be pitches from which and to which melody moves as from one
relatively stable point to another. Of course, this relative stability is not a matter
of melody alone. The harmony may alter the tonal significance of the melody and
make otherwise- relatively stable notes more mobile (see the last measure of .
Example 126d). The second reason why D and F are more mobile here than C

a . Molto Allegro b.

c .

'V 'V

d.

v v

EXAMPLE 126

and E is that the D, following the C, sets up a direction of melodic movement;
it gives us the feeling that th e melody is on its way to a point not yet reached:
certainly to E, and perhaps beyond it. The note F sid esteps th e direct line of
motion from C to E . Moving from D to F creates a ga p in th at line of motion,
and this ga p incre ases the desirability of E as a goal of motion; it make s the F
lean heavily on th e E and require resolution there . T he F is mobil e because of its
function in the melodic line.

The mobile F is accented . The goal of motion, E, is not accented. One is
tempted to say that the E has a melodic accent, even though it is rhythmically an
afterbeat. But each aspect of the music qualifies all the others, and it would be
more in accord with one's experience of this passage to say that the E with an
F leaning on it is melodically marked for consciousness. It is the accented-F­
leaning-on-E that is in large part responsible for the peculiarity of these four
measures. Notice, however, that it is what happens in the first two measures
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which makes possible the effect of what happens in the last two . To generalize,
un accent is an aspect of accent, and a rhythmic group is an accented shape.

Compare c with a in Example 126. In c, melodic goal, harmonic goal, and
rhythmic accent all coincide (measure 3). In a, melody and harmony are mobile
at the accent (measure 3) and relatively static at the afterbeat (measure 4). For
harmony, like melody, has its moments of relative mobility and stability. In
Example 126c, the dominant chord of measure 2 sets up, or seeks to move toward,
a tonic chord. Measures 3 and 4 follow as the normal thing from 1 and 2.
Measures 3 and 4 of Example 126c would not, however, follow as the normal
thing from measures 1 and 2 of Example 126a. There, the II~ chord of measure
2 sets up some kind of dominant as the next chord. That is, one expects a rela­
tivel y mobile harmony in measure 3, rather than the far more static tonic which
occurs at the corresponding place in Example 126c. What happens harmonically
in measures 1 and 2 of Example 126a makes what happens harmonically and
melodically in measures 3 and 4 appropriate. (Let us not make the mistake of
saying "inevitable.") The F in measure 3 is appropriate harmonically, because
it is part of a y7 chord which follows as a goal of movement from the previous
II~ chord. This y7 chord, in its turn, is highly mobile, and marks the following
chord (V I instead of I) for consciousness. But just as we characterized the goal of
melodic mo vement here as accented-Fvleaning-on-E, so we may characterize the
goal of harmonic movement as accented-Vl-Ieaning-on-Vl. And it is VI on
which y 7leans here. If the reader finds this difficult to believe, let him try to put
a tonic triad in root position in measure 4 in such a way that the second violins
are forc ed to do nothing awkward either in voice-leading or in playing technique.

If we add another part as in Example 126b, two things happen. First, we be­
come decidedly conscious of the normal harmonic tendency for the Y7 chord to
resolve onto a tonic triad, and of the melodic and harmonic tendency in this
passage for the F to move to an E, because these tendencies are forced upon us by
the dis sonances between treble and bass . The music beco~es tied down and
loses the floating, bass-less quality of the original. Second, the texture becomes
stylistical ly more no rmal. These two th ings happen without any outward result
in an analysis on the first level-and perhaps even on the second-but they have
an important bearing on a feeling for the rhythm. Let us examine this feeling
before taking further steps.

The art of analysis is-based upon the art of listening. In analyzing Example
126, we are reflecting, with symbols, upon our experience in listening to the be­
ginning of a classical finale (and various distortions thereof). In listening to such
a piece we do not leave our knowledge of classical finales out of account. Even
if we pretend that we know nothing about this particular movement, we never­
theless know quite a lot about it. For example, it is going to contain passages that
are loud, in at least four-part harmony, and for full orchestra. What we are
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listening to now (a) is soft, in three-part harmony, and for violins alone. If some
sophist interrupts us at this point to refer to the finale of Haydn's "Farewell"
SYQ1phony, we know what to tell him. The important thing here is that we know
perfectly well that what we are now hearing is leading up to something of a
certain kind . No matter how sure we may be at the moment (say , at the end of
measure 4) th at this whole phrase is accented, it nevertheless has about it a
strong background feeling of anticipation-in other words, an upbeat feeling.
Now this is not th e same thing as calling it an upbeat phrase. Perhaps a larger
section of which these four measures are only the beginning will function on a
higher architectonic level as an anacrusis. Perhaps just this phrase will so func­
tion. We do not yet know. We know only that this phrase is ready, as a whole,
to be in retrospect an anacrusis, or an accented part of a larger anacrusis, or an
unaccented part of a larger anacrusis.

In version b the texture is less abnormal; the harmony is less mobile; indeed,
the phrase is in itself more stable than the original, although it is still ready to be
in retrospect an anacrusis or a part of one. The feeling about it of anticipation is
less, however. And this feeling can be made lesser: for instance, by making a
crescendo in measures 1 and 2 to a forte in measure 3, and by orchestrating
measure 3 as a tutti with various octave doublings. The analysis on the first level
remains the same, but th e rhythm feels different. Version b might be followed
by the same thing that follows version a in the actual symphony. If so, the
analysis on the second level as well would remain the same, but the rhythm,
again, would feel different.

In vers ion c both melody and harmony move along straight paths. Imagine
the passage forte and with a tutti accompaniment from m easure 2 onward . It
can still become in retrospect an anacrusis or a part of one, but in itself-that is,
until something else follows-it is the most positively accented of the four
versions.

Version d, on the other hand, is the least positively accented of the four. Both a

and d end wi th a deceptive cad ence, but the final chord in d is more specifica lly
mobile than is th e final chord in a. The dem and th at som ething follow d is m ore
specific and clear ; th e demand th at someth ing follow a is more ge neral a nd
vague, however strong it m ay be.

In making an analysis on the primary rhythmic level, then, we are by im­
plication making a potential analysis on the higher levels, and, in a real sense,
we are beginning to assess th e individuality of the whole.

Let us now turn to a more complex structure in the same work, the beginning
of the first movement, in order to make a similar analysis and carry it to h igher
architectonic levels (Ex ample 127) .

In the reiterated and powerful C's of the first two measures we have a feeling
quite different from the one generated by the melodic motion from C to D in the
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first two measures of Example 126a. There, direction of mo vement was im ­
mediately estab lished. Here, there is no such thing. The music is solidly plan ted
on -the tonic in an end-accented rhythm. It is going to move on a larger scale;
it is going to have a slower pace. We anticipate movement, but we do not yet
know its direction. And then, before anything happens to this opening motive,
we are presented with a viole-nt contrast in measures 3 and 4. This is a contrast
in dynamics, in texture, in orchestration, and altogether in character.

Now measures 1 and 2 and measures 3 and 4 are both connected and discon­
nected. They are connected-in part simply because they are next to each other.
A composer's imagination must often present him with such seemingly accidental
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juxtapositions of ideas. What becomes of this particular juxtaposition we shall
see shortly, The forte idea and the piano idea are further connected by the very
fact that the piano idea moves both melodically and harmonically, and we had
anticipated movement. Besides th at, as the an alysis on level 1 shows , the rhythms
of the two ide as are simllar: each is end -accen ted, and each has three " syllables."
But we are more struck by the disconnection, the contrast . In place of the tonic
we have the dorninan t (the tonic tr iad in the middle of measur e 3 bein g a passing ­
chord, very un emphatic rhythmically) ; in place of th e uncompromising C's we
havethe mo vement from e to G-Ieaning-on-F.

The quasi-turn around e followed by a leap to F preceded by an appoggiatura
should be compared for. its effect of rela tive mobility with the melody of E;ample
126a. There, e was relatively stable and F was h ighly mobile . Here, e is highly
mobile, although it is the tonic, and F, because it is the goal of motion, is rela­
tively stable (within these two measures, that is), in spite of its general tonal
mobility and, more important, in spite of its be ing the seventh in a dominant­
seventh chord . Broadly speaking, the relative mobility of the notes e and F is
more peculiar here than it is in the finale.
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How does this reversal of the normal tonal roles of C and F in C major come
about? The first C (that at the end of measure 2) is underplayed rhythmically: it
is ~ anticipaticrif Thesecond C -is underplayed harmonically: it is a dissonant
appoggiatura. The'thircCC is again underplayed rhythmically: although it is a
resolution, and consonant, it occurs on an unaccent on the subprimary level.
So much for the C. What-of the F?The melody leaps boldly (because unexpected­
ly) to G, and this G is perfectly consonant with the rest of the harmony. Yet not
only is it treated as an appoggiatura; one feels it has to be so treated. The
reason for this feeling lies in the rhythm on the subprirnary level. There we have,
first, two attempted amphibrachs. The dissonances on the first and third beats of
measure 3 would normally be resolved on afterbeats, but the resolutions are de­
layed in such a way as to turn them into upbeats. Our desire to hear an afterbeat
is frustrated in measure 3, and when the melody moves to G, this desire is only
the stronger for having been twice frustrated. The rhythm, that is, forces the G to
resolve on the F. And this rhythmic effect is so powerful that it makes us hear
a consonant note (G) as a dissonance and a dissonant note (F) as a consonance­
so powerful, indeed, as to make the nominal V~ chord in the middle of measure 4
stand in no need of resolution onto a tonic triad with the third on top,

It would be instructive at this point to look ahead to Example 128a , in which
the amphibrachs on the subprimary level are "allowed." You will notice that,
try as you may, you cannot follow the final G of this example with an F without
having it sound like a ludicrous error.

It is not, however, only the rhythm on the subprimary level which creates the
peculiarity of the F as a melodic goal of movement. It is also the bold leap to G,
presumably part of what was given by the composer's imagination . Let us sup­
pose the composer to have been a far lesser one and glance ahead at Example
129a . There we can see the same rhythmic effect, as far as the analysis would
show, as in the original, but the rhythm has done nothing at all drastic to our
feeling for melodic mobility. Given the melodic direction set up in the first
measure of Example 129a, there is nothing in the least peculiar about having a
D as the goal of movement in the next me asure .

If we now go on and listen to th e whole of the first eight measures of the mo ve­
ment, we notice at once that we are uncertain of how to group them on the
second level. On the one hand, measures 1-4 and 5-8 stand in an antecedent­
consequent relationship; they use the same motives in the same order, and the
harmonic movement from tonic to dominant in the antecedent is answered by
a movement from dominant to tonic in the consequent. We can therefore group
measures 1-4 together, and measures 5-8. On the other hand, the contrast be­
tween the two motives is sufficiently strong so that one cannot help also grouping
the two forte passages together and the two piano passages. The grouping on
the second level is ambiguous. It is for this reason that we have put a question
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mark there in the analysis. Although the two forte passages tO~ther and the
two piano passages together will both be end-accented groups, the two groups
will have different feelings on the next level . The forte group will f-eel like an up­
beat, since it moves harmonically from tonic to dominant, and the piano grou p
will be ambiguous, since, although it moves harmonically front dominant to
tonic and is to that extent accented, it is only partially complet-e melodically:
the movement from C to F in measures 3-4 and con tinu in g, a ga in from C,
through F to G in measures 7- 8, only succeeds in pointing to the h igher C as the
next desired note and thus tinges the harmonically accented aspect of the group
with a feeling of anacrusis.

The skeletal analysis on the bottom staff of Example 127 is in tt'lld ed to show
that both the piano groups and the forte groups point melodic-all y a t C 's for
their sense of completion. With the entrance of the tutti in m easure 9, the
ambiguity we have been previously feeling about the grouping is brilliantly re
moved, and we are able in retrospect to make a satisfying grouping on the third
level. The analysis on that b-el under Example 127 indicates both the somewha t
unstable an tecedent-consequent relationship mentioned earlier a nd the retro­
spective grouping with measure 9 as its accent.

In the discussion of Example 126, men tion was m ade of the im por tant part
played in our feeling for rhythm on higher levels by our gener al knOWledge of the
particular style in which a piece of music is wri tten. It is worth while to revert to
this notion in considering Example 127. Is it not true that while W e are listening
to measures 1-8 we are aware in the back of our minds that ther e is going to be
(we do not know exactly when) a tutti in the full texture of the Viennese style?
When we hear that tu tti eater in measure 9, it is not an unexpected event. Bu t
notice that it has a rh ythmic function, that of clarifying the grouping of measures
1-8 ; it is motivated. It is not only normal ; it is also ri ght. O f suc h congruences
is music m ade.

It should be clear from this example that d ynamics, tex ture, orchestrat ion,
and character, as well as melod y and harmony, can play im portant parts in th e
analysis of rhythm. Indeed. a sa tisfactory rhy thmic analysis can be said in som e
sense to summarize the effects of these fac tors . This is not to say that rh ythmic
analysis is the only tool of genera lization in thinking about music-as we shall
see in the next chapter-but it is an imp ortan t one, and we can ga in some further
insight into its general izing powers by worrying the bone of Example 127 a bit
more before going on .

What would be the consequences of replacing measures 3-4 of Example 127
with Example 128a? The only satisfactory answer we could get to the melodic
question C-G would be the G-C of Example 128b, which would then appear in
measures 7-8 of the or iginal. This would be embarrassingly feeb le. The piano
par ts would be both harmonically and melodically finished , while the forte
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parts remained up in the air. The continuation in measure 9 would be satisfying
as far as the forte parts are concerned but redundant otherwise. (Never mind the
fussy, waspish character of Example 128.)

Or let us try replacing the piano parts of the original with the entirely normal
and perfectly logical a and b of Example 129. The same difficulty would be upon
us as in Example 128. Perhaps we could create a feeling of anacrusis by inserting
a B-flat as in Example 129c. So far, so good, but then we could not go on as in
measure 9 of the original, since the next thing indicated would seem to be a six­
four chord over C oin the bass. All that these remarks signify is that what Mozart
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did in Example 127 is r ight and that we have been unable to tinker with it with­
out making it wrong. This does not mean at all th at Mozart might not have
d one som ething else that would have been r igh t. It means only th at measures
1-8 as Mozart wrote th em have a certain rhythmic quality (compounded of all
the various asp ects of the music) and that this qual ity makes the continuation of
the music in measure 9 convincing.

Perhaps we should have tried doing something to the forte parts, as in Example
130 . This time, the forte parts will be finished and the piano parts will remain
in the air, making the tutti of measure 9 again partly and unpleasantly redun­
dant. Or we could go all the way and combine Example 129a and b with Example
130. Now nothing will follow. Measure 9 will simply be more music; it will no
longer be the right music; there would be no right music .

The reader should notice carefully that all these unpleasant alterations which
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we have made would result in exactly the same analysis on the primary level as
in Example 127. It is not so much what occurs rhythmically on the primary level
that determines what we feel on the higher levels, as it is what occurs in the other
aspects of music. This is why rhythmic analysis has such a strong generalizing
power.

Before leaving the first movement of the "Jupiter" Symphony, let us look at
a genuine alteration of the material we have been considering-genuine, because
made by the composer himself in the course of composition. In Example 131

lb. L:I-=- ~:::=-----l
2. ''-- --=S2:.. --.J

EXAMPLE 131

changes have been made which result in complete clarity of grouping on the
second level. The dynamics, the texture, and the orchestration have been made
more homogeneous, with the result that the original contrast in character has
been softened . Furthermore, the contrapuntal accompaniment, with its com­
plete continuity of rhythm (see analysis 1a), has bound together the whole four
measures into something that can be heard as a single group without forcing the
original rhythms on the primary level to lose their individual identity. Of course
this new rhythm for old material will allow a different continuation, as an
examination of the score will show.

RHrTHM AND TENSION

We have been discussing movement in music and the issue of this mo vement
in the generalized feeling we call rhythm. The time has come to examine the
feeling more analytically. •

The possible elements in a rhythmic group are upbeat (or anacrusis), accent,
and afterbeat. No one of these feels like the others, nor does anyone of them it­
self always feel the same. But before attempting to generalize further, let us
proceed inductively by examining selections from four pieces.

The first is Chopin 's Prelude in E-flat (Example 132). Throughout most of
this Prelude the fundamental rhythm is a middle-accented one. But this rhythm
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seldom appears as a grouping of three quarter-notes; usually, the anacrusis 1S

lengthened. At the beginning of the piece, for instance (Example 132a and a'),
. the:anacrusis-sails up-from the B-flat to the G with a sense of continuous move­
ment through an unobstructed arpeggio and without any minor groupings except
for that of the opening B-flat and its anticipation. One might call this anacrusis
a lyrical one, or, perhaps, a contemplative one. The feeling which arises from it
is rather like that which arises from seeing a speeded-up moving picture of a
bud gradually opening into a flower . The tension! with which we await the ap­
pearance of the full-blown flower is rather like the tension with which we await
the reversal of movement (to F and Evflat) in measure 3 of the Prelude; it is a
tension of calm rather than one of agitation. Other than rubato, there is no
temporal differentiation here. Nothing happens harmonically until measure 3.
There is no dynamic change except the slight crescendo which seems to be
natural in a rising melodic line.

- V I LI.:::V_--==--_V",-,! ,-,,'V,--_,,::VCJI I U
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Obviously, the performer must see to it that the E-flat (second beat of measure
1) is not closer in time to the preceding B-flat than it is to the following G; if
necessary, the B-flat on the first beat of measure 1 can be held slightly beyond its
time in order that the following E-flat will not sound like the end of a group.
And, in general, the performer cannot afford to play according to the unthinking
principle, "stress the first beat of the bar," or he will readily fall into a constant
subsidiary amphibrach grouping. Chopin, for him, m ight as well have written
as in Example 132b and b', The contemplative tension of the initial anacrusis is an
essential part of the ch aracter of th is piece.

As we can see in Example 133, Chopin can achieve a lengthened anacrusis by
means other than unchanging harmony and uninhibited upward melodic move­
ment. In measure 5, there is the auxiliary note D in the melody; two measures
later, this D is associated with a B in the accompaniment. These dissonances
compel us to make two-measure groupings. Of course, the performer merely has
to think in the groupings indicated by the analysis; he will then, provided he has
adequate technical habits, automatically achieve correct resu lts.

• We wish we could use the word " in tensity," but it has been pre-empted for the description of
dynamics.



--Rhy thm, Mobility, and Tension 727

In the Chopin excerpts we have just been considering, the elements of melody
and harmony con spire in a single, simple rhythmic effect, and the dynamics are
those most natural to th is effect : the slight crescendo on an anacrusis and the
gentle decrescendo on an accent followed by an afterbeat. In the following
excerpt from the same composer's Etude Op. 10 No.9 (Example 134), the case
is quite different. Instead of serene lyricism we find a dramatic conflict whi ch has
much to do with the rather petulant character of the music .

This conflict appears first on the primary and secondary rhythmic levels . The
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harmony consists in each measure of a set of-appoggiaturas which resolve onto a
topic triad, over a tonic pedal which persists-and has persisted for some time­
loithe bass . The rhythm of the harmony, therefore, is trochaic. This becomes
particularly clear if we :e xamine the simplified vers ion in Example 135a. Bu t
the melody ·of the original (see Example 134) is middle-accented in measures
57-58 and 61-62 and end-accented in the other measures. And each of die
accents in the melody falls on the afterbeat of the accompaniment. Indeed, in
measure 59 the conflict is aggravated by the crescendo placed on the anacrusis,
which only succeeds in stressing the conflict in accent .
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The reader will notice that if we rewrite the pa ssag e according to the pattern
of Ex ample 135b th e conflict d isappears, for both melody and harmony are now
end-accented. At the same time, th e characte r has changed radically. The out­
bursts in measures 61 and 63, for instance, have become assertive and positive,
and h ave lost th eir air of tryi ng to escape from enfo rced suppression. The
rhythmic conflict of the original is essential to the character of th e music.

On the third architectonic level ther e are lyri cal afte rbeats; th e even-num­
bered measures echo the odd-numbered ones . These echoing afterbeats have the
effect of lowering the " tem pera ture" of the music-s-of releasing the tension of the
music while they echo. And the dynamics on this level are not in conflict with the
rhythm. The echoes are softer than what is echoed . On the next level, how ever,
there is again dramatic conflict ; for again we have echoes, but this tim e the dy­
namics are against the echo effect. M easures 59-60 echo measures 57-58 with
variations ; likewise, measures 63-64 echo measures 61-62. But in measure 59
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there is a return to the piano of measure 57, a fter an intervening piani ssimo, and
this piano is followed by a crescendo; the d ynamics of the echo are strongerthan
those of the echoed. And the situation is more striking in measure 63, with its
fortissimo following upon the forte -pianissimo of the previous measures.

Finally, on the highest architectonic level indicated in the analysis, the second
four measures echo the first four; yet it is in the echo that we find forte and
fortissimo . Furthermore, it is here that the upbeats on the primary level are more
loaded with tension; there are simply more notes in the upbeats. In the case of
the G 's, the increased reiteration and the downward leap of an octave indicate
a greater frenzy, one might say, in reaching the accent, and this accent can never
be a positive one, coming as it does against the feminine rhythm of the harmony.
In like manner, the upbeats in measures 63-64 may move farther on their way
from E to F, but it is st ill from E to F that they move.

One can learn a good deal about the peculiarity of this passage by some inter­
changing of parts. For instance, the reader might play the same notes bu t inter­
change the dynamics of measures 57-60 and 61-64 . He will find that because
the effect of the lyrical afterbeat of measures 61-64 is not contradicted by the
dynamics the character is significantly differ ent. Or, again , he might interchange
measures 57-60 and 61-64 completely. In this case, th e result will sound of­
fensively wrong, because measu res 57-60, thus misplaced , bec ome an insip id
oversimplification of measures 61-64, instead of a relaxed echo of them .

Not every afterbeat on a higher architectonic level is of th e sor t we have been
describing as " lyr ical." A lyrical afterbeat is one which echoes a point of arr iva l,
a goal of motion. In the example under discussion , the goal of motion is reached
in measure 57. Compared with what happens in th at measure, ther e is, we may
say, no further motion at all. 3

AN EXTENDED ANACRUSIS

In the excerpts we have examined so far in th is ch ap ter , th e effects of rh yth mic
grouping have extende d over relatively short spa ces of time. We now turn to a
mu ch longer excerpt, which , in spite of its length, is read ily heard as an anapest
whi ch em bod ies an excit ing climax. The excerpt (Exa m ple 136) is from the
introduc tion to Ac t II of W agner 's Tri stan und Isolde.

The large group to ,be considered begins in .measure 33, but a few of the
previous measures have been included in the example in order to make clear one
of the peculiarities of the rhythm. This peculiarity is that th ere is a conflict in
the sense of movement which arises from th e passage beginning in measure 33.
Both the characteristic quarter-note motion of the cello m elod y in the previous

I Example 92 in chapter ii i contains an excellent case of a lyrical afterbeat. No te the effect of
all four afterbeats on the second level.
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measures and th e agitated accompaniment figure in the upper strings suddenly
disappear, leaving a rapid, largely eighth-note m otion in the melody and a much
slower motion in the accompaniment. This confl ict between a slow substratum
and an agitated sur face is appropriate to the dramatic situation which will be
disclosed when the curtain rises, inasmuch as it sets the ag itation in high relief.
T he analyses on leve l land level 2b are to be read simultaneously as an indica­
tion of the two rhythms. The analysis of the rhythm on the subprirnary level
(which is easy to make) h as been omitted in the interest of clarity.

Now the underl yin g rh ythm (level 2b) of measures 33-38 is primarily d e­
pendent upon harmonic movem ent. We have first a diminished-seventh ch ord
acting as dominant of II , followed by II6 with an appoggiatura, F-sharp, which
resolves to G. This makes th e amphibrach of measures 33-34. After this, the II6
chord is alt ered (E-fla t to E and C to C-sharp) so as to lead toward a I~ chord
which would, of course, tend to resolve on to a dominant of some form or other .
This sequence of chords, alon g with the resulting underlying rhythm, is indicated
in the variant in Example 136. We see that the rhyth m of measures 33-38 wou ld
be two amphibrachs pivoted tog ether into one group; th e second amphibrach
would take twi ce as much time as th e first . In the actual musi c, however , the
I~ chord does not a ppear; th e harmony moves directly, in measure 37, to a
dominant-ninth (fla tted) . The reader mi ght object th at of course th e chord in
measures 36-37 mo ves to a domi nant, inasmuch as the C-sharp is re all y 0. D­
flat . But th at would be to overlook the melody in th e oboe , whi ch would h ave
to read in measure 35 : E-double-flat-D-flat-G-E-B-flat-G-E-E-double-flat ( !).
More important, it would be to overlook the tremendously liberating effect of
th e I ~ chord in measure 71, which is preceded by four measures of this very
chord (E- G-B-fl at- C-sharp) with the C-s harp, to be sure, written as a D vflat.
This I ~ chord, with a subsequen t dominan t, is the harmonic goal of the whole
passage.

Because of the omission of the I ~ ch ord , th e rhythm in measures 35-38 remains
incom plete (level 2b): th ere are sim ply two unaccents. But the who le six measu res
a re a sing le pivo ted grou p, in spi te of th e in complete rhythm . This is partly be­
cau se of the rhy thm on th e subprimary level ; bu t m ore of a part is played her e
by th e overlapping instrumentation-flut e, oboe, clarinet . •

It is the very incompleteness of the rhythm which is primarily responsible for
turning measures 33-38 into an anacrusis (level 2b)- rather , in to part of an
anacrusis. To be sure, the monstrosity in the variant would be an anacrusis also,
because of its dominant ending. But notice tha t the variant is an an teceden t
phrase. Upon hearin g it , one would not anticipate a long wait before hearing the
consequent phrase desi gn ed to answer it . In the ac tual music, measures 33-38
are not an antecedent phrase. Try to imagine a consequent starting at measure
39, and you will see th at th e rhythmic difficulty-that of " answering" an in corn-
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plete rhythm-puts it out of the question. No, what we have here is a pure
ariacrusis;not a phrase from a formal theme. The theme, if one wishes to stretch
the meaning of the term; extends over the entire excerpt.

The passage we have been listening to turns out to be an anacrusis to an
anacrusis . Measures 39-42 are th e two upbeats of an anapest, the second upbeat
being continued in a syncopation which stretches through measures 43-44, so
as to lead to the heavy second-level accent beginning in measure 45. But this
accent, after being clearly shaped almost to the end of measure 46, loses itself in,
again, an incomplete rhythm of enormous tension which leads, in turn, to what
we expect to be an accent on the beginning of measure 50. Thus, measures 39-49
have gone the way of measures 33-38; that is, they have begun with a clear
rhythmic shape, but they have ended with an incomplete rhythm, and wh at was
going to be a rhythm turns into a part of a rhythm, namely, an anacrusis,

Before leaving this anacrusis, a comparison should be made between measures
39-42 and Example 134. Both passages contain echoes, but Wagner's echoes are
parts of upbeats; Chopin's are afterbeats. This difference comes about, however,
not simply through position, that is, through coming at the beginning of a group
rather than at the end of one. H armony is in fact vital in creating the differ ence.
Put in the simplest terms, Chopin's harmony is all tonic; Wagner's is all am­
biguous. Wagner has two diminished-seventh chords in parallel motion a whole­
step apart; they have no clear tonal function ; a sense of tonality first appears
with the augmented-sixth chord at the beginning of measure 43. In Chopin, all
has been reached; in Wagner, all is yet to be reached.

We think we are going to re ach som ething when we get to measure 50 of
Example 136. But, although the chord is the right chord, the dynamics are un­
expected.

First, about the chord; it is, of course, the same as the one introduced in
measure 35. We can see how right it is if we omit me asures 50-66 and go directly
from measure 49 to measure 67, after which we shall shortly hear the resolution
of this chord to the I~ which the harmony of measures 35-36 failed to reach. The
chord, then, announces what the goal of the large anacrusis will in part be like.
It also announces, however, that it is not that goal. It does thi s by its dynamics .
(Notice al so the subtle abs ence of tremolo in measure 50.)

Now, about the dynamics: if we look back to measures 29-32, we find, in the
top line, an introduction to the passage beginning in measure 33. The introduc­
tion is piano crescendo. The cre scendo leads to a sudden pianissimo at the be­
ginning of measure 33. This sudden pianissimo is in part responsible for our feel­
ing that something begins here . Now, when we arrive at measure 50 and find
that it is unexpectedly piano, we remember the previous feeling of beginning at­
tached to measure 33, and we have the feeling of beginning again. This feeling
is fully borne out by the fact that measures 50-66 are an almost note-for-note
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transposition of m easures 33-49. For the piano of measure 50 is both un exp ec ted
(in view of the restless fortissimo anacrusis which precedes it ) and prepared (by
the piano-crescendo-pianissimo of measures 29-33) . Furthermore, we can see
from this passage that tremendous tension is not necessarily associated with loud
d ynamics. The piano of measure 50, with all its attendant a ir of " h avi ng to go
through it all again," has the tension of delay, the tension of long lengths of time
being welded into a single group, and, by the time we have reached the end of
measure 66, we are aware that we have heard the two lar ge anacruses of an over­
riding a n apest on the third level.

No sooner have we reached measure 67, however, th an we realize that the
large ac cent itself begins with an anacrusis (level 2). T he fortissimo is there, and
th e chord of measures 34 and 50 is there, but the resolu tion is yet to come. The
anacrusis is built up by echoes (level 1) in measures 67-70 without any harmonic
movement. If we compare th is passage with th at in m easures 39-42, we m ay say
that they h ave a certain rhythmic similarity, in that both are upbeats in an
anapest . But th ere the simil arity ends. In the ea rl ier passage, the music is moving
somewhere, we know not where until we arr ive. In th e later passag e, we know
where we are going: we are going to a I~ chord- finally. The quality of the
tension is differen t here . I t is th e tension which arises from repet itions of a har­
mony th at is mobile and has a specific direction. Yet this tremendous ten sion is
capped , eve n at the very moment of its rel ease, by the powerfu l a ppoggia tura G
on the fir st beat of measure 71. And then, just as the G resolves, through G-flat,
to F, we are back where we started from in measure 33.

How is the goal of movement, th e I~ chord, to reach the d ominant on which it
leans? It cannot do so immediately, because on e cannot find release from excite­
m ent by pricking its balloon . Time is needed . And time is provided by means of
a series of echoes, decrescendo. These echoes con sist of truncated amphibrachs
on the primary level. That mu ch of the rhythm which is within measure 72­
th e' acce n t and th e aft erbeat-is rep eated three times in m easures 73-75 in suc h
a way th at the sequen ce of harmoni es-IV (measure 72), V (73), and twice I
(74- 75)-is created over a dominant pedal very low in th e horns, ea ch h armony
bein g preceded by appoggiaturas . Thus the accent itself trails off, to begin with,
in a n incom p lete rhy thm on the second level. The in completeness of th e rhythm
is em phasized by underplaying th e con tinuity on the su bpr irnary level. F~r, al­
though there is overlapping among the winds, which double the strings here, the
cha nge of string color is stri king, the str ing parts d o not overlap, and th e brea ks
between m easures are clarified; therefore one does not hear a series of pivoted
arnphibrachs, with th e afterbeat of one becoming the upbeat of the next, nor yet
a series of trochees, but rather a series of echoes of ends of arnphibrachs. The
violins, which play the melody starting in measure 71, are cut off at the end of
measure 72; there follow the viola s, entirely within measure 72; violins again in
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74; finally, the cellos in 75 are allowed to run over to the first beat of 76, where
theawaited dominant appears, piano. Notice that measure 75 echoes measure 74
exactlyin melody and harmony (though not in color and range) , and that there­
fore a small anapest is created on the second level with the dominant chord at the
beginning of measure 76 as its accent. In this manner, the second-level accent of
measures -67'- 76 begins, as did the large third -level anacrusis, with a complete
rhythm which is succeeded by an incomplete rhythm; only, this time the incom­
plete rhythm is itself succeeded by another complete rhythm at the end, so that
the rhythmic impulse may conclude with a final accent.

Two things remain to be noticed about this excerpt .
First, the amount of energetic tension which has been built up in a wavelike

fashion in the two upbeats (measures 33-49 and 50-66) on the third level is too
great to be released in the relatively short accent (measures 67--76) which fol­
lows . Yet more time is needed. If the reader will refer to the score, he will find
that the dominant pedal is sustained for a long time after our excerpt ends, while
over it the six extra horns play their hunting calls behind the scenes. There then
comes another wave-a receding one, as it were-made up of the same motives
as are to be found in the excerpt, whereupon the mus ic reverts to the hunting
calls over the dominant pedal. The subsidence lasts quite long, and its generally
static quality makes for a successful and much-needed anticlimax.

The other thing which must be noticed has to do with the relationship between
the goal chord (I~) of measure 71 and its chord of resolution (V) in measure 76 .
This relationship is unlike any to be found in all the previous examples in this
book, with the exception of Example 86 in chapter iii . If the reader will turn
back to that example (p. 69) he will recall that the accent on the third level
consists of an amphibrach which arises from pivoting. The accent of this arnphi­
brach falls on a I~ chord, and the succeed ing afterbeat con sists (on th e primary
level) of an iamb on the progression V1_I. Obviously, th e afterbeat consists
harmonically of the resolution of the accen t. But the chord of final resolution (I)
is sep arated from the accented chord (IV; it does not follow immediately. Now
im agin e this relationship stre tched in time so tha t severa l measures intervene
between accented , mobile harmony and resolution and return to Example 136.

H ere, we rep eat, the 11cho rd in m easure 71 is the (in itia lly) acc en ted goal of
motion, a goal, howeve r, which leans on a dominant, and th is dominant, which
is harmonically stable as compared to the I~ chord, is widely separated from it in
time. It has to be so separated because of the great stretches of time which go
into the anapest on the third architectonic level. But beyond that, the way in
which it is separated is appropriate to the pyramided grouping of the whole ex­
cerpt. In this pyramided grouping, incomplete rhythm has a prominen t role . In the
two third-level anacruses (measures 33-49 and 50-66) we have seen the im­
portance of incom plete rhythm in creating a feeling of motion toward a goal and
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in stretching the lengths. The third-level accent is, itself, an anapest in which the
anacruses consist, on the second level, of incomplete rhythms. And now we see
also that the second-level accent of measures 71-76 itself contains incomplete
rhythms which, however, are final1y allowed to give way (in measures 74-76) to
another anapestic grouping. In other words, th e rhythmic procedure is homo­
geneous throughout : although the fundamental rhythm is the amphibrach, the
fundamental shape is the anapest; and the fundamental means of stretching is
incomplete rhythm.

In the Wagner and Chopin excerpts, we have been examining the feelings as ­
sociated with anacruses, accents, and afterbeats, by analyzing cases in which
each of these aspects of rhythmic grouping is prominent either because of having
been stretched on the primary level or because of being observable on higher
architectonic levels. We have considered each of these things-e-anacrusis, accent,
and afterbeats-as phases of movement: movement toward a goal, goal of move­
ment, and subsidence of movement. We have described the feelings associated
with these phases of movemen t as varieties of tension and release considered to be
located somewhere between the "lyric" and " dram atic" poles .

The agitated mobility of the upbeats in the Wagner is succeeded by the dra­
matic mobility of the accents, and the upbeats themselves are increased in their
dramatic tension by their echoing afterbeats . Against this we may cite the serene
tension, the calm movement, of the anacruses in the Chopin Prelude, the calm,
releasing effect of arrival at a goal of motion in measure 9 of the first movement
of the "Jupiter" Symphony, and the characterizing mixture of lyrical afterbeats
with the dramatic melodic rhythm-s-dramatic because of the conflict-in the
Chopin Etude.

We have also examined some relationships between rhythm and dynamics:
the "normal" dynamics of the Prelude; the characterizing, dramatic dynamics of
the Etude; the unexpected-expected dynamics of th e Wagner, with their sense
of delayed arrival.

AN ACCEN TED REST

'We now turn to a case in which the relationsh ips among th e various factors
studied so far have such a startling result in the rhythm as to make it at the least
rare, and possibly unique.r'The example is the climax of the development section
in the first movement of Beethoven's "Eroica" Symphony (Example 137) .

Just before the passage to be discussed, two previously established rhythms
have come together (Example 138). The first of these (a), initially heard in
measures 45 ff., has an anacrusis made heavy because of temporal relationship;
the second (b), initially heard in measures 25 ff., has an even heavier anacrusis
because of its characteristic sforzandi. These two rhythms have established for
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the passage in question .~ prior organization-an end -accented one. But, when
we ge t to m easure 272, the grou ping is am biguous: is it beginning-accented or
end-accented? T he accent which previously followed the anacrusis (cf. Example
1 3~ b ) now occurs in a part of the tex ture separated from the part in which the
anacrusis appears, and the separation makes the expected end-accented group­
ing insecure-more accura tely, vividly potential-with th e result th at the accents
in the bass feel like fresh beginnings of incornplet ed rhythms, and the wh ole
passage u p to measure 280 becomes a n anac rusis of a lmost unbearable tens ion .
This effec t is heavily suppo rt ed by th e harmon ic m ovemen t: th e d im in ished­
seventh cho rd which is mob ile (but where is it going?) ; th e six-four chord whic h
is non-harmonic; and th e clangoro us seventh cho rd of m easures 276-79 the func­
tio n of which is analyzable on ly in retrospect, when we rea ch the domi nant of
E m inor in measure 280.
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And what does this anacrusis lead up to? Of ail things, to a rest-to an accent,
that is, which is unheard. It is this rest, this silence, which has been marked for
consciousness by the movement in the preceding measures. So intense is that
movement that this accent is expected to be powerfully stressed. The first beat
of measure 280 must be the loudest silence in musical literature ; one might say
that it is so unbearably loud as to be inaudible. This powerful accent then re­
bounds in the repeated string chords, decrescendo, of measures 280-83, as an
anacrusis to the E minor triad in measure 284 . Thereupon we hear a regular,
balanced, antecedent-consequent theme in, of course, an iambic grouping.

In this passage we may observe again that incomplete rhythm can help create
a long, intense anacrusis, and that ambiguity of harmony is a factor in building
tension; also that a mobile goal of movement (the first beat of measure 280 ) re­
requires time before it is succeeded by its goal of resolution, if it has been led up to

Ex..-\MPLE 139

by a long anacrusis. We may further observe here that the place where the most
stressed accent is expected is a rest, but that the accent, the goal of movement,
with the strongest attractive power in the passage (ind eed , in th e de velopment
section up to this point) is a piano tr iad (the E m in or triad on the first bea t of
measure 284).

The piano tri ad, which completes th e rhyth m in th is passage, sho uld be dif­
ferentiated from the piano chord in measure 50 of th e Tristan excerp t . T here , th e
piano ac cen t turned into a fresh begi nning of the same rhythm ; here, after com­
pletion of th e rhythm, a new one is in troduced . It shou ld never have astounded
an ybod y that the new rh ythm is of a new th em e: afte r th e in tense feeling of
going some place that arises from measures 272-83 (and wh at precedes them) ,
where could one possibly go unless it be to a place where one has not yet been?
This feeling of going some place, followed by the feeling of being some place
(measures 284-88), gives one a vivid example of th e rhythmic side of the dif­
ferentiation of passages according to function , which is such an important aspect
of formal progression in music.

It will no doubt have occurred to the reader that the movement from which
Example 137 is excerpted ends with almost the same rhythm, but fully expressed
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in sound (Example 139) . But this sat isfies us by connecting in retrospect with
the elec trifying climax in the development section ; it is not foreseen . For the
rhythm of Example 137 is complete; it requires nothing further to make it seem
finished. It is a moment of crisis, tonal and rhythmic, in the piece. But the crisis
is over wi th .the entrance of the E minor theme. The end of the movement, on the
other hand, is a moment of triumph. Clarity has replaced confusion. Instead of
the su bsid en ce of measures 280-83 we have the climbing anacrusis of measures
685-88 . What was broken h as now become positive . That is, within what is
fundamentally the same rhythm, we have two diametrically opposed characters.
Again, the connection between the two passages is one discovered in retrospect­
and it is one of the most brilliant strokes in the piece ; but there was no prospect
that th e defeat of the one passage would turn into the victory of the other.

SUMMARr EXAMPLE

Finally, in order to make clear by way of summary the most important prin­
ciples a pplied in this chapter, let us revert briefly to a previous example, the
Minuet from Haydn's "London" Symphony (Exam ple 140). In the individual
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EXAMPLE 140

rhy thmic impulse, th e pec uliar shape of the grouping h as, as we have seen, cer­
tai n asp ects, among th em accent, stress, tension, and th eir opposites . Altho ugh
th ese aspects are a na lyt ically separable, th e va rious notes of th e im pulse a re not
separable withou t d estroyin g the qua lity of th e sha pe as a whole.

This quality is of a completed rhyth mic, melod ic, an d usuall y h armonic m ove ­
men t which either im plies furt her such movemen ts or constitu tes a n end of
them . T he sense of mel od ic and harmonic mo vement is a functio n of th e rela­
tive mobility of individual not es and com bina tions thereof pec u lia r to th e p ar­
ticular style.

Each im pulse has not on ly a rhythmic shape wi th its center of gravity, its
accent, but also a melodic shape with its center, its main note or melodic goal,
and in non-monophonic music a harmonic shape with its center upon a main
chord . Each of these centers m ay be on its own scale of relative mobility, and
they frequently do not coincid e in time. But the melodic and harmonic aspects of
the impulse are part of its rhythmic shape.
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As we m ove from the individual impulse to groups of impulses, to larger
rhythms, the importance of melody and harmony in establishing th e rhythmic
feeling becomes even m ore clear.

Consider the second foot on the primary level in Example 140. The first foo t
has already established the rhythmic norm and the meter, and we know that the
second foot is a mi ddl e-accented grouping with a st ressed upbeat. The foot be­
gins with an anacrusis (B) wh ich moves toward the accented note (A) which , in
turn, is followed by an echo or afterbeat falling away from the accent. Within
the foot itself, the anacrusisis melodically and harmonically mobile and the ac­
cent and afterbeat are static. If we change the foot to read as in Example 141 b
we still have a middle-accented rhythm as in the original (a), but the kind of
movement is different because the an acrusis is of a special kind , an anticipation,
the accented note and chord are mobile, and the final a fterbeat is their resolu­
tion; accen t, and melodic and h armonic goals of movement, do not coincide. Or
change the foot to read as in c, and melodic center, h a rm onic center, and accent
all occur at differen t times.

EXAMPLE 141

In all cases , the A, whether accented or not, is the melodic center of gravity,
the D major triad the harmonic, and the second note the rhythmic. Notice that,
in a, mobility of m elod y and harm ony coincides with the stressed upbeat, and
accent and afterbeat are static; in b, mobility of melody and h armony coin cid es
with stressed upbeat and with accen t, but th e afte r beat is sta tic; in c, melody is
static throughout, mobility of h armony coincides wi th stressed upbea t and with
accent, a nd the afterbeat is static; in d, mobility of melody and harmon y com­
bines with u pbeat but is separated from stress, which occurs on the accent, and
the afterbeat is static; finally, in e, there is what one m ight ca ll a cr escendo of
mob ility- a nt icipa tion followed by accent- ind epend ent of str ess. The reader is
advised to conside r very carefully the cha nges of character which result from
these minute changes in, the relative positions of stress, m elodic mobility and
goal, and harmonic mobility and goal. In each case, the foot is an amphibrach,
but how d ifferent these arnphibrachs are!

Let us revert to Example 140. The A, though m elodically static within the
second foot, is mobile after the foot has been completed and has become part of
a series of feet . Indeed, the mobility of the A, from a hi gher sta nd poin t, has been
made clear within the first foot . In retrospect, after the first four measures are
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over, what has been accomplished melodically? Two things : first , the melody
has gone eas ily up the t~mic arpeggio from D to A and remained there; second,
me descending anacrusis of the fourth foot has set up the most likely direction of
melodic continuation, namely, downward. We expect movement downward
from the A to occur in what follows . And it does in the .next four measures.

Because of the feeling of implied movement toward something, followed by the
feeling that the goal of that movement is being reached, the first four measures
are an anacrusis to the second four and the first eight measures have the rhythmic
shape of an iamb on the third level. On the second level there is also a definite
rhythmic shape within the second four measures, that of an anapest.

Now, although the general sense of tension-what one might call the feeling
tcne-is not very high in this piece, the first four measures have a relatively high
tension , be cause of the feeling of suspended but anticipatory motion which arises
from the initial arpeggio followed by the centering of motion upon A and the
tonic triad . This is subtle tension, when compared with that which arises from
measures 67-70 of the Tristan exc erpt, but it is there. And the melodic and har­
monic movement of measures 5-8 of the Minuet satisfies us by completing the
anticipated movement.

The lengths of the rhythmic groups on higher architectonic levels in this piece
-two measures, four measures, and eight measures-are not ac cidental. In
most, perhaps all, styl es th ere are lengths of time in which the various significant
segments of the music tend normally to take shape as rhythmic groups, and
groups of groups. This fact is an aspect of form. And it is to form and matters
connected with it, and their relationship to ' rhythm, that we turn in the next
chapter.

EXERCISES

I

A. Analyze Mozart's "J upiter" Symphony, first movement, measures 1-1 9, on all
architectonic levels. What changes occur in rhythmic organiza tion as a result of
changes in melodic movement, harmony, orchestra tion, and other musical clemen ts?

B. Analyze measures 78- 93 of the fi rst movement of Schubert's C M ajor Symp hony.
Write a brief essay discussing the rhythmic structure of this passage and its relati on­
ship to the other elements of music.

C. Make a rhythmic analysis on all architectonic levels (including the subprimary) of
measures 1-25 (first beat) of the first movement of Bruckner's Symphony No.7.
Write an essay discussing the anacruses on various architectonic levels in this passage.
What must be done in performance to insure that. these anacruses will be heard as
such? For instance, what would happen if the grouping on the primary level at the

beginning were interpreted thus :,Jo JIJ J JJ 10 l,Jo?
_ ~~IV -,
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D. Analyze measures 1-36 of "Grillen" from Schumann's Fa ntasiestiicke . In an essay
discuss the confl ict of accents between voices in measures 1-24 and the opposition of
different rhythmic organizations in measures 25-36. In what ways docs the rhy thmic
organization affect the character of th e piece? What role does the title of this piece
play in your interpretation of these rhythms?

E. Analyze meas ures 2"58 (last beat) through 317 of the first movement of Tchaikovsky's
Symphony No.6. Write an essay comparing this passage with those from the " Eroica"
Symphony and Tr istan und Isolde analyzed in this chapter .

II. Usin g the first eight measures of Brahms's Intermezzo Op. 116 No. 6 as a model,
compose a series of var iants which, though involving changes in melody, harmony,
and dynamics (including str ess), do not alter the rhythm of the pr imary level. Be
prepared to d iscuss in class the effect of these changes upon the character of each
variant.



RHYTHlvl,
CONTINUITY,
AND FORM

Let us say th at a musical them e is ar ticu la ted in to three p arts , two measures,
two m easures, a nd four measures in length, respectively. W e are talking about
the phrasing of th e theme. Are we also talking abou t rhythm? Or let .u s say that
a whole piece or movement is articulated into four parts which , traditionally, we
label A AB A . We are talking about the form of the piece or movement. Are we
also talking abou t rhythm?

RHrTHM, FORM, AND M ORPHOLOGICAL LE VGTHS

In order to answer th ese qu estio ns, the read er is asked (for the last time in this
book) to begin by examining a trad ition al tune-" Au clair d e la lune" (Example
142) . It is on the second architec tonic level th at th e structural pa ttern of the
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EXAMPLE 142

tune is established . The opening m ot ive is two me asures long. The second mo­
tive, which is clearly related to th e first and complements it, serves to confirm
the two-measu re length as the unit of orga nization . And so on throug hout.
Structural len g ths of time such as th ese wi ll be called "morphologica l lengths."

Just as the re are hierarchies of rhythm in a piec e, so a re th ere h ierarchies of
morphological length. The mo vem ent away from the G in m easure 1 of our tune
imparts a melodic mobility which, combined with the greater length of th e ac­
cen ted B in measure 2, causes the first two me asures to group as an iamb. But th is
iamb ends on th e mobile note A and thereby assumes the character of an
anacrusis on the third level. The two two-measure lengths become a four­
measure length . So far, then , in talking about phrasing we are also talking about
rhythm. For 2 + 2 = 4 here means that on the third architectonic level th ere

744
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is an iamb. But notice that the phrasing 2 + 2 = 4 does not necessarily imply
an end-accented grouping; it ·could just as well be associated with a beginning­
accented one (see Example 90, level 3); or, as we shall see (in Examples 143 and
144b), with the upbeats of a longer, anapestic one.

The first four measures of our tune ar e rhythmically and melodically com­
plete, or " closed off ." W e anticipate that more music is to come, simply because
tunes in our culture do not tend to be this short . But we have no notion of how
the tune will continue except for: the vague one that there will probably be some
obvious connection between what we have heard and what we are about to hear
and except for the clearer one that the already established morphological lengths,
2 + 2 = 4, are likely to continue.

The actual continuation, of course, is a mere repetition, emphasizing the
closed-off quality of the first four measures by means of an echo. In retrospect,
therefore, the rhythmic shape of the first eight measures is that of a trochee on
the fourth level. In this case, 4 + 4 = 8 means a beginning-accented rhythm.
But it will be unnecessary here, certainly, to go through th e steps of showing that
measures 9-16 are also, morphologically, 2 +2 = 4, 4 + 4 = 8, an d that
4 + 4 = 8 means, in this case, an end-accented rhythm .

Let us im agine that we are hearing "Au clair de la lune" for th e first time, and
th at we have arri ved at the end of th e first eight measures . What do we know
about th e rest of the tune, and what do we [eel about th e rest of the tune?

We must pause here and exam ine the difference between knowledge and feel­
ing in this sort of situation . Think, for example, of the usual minuet and trio of
the classical symphony. When we reach the end of th e minuet, we kn ow that we
are about to hear the trio, unless the composer is playing tricks on us . But the
minuet is closed off. The melodic, harmonic, and rhythmic issues which have
been raised during th e cou rse of th e minuet have been resolved. There is no de­
ma nd for more mu sic. That is, th ere is no feelin g that th e music has to go on in
order to ar rive at a goal towa rd which it has been pr essing. There is simply the
knowledge th at m ore (a nd different) mu sic is about to follow. If, as in Mozart's
Q uin tet in G M inor, th e trio turns out to be mel od icall y connec ted to th e
minu et, we ar e surpr ised .

Now, a t th e end of measure 8 in " Au clair de la June," we know, for stylistic
reasons, that we are almost certainly hearing a tune in the form A A B A, but
t here is no feeling that the melody must move on in B to a particular goal. The
tune has no mobility left in it at this point. The situation is similar to that at the
end of measure 2 in the first movement of the "J upiter" Symphony: on the high­
est architectonic level perceptible at that point, nothing has yet happened in the
music. We know that something will happen, that movement will occur, but
there is no direction of movement established which causes us to feel that some­
thing particular must occur.
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When we arrive at the end of measure 12 in our tune, however, we not only
know that A is going to be repeated ; we also feel that it has to be. This is anoth er
~ay of saying that measures 9-12 are an anacrusis to a particul ar accen t or goal.

In this case, then, the form A A B A is not one rhythm but two. Or, in terms
of morphological lengths, (4 + 4 = 8) + (4 + 4 = 8) is two rhythms; and the
rhythms are different : the first is a trochee and the second is an iamb. But the
whole tune is not a rhythm, though it is a form. In an other case, the form A A B A
might well be one rhythm (see Example 115) and th en rhythm and form would
be the same thing . Whether or not this occurs d ep ends upon th e actual move­
ment and im plica tions of movement in the music.

For instance, if we rewrite the tune as in Example 143, th ere is established on
the fourth architectonic level , by the end of measure 8, a d efin ite melodic move­
ment from G to A (secondarily from B to C) which we feel must continue to B
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EXAMPLE 143

(and D) and return to G in order to form a com plete gr oup . At the end of
measure 8 of this version, we feel more than know; we are in a group rath er than
at th e end of a part. A A B A is a rhythm. And 4 + 4 + (4 + 4 = 8) is both
a form and a rhythm.

We must conclude that a form may be a rhythm, but that no form is necessarily
a rhythm. Alfred Lorenz, who contributed. more than one valuable tool for
musical an alysis, maintained that form was macro-rhythm (Grossrhythmik) .! It is
often the case with important insights in to th e nature of music th at on e can
eas ily go astray by d en yin g th eir valid ity becau se they are found no t to be uni­
versall y true. It is mu ch mo re likely that th ey ar e part of an as yet undiscovered,
more comprehensive truth. A form often is a rh ythm , and it is most certainly
stu ltifyin g to thi nk of form as a static th ing. It is not too much to say th at this
bo ok would no t have been what it is witho u t Lor enz, in spite of th e fact that his
co nclusions are no t accep ted in toto. Incid en tally, this book, or any book that
d ea ls wit h rnciod ic analysis, h as been influenced by Heinrich Schenker ." O ne
d oes not have to acce pt a who le gospel in ord er to learn from it. I t is probably
very rarely, if ever, true that a method of musical analysis is wh olly wrong. It is
often true that it simply goes too far .

W e may also tentatively conclude that morphological len gths tend to be sym­
metrical: that, for example, two measu res of anacrusis will tend to be followed
by two measures of accent in an iambic rhythm ; or that two two-measure
anacruses will tend to be followed by four measures of ac cent in an anapestic

1 Das Geheimnis der Form bei Richard Wagntr (Berl in : Max Hesses Verlag, 1924), Vol. 1.
! Der freie Sate, ed. and rev . Oswald Jonas (Vienna: Universal Edition , 1956).
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rhythm. But we have no right-at least as yet-to conclude with Riemann" that
any other kind of phrasing implies a len gthening, a compression , or a suppression
of symmetrical phrasing in morphological lengths of powers of two . Here is
another case in which it is far too easy to throw out the baby with the bath
water. For what Riemann observed was the norm in the phrasing of that kind of
music the chief ancestor of which is the song and dance . To see th at this is th e
case, all th at one has to do is to suppress measures 9-10 in Ex ample 142, or
measures 10-11 in Example 143 ; the result is not antimusical, but it is felt im­
m ediately to be " odd" or " specia l." Of course, Riemann felt also th at all grou p­
ings by measures were end-accented, and his readers are often disturbed by th e
con tor tions he is at tim es forced to go through in order to mak e end-accen ted
rhyth ms; yet end-accented rhythm on the measure level is certainly more corn ­
man than not, especially at the end of a piece.

Suppose th at we change the first four measures of th e tune into the first fou r
measures of Example 144a. We now have an anacrusis demanding, normally,
a. b .
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EXAMPLE 144

four more measures to close off the larger grouping, a nd the form A A' be­
com es iambic. Or suppose that, as in Ex ample 144 b, we repea t the first fou r
m easures -.We should have a 4 + 4 anacrus is requiring a m elodic con tinuation­
an accented phrase-eight measures long, if the morphological len gt hs are to
rem ain normal; he re , th e lengths, 4 + 4 + (4 + 4 = 8), a nd th e Jorm , A A B ,
are in rhythm an an apest.

Form, then, may coincide with and be a rh ythm, or it m a y not. And in the
kind or mus ic represented by our tu ne , morphologica l lengths are normally
sym metrical : that is, the length of an anacrusis or of an after bea t is normally
equ al to the len gth of an accent, on the hi ghest level.

CONTINUI Tr AND FORM

Now form is one kind of continuity. Continuity in m usic is the sense of connec­
tion between anyone point of time in a piece and the nex t point of time. Put in

S Hugo R iemann , System der musikalishen Rhythmik und M etrik (Leipzig: Breitkopf und Hartel,
1903).
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a m ore gene ral way, if, whi le listen ing to a piece, you feel that there is going to
be more music than y ou have already heard, the pie ce h as continuity. Con­
tinuity ex ists on all architectonic levels, and it arises now from melodic or har- .
monic mobility, now from rhythm, now from form, and often from a combina• .
t ion of som e or all of these.

In Example 142, the continui ty between th e two hal ves of the tune arises from
form only. In Example 143, th e con tinuity be tween the two halves arises from
m elodic an d harmon ic mobili ty , from form (incl uding its aspe ct of morpho­
logical lengths) , a nd fro m the resulting rh ythm. The same thin g is true of both
a and b in Example 144 . But th is is to speak of " Au clair de la lune" and the
d istortion s of it on ly from the h ighest architectoni c level.

O n lower levels , the temporary cessat ions of movement repre sented by the
wh ole-not es are quite prominent. That is, none of these tunes has strong im­
mediate con tinuity, as we may call it ; many pulses are suppressed .

Suppose that we alter the tune as in Example 145 in order to give it more
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EXAMPLE 145
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EXAMPLE 146

obvious and im med iate continuity. The results m ay be surprising, inasmu ch as
th e ins erted " Iinks' Yha ve no real effect on the phrase rhythm . They seem to be
parenthetical (as ind icated in the ana lysis). T he listener feels just as strongly as
he did while listening to th e origina l tun e that th e first phrase ends on G , that
th e second begins a nd ends on G, an d so on. Continu ity is an al ytica lly separa te
from phrase rhythm , th ou gh the two m ay coinc ide .

An even more surprising effect resu lts from overlapping phrases, as h as been
d one in two cases in Exam ple 146. Here, the first G in m easure 4 is simultaneous­
ly the end of the first phrase and th e beginning of th e second. Paradoxically,
movem ent sta r ts and stops in one note. Notice, however, that the morphologica(
len gths are really alte red : the sense of entering a new len gth of time at the be­
ginni ng of measure 4 is sufficien tly strong that we feel the first seven measures
to be reall y the sum of 3 + 4 rath er th an 4 + 4 with one measure in common.

The ca se in m easure 11 is somewhat diffe rent. Here, one phrase end s on D
(bu t th at not e is allowed insufficient time) a nd the next starts on G in 'such a way
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that its beginning seems to have been omi tted. Immediate continuity has been
obtai ned at the price of bein g ludicrous. And the mind is confused about the
phrasing, as it was not in measure 4. This is a fake overlapping. Does seven result
here from 3t + 3i? What happens in measure 4, however, is a familiar oc­
currence .

We have tr ied both links and overlappings as means of increasing immediate
continu ity and h av e seen that they do not reaIly affec t rhythm, except insofar
as overlappings affect m orphological len gths. But sup pose we try in terru p ting
continu ity. Wil l th is affect rhythm?

A case of interru pted continui ty that comes readily to mind is found in the
classical concerto, in which the resolu tion of a I~ chord on to a V chord m ay be
de layed for several minutes by the insertion of a cade nza. The effec t of this kind
of in ter ru ption (a nd of sim ilar kinds ) is pe rhaps eve n m ore surprising th an are
the effec ts of links and overlappings. For two things happen . First, suspense re­
sults, and suspense intensifies whatever continuity there m ay be . It may be
several seconds aft er th e lightning flash that the sound of thunder reaches our
ea rs, but when we see th e lightning we kn ow the thunder will foIlow . Second,
there is a certain unreality abou t th e in terruption. It is not part of the " real" piece,
whic h will resume as th ou gh nothing h ad happened whenever it is allowed to .
In on e sense, of course, the cadenza is par t of the piece because we expect it to
be there ; in another very real sense , however , it is not. T here are somewhat
an alogous cases in both a r t a nd litera ture. A pain tin g is supposed to have a
frame; the frame is not part of th e painting-but it is. A story wi th a frame­
for example, a pl ay with in a pl ay or a no vel with a flash back-includes and d oes
not include the frame. Extraneous comic interludes are and are not parts of a
serious pl ay. A ba llet in an opera does and does not belon g to that opera. An d
so on .

We may test this by performing a fina l operation on " Au cla ir de la lune"
(Exam ple 147) . Here two insert ions have been made.

Notice first , in Example 147a, the effect of resuming in measure 8 an activity
which stopped in measur e 4. Vi c still rel ate, both melod icall y and rh ythmically,
measur es 8- 11 to measure 1- 4. In fac t, we group th em together in spitc of in rer ­
vening measures. Further mor e, we are more aware of m orphologi cal leng th in'
the real tune th an we are in tae interruption , whi ch in effect is som ethi ng like a
compo sed fermata , a delay. And we may say the same thing of m easur es 12-21 .
O ur sen se of grouping has not fun damen tally altered ; it is only that delay has
been in troduced . This delay m ay be eas ily increased. For instance, substitu te the
three m easures in b for m easures 16-17 in a. Or tak e the last note of b and add
a coloratu ra cadenza to it before resuming the tune a t m ea sure 18.

Then notice that no matter what m ay be the case on the low est architectonic
levels, on th e highest level the inser tions do not group . There is no accent. Every-
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thing is anacrusis. There is no real rhythm. The inser tions in th e example are in­
"i:om plete rhythms. The reader may feel that the last three no tes in measure 7 .
(or the corresponding passages in Example 145) find th eir accent on the first noi~

of the next measure. This may be true on the subprimary level-perhaps evens
- on the primary on e--but cer ta in ly on th e highest level th ere is no group of which '

any of th ese inser tions is 3. part. This is precisely because they are insertions. They
in terru pt a group, the ch aracter of whi ch has already been established . In Ex­
ample 147a, for instance, we know that measures 1-4 will be followed by an
afterbeat, not by another accent, which measures 8-11 would become if the
interruption were an anacrusis to th em ; and we know that the anacrusis of
measures 12-15 will be followed by th e ac cent of measures 18-21-this for formal
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EXAMPLE 147

reasons- not by ano ther anacrusis, which" would make the who le shape of
m easur es 12-2 1 th at of an anapest, and th e shape of those mea sures is clearly not
that; the difference in motivic m ater ial be twee n m easures 12- 15 and m easures
16-17, as well as the differen ce in length, rule it au t. Simplicity favors th inking
of these incomplet e rhythms as composed fermatas, as del ays.

It m ay be objected tha t because our tune is a fam iliar one: insertion s ca nnot
help bein g obvious as such. Indeed, m any a well-known tune, such as " Aloue tte"
or " T he T welve Days of Christmas," actually starts as a pair of phrases bet ween
which longer and longer insertions are made as the song goes on and we can
hardly think of th ese insertions as being parts of the tune, th ou gh they are parts
of the song. Let the read er think of th e first movement of Beethoven's Sym phony
No.7. Does he not feel th at the real beginning of the exposition occurs only when
he hears the m ain th eme, and that the reiterated E's (and, later , C-sharps and
A's) are introductory and are not in the same sense part of th e piece? We shall
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have an opportunity la ter on in this ch ap ter to examine incomplete rhythm more
carefully.

Before we leave our tune, one more thing about it needs to be pointed out.
There are only two (very similar) rhythmic motives in it, and each of them is
exactly two measures in length . Repetition of these motives, then, establishes and
maintains meter. The morphological lengths are measured by these motives. Not
all music has this coincidence between length of motive and morphological
length. But before we analyze a piece in which this fact is demonstrated, let us
revert to Chopin's Prelude in E-f1at in order to exam in e within a larger scope
the interrelationships among rhythm, continuity, and form. 4

In the discussion of this piece, measures 1-16 will be referred to as A, measures
17-32 as B, measures 33-49 as A', and the rest of the piece as the " coda."

As is so often true of pieces with a powerful homogeneity of character and
thematic material, the immediate continuity of the Prelude is high. The con­
tinuity of the triplet figure on the subprimary rhythmic level is not broken until
the last three measures, except in measure 32; where strong continuity is pro­
vided by the harmony; on the third beat of th at mea su re there is a dominant
which demands movement to the tonic which begins m easure 33. Furthermore,
the rest at that point serves to emphasize the impending return of A as A' , an
e.vent we have been an ticip ating since A closed in the d ominant key in measure
16.

The rhythm on the primary level also provides contin uity. It consists char­
acteristically of stretched amphibrach s which fit the meter. That is, all the groups
start on the third beat and end on the second . The feminine ending of this char­
acteristic rhythm makes it look ahead to an end-accented rhythm which does
not occur until the cadence of A' (measure 49) , so that there is constant forward
motion in the rhythm. (T he tr an sition from middle-accented to end-accen te d
rhythm is mad e by me ans of p ivoting, as Can be seen by consulting the analysis
of m easures 45-4 9, prim ary level.)

The mobility of me lody and harmony is high . T here is no authe ntic caden ce
in E-fla t un til the end of A', wh ere, also for the first time, the mel od y comes to

res t on the ton ic.
The form is one wh ich , alo ng wi th the factors already m en tioned , provides for

con tinui ty of movem en t. It is a favor ite wi th Chopin (and , among others, wi th
Brahms), and combines the principles of ternary structure with those of binary.
The initial section (A) is not closed off tonally as it is in the normal ternary form,
but instead modulates, as in the anteced ent of a binary form. The intervention of
a contrasting section (B) , which delays the expected consequent, insures formal
continuity.

4 The Prelude is printed on pp. 185-87.
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In this piece, B is so like A in motive th at the form A BA'-were there no
coda-would become a large iamb the accent of which was itself an iamb. But
by the end of A' we are aware of another factor which demands the continuation
into a coda. This factor .is the one of morphological lengths.

In spite of the slightly agitated air of measures 29-32, brought about by the
metric conflict which almost comes to the surface in that passage, the piece is one
of great serenity, and it demands a sense of balance . No disproportion would fit
the mood . The anacrusis of measures 1-16 (see analysis below) is too short for
me accent of measures 17-49. To end at measure 49, the transition from middle­
accented to end-accented rhythm having just been made, would be too abrupt.
In a piece with a different character, a bruptness or d isproport ion or both might
have been desirable, but not here. Therefore, more time is needed to make the
elements of unaccent balance those of accent in length . There is a coda, and the
form becomes an amphibrach (on the fourth rhythmic level) the accent of
which is an iamb.

A BA' Coda
~

v ,4. IL'-./ -'

In the cod a , the two rhythms on th e primar y level are combined b y pivoting.
And, as a coda to th e coda, measures 66-69 do for th e end-accented rhythm
something like what measures 29-32 did for the middle-accented one, except
that they do it in tranquillo , with the harmony tied down to th e tonic and ending
with a diminuendo. The cod a's coda has in turn a coda, the two chords of
measures 70-71.

The phrasing, as set forth in the following 'table in terms of morphological
lengths, should be compared with the analysis under the score, be ca use such a
comparison will make quite clear the in terconnection among form , rhy thm, and
contin u ity, as exemplified in th is piece.

A

B

A'

Coda

4(3+1)+ 2+ 2 =8
4(3+ 1) +4 =8

2+2 + 4 = 8
2+2 +4 = 8

4(3+1)+2 +2 = 8
4 closely link ed with 4( + ) = 8( + )

2+2 + 4 = 8
2+2+4=8

4
2

It is not strange that the rhythms of A and A' should be so mu ch alike, but ft
is interesting that those of B a nd the coda are. B is a passage of tonal movement
and of upward melodic striving; the coda stays close to home tonally and has the
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melodic function of again bringing th e mel ody down to the ton ic. The passage in
measures 66-69 h as already been compared with the one in measures 29-32. The
relationship between th e first sixteen measures of th e coda and B is similar: com­
pared with B, the coda is tranquillo; it is a genuine afterbea t .

In thi s piece rhythm and meter ar e almost always at one, as they al ways are in
" Au clair de la lune." Again, rh ythmic groups an d morphological lengths co­
incide. In th is case rhythm measur es, excep t in the passage dur ing which th e '
change of rhythm occurs (measures 45-49) . And the effects of mel od y, harmony,
and form can all be made subject to th e summarizing influence of rhythmic
analysis.

THEMES, N ON-THEMES, AND CONTIN UITY

But suppose rhythms are more var ied? Suppose the lengths of the groups are
not compatible with the number of puls es in a measure? How will phrasing and
other aspects of form fit with rhythm th en ?

We have dealt with a simple tune, and th en with a relatively simple p iece. We
now turn to the first movement of Beethoven 's Symphony No.8, in order to
observe in the exposition of that movement the va rious factors that have so far
been interrel ated and to see them all in a d ifferent light. Before going on we must

- firmly establish a d iffer ence in form al con ception between a work such as the
Chopin Prelude in E-flat and a movement such as the one by Beeth oven , part of
which we are about to consider.

The differen ce hinges upon the notion vaguely expressed by th e word " th eme."
In conform ity with what appears to be th e mos t comm on practice, "theme"
will be used here to mean a mu sical idea sufficien tly complete in itself that if it
were removed from its surr ou nd ings it wou ld make sense as an ind ivid u al, small
piece. Of cou rse, the kind of sense a theme would ma ke when heard out of context
is not identi cal with th e kind of sense it makes in context; the point is that a

_theme can be viewed as a diminu tive but complete piece . Thus, a fugue su bject
is not a theme; a m otive such as the first four no tes of Beethoven's Symphony
No.5 is no t a th eme; an d so on. The fugu e su bject, the motive, and the like, are
not lacking in shape-they are recogniza ble in th eir individuality-but one can­
not think of them as little pieces wh ich happen to be imbedded in larger pieces.
They are more like seeds of pieces ,

To avoid misunderstanding, it should be pointed out that th ere is suc h a th ing
as an incomplete theme. Think, for examp le, of how Mozar t' s fam iliar Sym ­
phon y in G M inor begins. We first hear half a th em e, a passage ending with a
strong semi-cadence. This half is an " antecede nt," an d we anticipate a "conse­
quent" which will close on th e tonic and complete the th eme. But no sooner has
the anticipated consequent started than it is deflected from G minor to B-flat
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m ajor; new material is introduced, and the theme is never finished . And there
are other varieties of " n ear-th emes," as we m ight call them. We shall meet with
one shortly.
• Now, the Prelude does not have a theme; rather, it is a theme (or, if one in­

sists, a theme plus a coda). The first movement of Symphony No.8 contains
themes. It also contains passages which are not themes or parts of th emes. It is
everywhere motivic, but it is not everywhere thematic. Let us first investigate the
rhythmic consequences of th ese facts .

The movement begins (1-12)" w~th a theme in three phrases. The first phrase
is an antecedent which is inc ompletely complemented by the second . The move­
ment from tonic harmony to dominant in the first is answered by a movement
from dominant to tonic in the second, but the sharp end-accented cadence (4)
is in strong contrast with the gentle middle-accented one (8). The third phrase
(9-12) is the real consequent of the first (cf. 190-97). The movement, then, be­
gins with a twelve-measure accent, for a theme (or a series of themes) is a place
of arrival or of departure, a goal of motion or a home base away from which
motion is about to occur.

The next phrase (13-20) is al so a theme-this time with an anapestic shape.
But it is of a different kind . It h as an affirmative, conclusive fun ction, like a
codetta. It is melodically cen tered on the tonic, F, and its sequence of harmonies
(I-IVLII~-V-I) is cadential. It is an afterbeat of the opening theme . Imagine
it repeated without change and followed by two more m easures, each with a
tonic triad on its first beat. Does it not sound like th e end of a sect ion or of a
movement? It does start to repeat (21 ff.) but soon br eaks down into fragments
Or! a harmony without specific d irection. The F-A-flat-B-flat-D chord is no t a
dominant of E-flat in this un compromisingly " F -ish" cont ext . It is a mobile
chord wi th out specific di rect ion . The afte rbeat the me has turned in to an upbeat
passage--bu t an upbeat to wh at? When the harmon y moves to a dominant of
D (34), the goal of movem ent is in part clear. It is something in D . The mod e is a
surprise (38), for the expected m od e was minor. In retrospect, th e A-flat in the
harmon y of the previous passage (24-33) is in terpreted as a G-sharp in an au g­
m ented-sixth chord.

The wh ole section fro m the end of the ope ning th eme d own to the ent ra nce of
D major begins as a theme but continues, through fragme nta tion, as a non­
theme; it begins as an afterbeat but becomes an upbeat . The upbeat, of course,
we expect will lead to an accent-in other words, to a th em e. And, as the violins
start out in D major (38-41), a theme is what we are a pparen tly he aring. It is not
a theme for long, however, because its tonality is unstable. The h armony is on the

5 In this discussion, the numbers in parentheses refer to measures. The score is printed on
pp. 188 fl'.
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move from D to C (42-45), in which key the melody starts to repeat. The accent
which we thought we had reached has turned into an anacrusis,

Notice the play with the appearance and the reality of theme so far . The
movement begins with a real theme, a sport (we might say) in the antecedent­
consequent family. It continues with what appears to be a codetta theme of the
self-repeating family. The deflected repeat, however, causes the appearance to
break down and reveal the anacrustic reality. Next comes another apparent
theme-again of the antecede~t-consequentfamily-which, in its turn, is re-
vealed as an anacrusis , .

We now reach a passage wh ich is non-thematic from the start (52-69). It is
dearly a passage of harmonic movement with the function of establishi ng the key
of C major. In rhythmic terms, it is an anacrusis to a C major accent. And this
time, the theme is a theme (70-90), an accent.

This theme is of the self-repeating family, with each half containing sharp
contr ast. It will pass the test of standing on its own feet if removed from its con­
text, although its feet will not be very stable. This is because of the violent nature
of the contrast here, a contrast in dynamics, in melody, and especially in meter.
The metric contrast would let us know, IT we heard this theme out of context,
that it is of some later-in-the-piece variety. It could not begin a movement. In
context , however , it is definitely stable; it is a place, a goal of motion, an accent.

Like the opening one, this theme has an afterbeat or codetta (90-103). The
codetta is melodically allied to the theme. Compare the movement E-D, F-E of
the theme (70-71 and 80-81) with the same fundamental movement (in different
rhythm) ~f the cod etta (90-92). The by now familiar process of change into an
anacrusis occurs here too . It is the added B-flat in measure 103 which makes this
change defin ite. The conversion of the last four measures of the exposition (100­
103) into an anacrusis has important 'conseq uences in the development section,
as we sha ll see in the next chap ter.

Broadly speaking, form in th is exposition is an aspec t of differentiation among
p assages accord ing to function : theme, codetta, passage of movemen t, and the
like. Rhythm follows function . The continuity which arises fro m a play with func­
tion is clear. We wish to hear th emes, and our wish to hear th em is guided by the
force of tonality with in the very gene ral ized scheme of sonata form . But there is
another important sou rce of con tinuity here, and it is to th is that we now turn .

Wh at of morphological lengths? The opening theme falls within normal
lengths, 4 + 4 + 4. The important word here is " within." For it m ay be said
quite baldly at the star t that themes are completed within morphological
lengths but that non-themes are not, unless they have a coda function. The sig­
nificance of this statement will become apparent as we go on.

The next theme (the codetta, or whatever one wishes to call it) is regularly
constructed, 2 + 2 + 4, and so might be supposed to fall within its morpho-
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logical lengths, but it does not. For while the first violins are playing the last
note, F, of the opening theme (12) , the second violins and violas are starting the
accompaniment of the new theme. This new theme does not overlap melodically
with the previous theme, since it does not begin until the next measure (13) , but
it does overlap in accompaniment. As this accompaniment begins (12), we can­
not help feeling, quite simply, that something new has started . This new some­
thing is a morphological length.

The new morphological length (12- 19) begins on an accent, the final one of
the end-accented opening theme. The new theme (13-20) is end-accented on the
measure level, as was the old. Therefore, the accents continue to fallon the even­
numbered measures, but these measures become, starting at measure 12, the odd­
numbered measures in the morphological length. This means that the end of the
new theme (20) comes at the beginning of a new length, and a power-ful kind of
continuity has been established. The new theme cannot be completed within its
own length, for its length overlaps the length established by the accompaniment.
Notice the reinforcement of the beginning of a new length in measure 20 by
means of the sustained wind chords and the drum rolls.

In short, an end-accented rh ythm is combined with beginning-accented
morphological lengths. This mean s that, no matter how conclusive the theme
may sound in melody, harmony, and rh ythm, the music will be pushed forward
with great force by accompaniment and orchestration, because the end is at the
same time a beginning.

This phenomenon can be profitably regarded as a metrical one. As was
pointed out in chapter i,6 meter exists on several levels , although the kind of
notation in use at Beethoven's time limits the apparent number of levels. The
passage we have been con sid ering firmly establishes a duple meter on the
measure-t o-measure leve l. And we are sho rtly going to be made quite conscious
of th e fact th at a measure may be reduced to the status of a beat.

For the sake of clarity, let us review the first twenty measures me trically on
the m easure-to-measure level. We begin with a rhy thm which goes across the
bar lin e of a 2 X t meter : 6-1, ?- 1, etc. The no te F in measure 12 is, th us, on
a down beat. If the rh ythm here is to behave in a normal fashion, as was th e case
in the Chopin piece, thi s F will be the end of something . But a new idea, the ac­
companiment in the second violins and violas, starts in a rhythm which stays
within the bar lines: 1-6, !-~, etc . Therefore, although the new melody (13-20)
continues to move across the bar lines, it cannot come to an end, because the new
accompaniment begins again.

Once the existence of meter on a higher level than that indicated by the time
signature is clear, it is easy to notice the phenomenon which we shall call " re­
duction to meter"-the phenomenon, that is, of reducing a measure to the

• See pp. 4-5; also pp. 109-15 .
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status of a bea t. This is observable in the passage starting in measure 28. In this
passage each measure begins with an accented D, and these D 's force them­
selves on the attention by their regular recurrence, so that one subconsciously
counts them. If, for analytical purposes, we count them consciously, we do so as
follows (28- 33) : 7 2 3 4 7 2 (empty me asure) . Going on (34-38), we count
7 2 3 4 7 (beginning of D m ajor " theme" ). Notice that the measures as metric
units are so well established that the end-accented rhythmic figure which is the
motivic substance of the pass age has lost its upbeat at the end of measure 33.
This 10 55 signalizes the beginning of a new morphological length, a new higher­
level measure, at measure 34. The reader should test this statement by altering
the music to read as in Example 148. He will see that the rhythmic figure is not
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EXAMPLE 148

Allegro vivace e con brio (40) ~
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EXAMPLE 149

functioning as such a t all; it is a mere unit in the real rhythm, which is proc eed ing
on the measure level. More accurately, the accent of th e rhythmic figure is the
unit, the beat, in the real rhythm; a ch ange of harm ony and a shift to a new
length uch as we find at th e beginning of measure 34 becomes awkward ly un­
clear by pretending, as in the example, that the end -acce nted motive is the psi­
mary rhythmic fact of the passage . The primary rhythm has no accent. It is an
incomplete rhythm. This inco mpleteness is the rhythmic aspect of reduction to
meter.

The importance of the measure as a metric unit in this piece is amply illus­
trated by the passage which follows (38-51) . In the first part of this passage
(Example 149) the rhythms begin by fitting the measures (as in the Chopin
piece). But when we reach the high A (41) this is no longer the case . The A
enters too soon. Indeed, from that point on through the next four measures,
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where do the rhythms begin and end? Although we cannot answer that question,
we have no doubt at all about when the measures begin and end. Put in another
way, the lengths in this passage are clear in terms of measures, but not in terms of
fust-Ievel rhythms (except at the start). There is a tendency, not for feet to
measure (as in the Chopin), but for accents (or measures) to measure. The reader
may wish to observe the same thing in the opening theme of the movement.
Congruence of rhythmic grouping on the primary level and measure is far less
important here than in either of the two pieces considered earlier in this chapter.

The morphological lengths (38-45) appear to be (1 + 1 + 2) + (l + 1 + 2).
In spite of the symmetry of these figures, however, the two sections they describe
are quite different in function. The first section (through the E in 41) is a phrase,
an antecedent phrase. It is part of a theme which is a member of the waltz
family, part of some alla tedesca tune such as Example 150 .

2. 1:0: y I I Y V ,

3. I '> <

EXAMPLE 150

EXAMPLE 151

In this example the phrasing is normal and the shape is clear. The tune is, in
fact, a theme. But in the actual music the entry of the high A (41) destroys the
congruence of rhythmic group and meter, and , by pivoted groupings, extends
the phrase through tw o more measures. The phrase becomes then, in lengths,
really 1 + 1 + 2--extend ed into two more. Now it ceases to be a proper phrase
for a theme, not on acc ount of its lopsided morphological lengths, but o n accoun t
of its very morphology : it has no cadence . It mo ves by means of a two-measure
link (44-45) into the next phra se, but it has become p art of what might be ca lled
an ex-theme rather th an a theme.

The extension initia ted by the ea rly-a rr iving high A (41) is irnpor tam to the
phrasing here, which is as follows : (1 + 1 + 2 + 2 = 6) + 2 (link). If the
music is altered to make the A arrive politely, as in Example 151 , two things
happen : the alla tedesca character is emphasized by the regularity, and measures
42-45 altogether become a link. All the peculiar grace of the passage is gone.

The next passage (52-69) is, in morphological lengths, 3 + 4 + 2 + 4 + 4.
The motivic relationship among the parts is obvious . This passage is a non-
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theme from the start and illustrates the statement that non-themes are not com­
pleted within morphological lengths unless they have a coda function.

Lest the reader suppose that the last phrase in the passage is really a five­
measure phrase which overlaps with the beginning of the ensuing theme, let him
add a measure between 69 and 70 containing octave C's on the first beat. The
effect is to pr ick the balloon of this powerful passage. Here again we have a re­
duction to meter. T ake the last four measures (66-69) and count: 1234. This
means that the following " the downbeat, is not the end of what has been going
on , but rather the beginning of something new, something beginning-accented.
Better yet, take the las t eight measures (62-69) and omit measure 66. Now
count: 1 2 3 4 1 2 3-the octave C's will be needed for completion, but the
passage will acquire a feminine ending where it obviously wants an accent.

The statement that non-themes are not completed within morphological
length s (unless they have a coda function) can now be seen to mean that non­
themes cannot be completed at all when they function as anacruses. They are
anacruses to themes. When non-themes have a cod a fun ction, they are aft erbeats
and can be closed off. See, for instance, the last two measures of the Prelude
discussed in this chapter, or the last two measures of Example 139.

~~~~~
b. 1'-" =11 Y - I

EXAMPLE 152

As far as we have gone in the movement, morphological lengths ha ve func­
tioned to provide con tin uity in three ways: by non-congruence with the phrase
rh ythm (12 ff.); by red uction to meter , whether partial (23-28, 52-59) or com­
plete (28-37, 6~9); and by extension and link (41-45) . The rest of the exposi­
tion will p rovide littl e in the way of novel pr ocedure.

The theme arrived a t in measure 70 begins in t meter with a phrase 1 + 1 +
(1 + 1 = 2) . After th e rebound on the third bea t of measure 72, there is an
eigh t-measure phrase wh ich genuinely overlaps with the begin ning of the repet i>
tion a t me asure 80. \ \'hen repeated, this eight-measure phrase is allowed to
complete itself on the fir st beat of measure 90, bu t there is no lack of rhythmic
continuity at this point for two reasons : first, the accompaniment (violas and
cellos) begins a new morphological length, just as it did in measure 12; second,
the new motive (Example 152a) has a d ifferent placement in the measure; it
begins on the second beat rather than on the third and therefore robs the previous
phrase of a beat.
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The new placement of the rhythm in the measure continues, as in b of the
example, until the rhythm is shorn of its afterbeat and is compressed into a
.m e ter (see c). The land -t meters are congruent on the first beat of measure
100,· and the remaining four measures represent a reduction to meter . The
morphological lengths of the codetta (9D-I03) are normally duple: (1 + 1 +
2) + 4 + 4 + 4.

There is a striking effect when the expo sition is repeated. If we count the last
four measures of the codetta (10D- I 03), we get a meter (12 34) such .as to bring
a powerful accent on .the first measure of the piece. But the opening theme is end­
accented on the measure level , and the sudden shift brings ' an extraordinarily
forceful accent to bear upon measure 2.

The continuity in this movement is less dependent upon low-level rhythm
than was the case in the Chopin Prelude. But the continuity is not broken by such
a thing as the pause in measures 32-33. I t is even furthered by it because of the
emphasis placed thereby on the role of the morphological lengths.

RHYTHM AND TEXTURE

In the Beethoven excerpt we have been considering, accompaniment is clearly
important to continuity. What may be said generally of the rhythmic relation­
ship among parts in a texture?

To begin with the obvious, ac companiment has th e function of accompanying
and it will therefore normally be congruent rhythmically with the melody. In
that kind of relatively homophonic texture which includes a striking accompani­
ment, the accompaniment not infrequently appears before the melody. More
often than not it is rhythmically ambiguous until the melody appears, and even
then it may be in itself in complete rhythmically as a whole or in part.

In the third m ovement of Rirnsk i-K orsakov's Schihirarade. th e alternating tune
is in trod uced by its accom pa nimen t (Exam ple 153) . The figure con ti nues the
previ ously estab lished t m eter . I t could just as well have establish ed it­
rhythm need not necessarily be either comp lete or unam biguous in order to
establish m eter. But we d o not k now how to group it as yet . The cellos and basses
have only downbeats. The violas have only u riaccents (excep t on the su bprimar y
level) ; are the se up bea ts or afte r bea ts? The d r um fits with the violas , bu t its p art
does not h elp to define the grouping. This accom panim en t could support an end­
accented rhythm or a beginning-accented one just as well as it supports the
middle-accented one with which it does in fact go . When the middle-accented
melodic motive enters in the clarinet, we group the accompaniment accordingly.
The whole texture is now quite clear rhythmically, even though no one or­
chestral color in the accompaniment carries a complete rhythm. And it is clear
on every architectonic level.
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Not all textures, however, support so many architectonic levels of rhythm as
do the pieces we have considered so far in this chapter. Although, as a whole,
" Au clair de la lune" has two rhythms, the other two pieces can each be compre­
hended as a single rhythm. The Prelude, as we have seen, is a large middle­
accented rhythm the accent of which is itself an iamb. The Beethoven move-
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merit, on the h ighest level , is an anapes t the accent of which is a n a m phibrac h,
as follows:

E xposition

<:»
Exp osition repea ted

\..J

Develop ment Recapitu la tion
I -.:..-

Coda'-J,

(T he anacr ustic ch ar acter of th e developme nt section in thi s movement will be
considered in the next chap ter. )

Now, these large rhythms associated with forms are possible because of clearly
articulated phrasing associ~ted with morphological lengths. A style which sets a
premium on the immediate continuity derived from overlapping tends toward
an almost constant pivoting of rhythms . This results in a continuity different in
kind from that which we have seen displayed in the pieces so far considered in
this chapter.

Such a style is that of most Bach fugues . In these, morphological lengths are
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seldomimportant. Indeed, the measure itself is frequently of so little importance
as a unit that re peated rhythmic groupings are not always placed in the same
position with respect t~ the measure and this does not alter the effect, so long as
the relative position of-weak and strong beats remains constant. In such cases,
counting by two's or by three's is more im porta n t than the number of two's or
three's to a measure.

At times, the rel ationship be tween subject a nd countersubject is the opposite
of the relationship between melody and accompaniment in the Schihaarade ex­
ample. That is,' the rhythm of the subject itself may be in cornpleted or unclari­
fied, and the contrapuntal accompaniment provided by the countersubject may
be required to complete or clarify the rhythm .

b.

1.
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EXA MPLE 154

-.

For instance, in th e Fugue in F-sharp Minor fro m Book II of Each's Well ­
tempered Clavier, the opening could appear to have the rh yt hm of Example 154a .
For sty listic reasons, we kn ow thi s is inco rrect , beca use it doe s n ot -s ta bl ish a
regular meter. Furthermore, we suspect from our previous exper ience tha t th e
dotted q uarters a re suspe nded , and th at th e d escend ing melod ic motion is th us
brought a bout by resolving dissonances . Wi th the entry of the a nswer. th e two
voices toget her m ake the gro up ing q uite clear. The rh yth m is as we suspected
(b). Nothing in what follows , whenever the subject is present, alte rs th is organ­
ization fundamentally.

In the Fugue in A Major from the same book, the rh yth m of th e subject a lone
is more doubtful, and clarification (ra th er than confirmation ) is necessa ry . The
subject appears to be grouped as in Example 155a. Again , we kn ow because of
the meter that this is incorr ect, but our suspicions are less firm than the y were in
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the previous case, for we can hardly anticipate the very individual upward­
resolving tied notes. But by the middle of measure 3 the two voices together are
beginning to group, and the music of the next measure establishes the meter
clearly. With the entry of the third voice, we finally see that the subject is an
intense anacrusis to its final note (Example 155b).

In both these cases, the counterpoint has created with the subject an un­
equivocal grouping by two means: completing the rhythms necessary to estab­
lish the meter, and clarifying the harmonic status of the various important notes
in the subject . In the F-sharp minor fugue, the subject then becomes rhythmical­
ly and melodically finished and remains so. In the A major fugue, the subject
retains its melodically tentative ending until the last measure of the piece, in
which the melod y is finally closed above a repetition of the end of the subject's
rhythm in the middle voice (Example 155c). Notice that this fugue ends on an
unequivocal downbeat which is not the first beat of the written measure.

~
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Allegro

In both fugues, the rhythms of the individual voices in the texture together
issue in a rhythm which is without conflict. But conflicts of rhythm often occur
iiI some contrapuntal styles.

For instance, in Beethoven's Grosse Fuge, the subject, as announced in meas­
ures 26-30, conflicts with the meter (Example 156). We suspect this (although
the meter has not been established at this point) because of the nervous manner
in which the performer, under the visual influence of the score, inevitably plays
these measures. As the fugue proper begins (end of measure 30), we become cer-

I.

v I

II.

EXAMPLE 156

II V

tain th at th e subject has been synco pated, inasmuch as the countersubject estab­
lishes a very clear meter wi th which the su bject d oes no t " fit."

T he conflict is, however, no t merely a metric one . Each of the lin es falls into
tw o halves with an introd uct ion, labeled int., I , and II in th e example. Not only
do these halves no t coinc ide for the obvious metric reason ; the subject is me­
lodically and harmonical ly slower than the countersubject. The ha rm onic im­
plication of the countersubject is V of II-II, V-I (with a proper fugal twist to
the dominant at the end) divided between th e two halves; that of the subject is
the same, but with more time allowed for the C minor portion (see brackets in
Example 157). This harmonic implication is emphasized melodically by the
simple antecedent-consequent symmetry of A-flat-G-F-E-f1at, and G-F-E-flat­
D (turn ing to F) in the countersubject, against the two-story line,
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A-flat-G A-B-flat (- A)
B-flat-B B-C

in the subject, in which the movement initiated on the lower level (Bvfiat-B)
has to wait for its continuation until the upper level has been activated (A-flat-G) .
This brings a strong accent to bear on the C in the subject (measure 34) which
does not fit with the previous strong accent on the E-flat in the countersub­
ject (measure 33). Also, it takes the subject longer to reach A-fla t than it
does the countersubject (see me asure 32) . These A-flats and their continuations
are very prominent to the ear.

One result of this rhythmic conflict is that we have to hear in units of four
measures : th at is, with wid ely spaced rhythmic "consonances."! Another resu lt
of the conflict is stylistically interesting. The music of Beethoven is normally

VI

EXAMPLE 157

articulated in clear morp hologica l lengths and is normally homophonic in tex­
ture. We may expect, then , to hear the conflict resolved later in the piece by means
of more frequent rhythmic consonances, resulting from h armonic clarification,
and by means of simpler phrasing. In this version of th e subj ect and this coun­
tersubject (Example 156), the conflict is resolved la te in the coda (Example
158). In the follow ing excerp t from the coda, we can hear , in order, the con­
flic t (716-24) and its resolution (725-33) .

In the passage of resolut ion , th e odd -number ed m easures are all acce n ted in
both contrapuntal part s (level 2). T he phrasi ng is -clea r : 2 + 2 + 4, goi ng on
to the first bea t of the nex t measure. because this is a non-theme with a coda
fun cti on. And the kind of co nt inuity i ~<; primar ily that of homophoni c music with
rhythm on several arch itectonic levels.

The two Bach subje cts a nd the Beethoven subject p lus countersubjecr present
what might be called " problems ." In the case of the Bach subjects, the se prob­
lems are promptly solved by the add ition of coun terpoin t. The problem of
Beethoven's mat erial has to aw ait solution until almost the end of the piece. But

7 See p. 108, above.
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in all-three cases there is something about the in itial rhyth m which implies la ter
developments, either proximate or remote.
~_ In the final chapter, we shall consider four unl ike cases of rhythmic develop­

merit.
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EXERCISES

I

A. Make an analysis of the rhythm of Beethoven's Bagatelle Op. 119, No. 1 and
"Warum" from Schumann's Fantasiestiicke, Op. 12.

B. Write an essay discussing the relationship among rhythm, form (including morpho­
logical lengths) , and continuity in these pieces .

II . Find two pieces of homophonic music in which the accompaniment begins before
the melody and the rhythmic structure of the melody serves to clarify the rhythm
of the accompaniment. Be prepared to analyze and discuss these pieces in class.

III. Following the methods and procedures employed in the discussion of "Au clair de
la lune," write a set of variants on folk tune "C" given in Exercise I at the end of
chapter ii. Your variants should illustrate the following : overlapping, inserted
anacruses, and rhythmic structures which are not complete within the morpho­
logical lengths. In each case write one or two sentences stating what you have done
and how it has affected the rhythmic structure of the variant.

IV
A. Analyze the A-minor fugue from Book II of the Well-tempered Clavier. Wh at is the

rhythmic relationship between the first and second halves of the subj ect? Do the
countersubjects enhance this relationship or oppose it? How is rhythmic continuity
achieved in this fugue? Why is the end of the fugue rh ythmically satisfactory?

B. Analyze the exposition of the G-minor fugue from Book II of the Well -tempered
Clavier. How does the relationship among the voices serve to clarify the rhythmic
structure of the subject?

V
A. Write a fugal exposition in three (or four) voices on the following su bj ect by Andre

Gedalge. Your counterpoint should be such that it clarifies the rhy thmic struc tur e of
the subje ct.

B. Make a rhythmic analysis of your fugal exposition.



RHYTHMIC
DEVELOP­
MENT

It is obvious that the way in which a piece-s-or a section thereof-begins, has con­
sequences for the way in which it continues. The beginning by no means deter­
mines the continuation, but it does set up certain possibil ities of development. In
this final chapter, we are concerned with four examples of these possibilities and
their consequences. The reader is advised to have the complete score at hand for
the study of each example in its proper setting.

AMBIGUOUS RHYTHM

How are we to understand the opening rhythm in the third movement of
Brahms's Symphony No.3 (Example 159)? The first two measures might be
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EX AMPLE 159

superficially analyzed as consisting of two groups, an iam b and a troc hee (see
analysis in parentheses). But there is really only one impulse. As the cellists play
the E-f1at, we realize that the pressure of the impulse continues in tension and
that we are not listening to a true end-accented rhythm. The whole impulse be­
haves like two feet fused into one group with the first accent as anacrusis to the
second (Example 160a), or like a middle-accented rhythm in which two notes
receive the single accent-a "distributed" accent (b in the example). The ac-

168
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companiment, especially in the wood winds and violas , underlines the peculiar
quality of the impulse.

The two chords in Example 161a accompany the two accents, or the one
distributed accent, leaving the ambiguity unresolved; the viola figure cmpha­
sizes the primacy of the second accent (Example 160a) or the continuous pressure
of the distributed accent (Example 160b), as one will. Both the feelin g of fused
rhythm and that of distributed accent have consequences in what follows.

~b.

EXAMPLE 160
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EXAMPLE 162

After the first two feet (measures 1---4 of Example 159), the opening ia mb (so to
speak) appears separa tely (measures 5-8), alt ho ugh its security as an end:

.accented rhythm is gently undermined by the wood winds and violas, which
give femine endings to the accompaniment (Example 161b).

This combination of circumstances gives us a strong sense that the peculiarity
of the opening impulse is likely to be resolved finall y by an end-accented rhythm.
There would, for instance, be nothing technically impossible about the melody in
Example 162. I t would merely be poor; the feminine ending of the opening rhythm
would have no consequences after its repetition in the second impulse; it would
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simply be replaced by masculine endings; the tension of the beginning would
~uffer a flabby letdown. Furthermore, there would be no real rhythm in meas­
Ores 5-12 as a whole. There would be no temporal differentiation on the second
architectonic level. Therefore, the four groups of measures 5-8 would not become
a single group; neither would the fpur of measures 9-12. Measures 5-8 "want"
to be an anacrusis to measures 9-12, but they have insufficient coherence to be­
come one.

Here we can see again th e intimate connection between rhythmic and m elodic
movements. The opening four measures are anacrustic for melodic reasons ; they
imply certain further linear movements, as in diagram a of Example 163 . The
upper movement (to G) is implied by the gap between F and A-flat and by the
characteristic appoggiaturas; the lower, by tonality as well as by melodic direc­
tion . Furthermore, there is a rise in tension in the second foot. The double
anacrusis, then, implies an accen t of yet greater tension. This tension cannot
come solely from an adequate morphological length and from consequential
rhythmic activity (in spite of th eir importance); it must depend largely upon the

F I e
EXAMPLE 163

nature of the mel odic line. And how do es that line continue in our fictitious
version ?

In me asur es 5- 8 (Example 163b) th ere a re two ga ps: E-flat-C, filled at the
cadence, and F-D, left open ; in measures 9-12, th e F-D ga p is filled by the E­
flat appoggiatura, which lean s on th e weak penultima te D. This is unconvincing ,
because the E- fla t is a non-essen tial note. Also, the tensio n of each of these four ­
measure groups is lower th an that of the second foo t in the melody: the re, the
B-fla t-A-flat (me asure 4) was stro ngly accented ; here, it is a shor t upbeat.

In the actual melody (Example 159), m easures 5-8 are almost exactly like the
corresponding ones in the fictitious version. On the higher level , the rhythm is
not yet completed . We have something like this: 1-2 3-4 5-6 . But what

'-' <:» '-'

follows sets this right and thereby gains tremendously in tension .
In measure 7 we see the new process initiated. First, there is an anacrusis

strongly emphasized by a turn a bout C. (Notice in this context the importance

of the smoothed-out rhythm- n instead of n.) We are prepared for, though
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we do not necessarily expect, an afterbeat to the D in measure 8. But as the
players move from each of the ensuing notes to the next (D--E-flat-E-F) the
pressure continues, underlined by the accompaniment. The rhythm, which we
every moment feel is about to have a fem inine ending, continues to be masculine
until, as we reach the high B-flat with its penetrating cello tone, we realize that
the distributed accent, which was one of the feelings implicit in the opening
rhythm, has here been stretched with a tension more than merely satisfying
our expectation.
. But the feminine ending is changing. It was secure in the opening two feet
because of the stressed downbeat and the stationary harmony. The fact that the
B-flat-A-flat-D of measure 4 was feminine in rhythm establishes a prior organiza­
tion which allows us to feel here (in measure 9) that the same three notes have
the same kind of rhythm. But the stress on the second beat of measure 9 and the
change of harmony between this measure and the next prepare us to hear the

three-note motive come to a masculine conclusion . That is, n)) is prepared to

change its feeling from trochaic to iambic. Indeed, this is what happens in the
final measures of our excerpt . Notice the subtle pivoting here; it assists the change
of rhythm. Notice also the beautiful clarity of melodic movement (occasioned

.chiefly by the lengthening of the notes B-flat and G in measures 9 and 10) and
the way in which the two linear movements join as indicated in Example 164.

EXAMPLE 164

The ultimate G (in measure 12), which itself initiates a strongly an acrustic figure
in the next measure, now makes in retrospect all that has been heard so far an
anacrusis to the next twelve measures.

In this exa mple, the open ing rhythm has two implications (a a nd b in Example
160). Each of th ese has con sequences in the ensuing development of the melodic
lin e (me asures 5- 12). What happens in that de velopmen t is clearly rela ted to th e
op ening r hythm, and it ends with a positi ve a nd unambiguous accent.

RHrTHMIC VAGUENESS

In the above Brahms excerpt, both rhythmic ambiguity and th e ultimate re­
moval of that ambiguity through development are part of the character of the
music. Let us suppose, however, that the ambiguity of rhythm is such th at to
remove it would destroy the character of the music. In "Des pas sur la neige,"
from the first book of Preludes by Debussy, we find a piece with such an ambiguity.

As we think of the ostinato figure (Example 165), we are not sure of whether
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the essential melodic movement is D-E-F, with F as a resolution, or E-F-D,
with F as an echappee. Analyses a and b are equally possible, for the treble
melody in measures 2-:-4 supports both groupings (Example 166a). The heavy
anacrusis in measure 2; which ends in no accent, leads us to hear the ostinato as
ending on D (beginning of measure 3); the rhythm which is complete on the ac­
cented A of measure 4 leads us to hear it as ending on F. This accented A, to be
sure, is not altogether satisfying as a goal of end-accented rhythmic motion, be­
cause it is at variance with the meter. The meter has been unequivocally estab-
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EXAMPLE 166

lished by the ostinato. Though the grouping of the ostinato is ambiguous, it is
clear that the D receives the accent and that the F is unaccented. Therefore, when
the melodic A in measure 4 is felt to be accented, it coincides with an unaccent
in the ostinato.

Consider the effect of the unequivocal grouping of the ostinato whi ch would
result from rewriting the melody of measures 2-4 as in Example 166b. Now the
E (measure 3) and the A (measure 4) are both accented, and they both fall on the
metric downbeat established by the ostinato in the first two measures. The group­
ing of the ostinato becomes unambiguous; it is iambic, as in analysis a of Ex­
ample 165. Also, the accented A in measure 4 coincides with the metric accent.
But notice that the character of the music has been altered. It is still expressif et

I Permission to reprint granted by Durand et Cie, Paris, France, copyright owners; Elkan-Vogel
Co., Inc., Philadelphia, Pa ., agents.
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douloureux , but it has lost its air of vague desolation. Now, it is precisely this air
which is to arise from the piece as a whole. If the vagueness and ambiguity dis­

-appear, so will the character of the piece. One might well say that what is
•.vanted here is clear vagueness and unambiguous ambiguity. The ostinato needs
tc be thought of and played without grouping, almost mechanically.

As we have seen, the accentless rhythm in measures 2-3 is followed by a rhythm
which comes to a masculine ending in measure 4, but on a beat established by
the ostinato as metrically weak. Put in another way, the heavy anacrusis of
measure 2 seeks an accent OIl the downbeat of measure 3, but does not get it;
thereupon, the even heavier anacrusis of measure 3 (and part of 4) gets its

,~2~ gti( I t ~fliii& i"~~GiB ~
IV ---- - - - -- - - - - - - - - - v I Iv--u----,v II - v I,~~~

EXAMPLE 167

b . "b t
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a .

.......---- - h--....r - _ u _u_ -_......._. __ u_ .~. ~ - - _ - h - U ----.:::::r

EXAMPLE 168

accent, bu t no t in the rig ht p lace. In th is ma nner, the rhythmic goa l of the mu sic
is set up. But to reach that goa l would be to destroy the charac ter of the p iece .

In order to retain this character, the rhythm has to be developed in suc h p­

way as to be end-accented b~t without sa tisfactory accent. We must be prevented
from hearing feminine rhythms, and we must be made to hear anacruses
everywhere.

For instance, out of context, measures 20-25 would probably group as in
Example 167. There would be feminine endings on the primary rhythmic
level. How doe s the composer set up a prior organization such that the accents
in this passage sink to the subprimary level, and the rhythm on the primary
level becomes completely anacrustic?
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The answer lies in the treatment of measures 5-7 (Example 168b), We know
from measures 2-4 what the goal of movement is. Now, in measures 5-7, we find
built up the tense and long anacrusis out of which most of the rest of the piece
grows. This is the crucial passage in the development of the piece, and the con­
nection among rhythm, melody, and harmony is important to observe here.

As the melody moves up stepwise from A, it creates a series of dissonances with
the harmony until it reaches D, whereupon, in relationship to the melodic move­
ment from D to E in measures 2-3, it goes immediately to E and remains dis­
sonant throughout measure 7. In this way, the melody is constantly on the move
toward a goal; it is anacrustic . For a brief moment, on the D of measure 6, the
goal appears to be attainable; the D anticipates it. But what is anticipated, an
accented consonance, is not reached. The downward melodic motion of measure
7 indicates that the unsuccessful climb of measures 5-6 has to be attempted again,
if the goal is to be reached.

Suppose the melody had been written as in a of the example. The tension would
have been dissipated in a series of consonant afterbeats to the ostinato in measures
5-6, and the only dissonant note--the C in measure 6-would have resolved im­
mediately onto the consonant D, which would then have become, melodically
and harmonically, the goal of motion . An accent, instead of a renewal of an
anacrusis, would have fallen on the first beat of measure 7 and the rest of the
measure would have become almost an afterbeat. The accent would have been
insecure (hence the "?" in the analysis), because of its tied-over anticipation,
and such an insecurity would have been in character. But the serenity of the ris­
ing line of the preceding measures, and the lack of definition in those measures of
an anacrustic feeling, would have been decidedly out of character. Once the
anacrustic nature of measures 5-7 in the original piece has been established, the
listener has the proper feeling for all the subsequent groupings, and the accentless
rhythm can be maintained to th e end.

We have been discussing a piece in which a mbiguity of rhythm must be pre­
served. Let us turn to one in wh ich failure to understand th e gro uping will create
an ambiguity where there is none.

RHrTHMIC T RANSFOR M A nON

In the fourth piece of Schoenberg's Sechs kleine Kla oierstucke, Op. 19 (Example
169), there is a striking difference in character between the beginning and the
end. Clearly, much happens here in little space, unless one makes the mistake
of assuming a merely whimsical juxtaposition of moods. The piece is very tight,
not at all a fantasy or improvisation.

The opening impulse is a middle-accented rhythm with a two-unit anacrusis
and an afterbeat bolstered by a shocking forte upbeat on the subprimary level
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(measure 2). This rhythm is marked "F.R." (for "fundamental rhythm") in the
analysis.

The second impulse, because of prior organization, legato and staccato marks,
and written meter, could be grouped as in Example 170. But the motivic organ­
ization, as indicated by the symbols m and m' in Example 169, will not support
this grouping.

9, --vv- I U

;

uv1. l-'---"'-----'=:t::==~~:.....J2. l-! -;- --"=- _
3. l-' -==- -+

Rasch, aber letcbt, ( )

I ..~l
m m' m m'(lnc.)

-:b..··~
I - i i i , ,------,

" L poco rft,

t! p ..... .. .jot - ~: n· ....... " pp==-a. b.
( v )

' o~(1) (2) (3) (4)
:

F.R. F.R. l~~

m'

v,

m m' transformed
I j

V--··-:f----- V I
F.RI v v I

~(lnc.)

Iv

2. ----l
3. -==- ~

(13)

L...--.-.J L.--l

,j ~ -1\$,
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L.--l''--__.J

61.
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EXAMPLE 169'

'Permission granted by Universal Edition, Vienna, copyright owners; Associated Music Publishers,
Inc., United States agent.
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Now a false ambiguity could be created here by stressing this group in suc h
a way as to make it conform with the first group and with the written meter. But
the composer is careful in all his expression marks, and he indicates no stresses
here; more important, if the piece is correctly heard mentally, the motivic
structure will create groupings without any ambiguities. And only when that
happens wili the piece contain a chain of rhythmic development by transforma­
tion which connects th e whole sequence of impulses in a particularly clear way .

The 'fundamental rhythm (F .R .) is th a t of th e open ing impulse in measu re,
1-2. Then comes th e first transformation. Here , the reader will havc no ticed in
th e analysis (Example 169) th at an overlapping occurs in th e rno tivi c structure of
measure 3. The last no te of m', F , is a t the same time the first note of m a t th e end
of the measure. This m ean s that a rhythmic shift is taking place. As on e reaches
the G on the second beat of the measure (an accented note on the subprim a ry
level) , it is the nucleus of the second unit in the fundamental rhythm's anacru sis.

EXAMPLE 170

When, however, one reaches the D in measure 3, that note becomes the nucleus
of a new second unit in the anacrusis-a unit which, in effect, replaces its prede­
cessor. As one starts moving through the group, then, the G (marked by a in
measure 3) appears to be leading to th e accent directly. As one goes farther.
however, the D (marked by b) takes th e place of the G in retrospect.

It will turn out that the eighth-note di stance between a and b in measure 3
plays a part in the process of transformation. Indeed, at the end of this very
impulse (in measure 4), the afterbeat is distant only by an eighth-note from it s
accent, insteadof by a quarter-note, as it was in measure 2. This afterbeat is in
the accompaniment and leaves the rhythm of the melody somewhat suspended .

In the next stage of development, the accompaniment (p ianissimo), which is
motivic, takes up the suggestion of eighth-note distance in a transformation of the
motive of measure 3 (m/). As this transformation, which starts at the end of
measure 5, moves into measure 6, the grace note (on the beat) provides an im­
portant link to subsequent developments.

At the same time, the main melody begins with the feminine rhythm of meas­
ure 2, but holds the afterbeat (F in measure 6) so long that it becomes an
anacrusis and stretches the impulse, merging with the next stage, which begins
in measure 6, The distance between a and b (measure 3) is important here, be­
cause this time the melody echoes the afterbeat, not on the next beat, but an



~ Rhythmic·D evelopment 177

r eighth-note afte r it in measure 9 (E xample 171) . A femin ine ending n rather
l
I th an th e J )) of m easur e 2 is now ready to enter the m elody.

In th e final transformation th ere is first an ex tre mely intense a nd r apid review
of the rhythmic and melodic essen ce of the first two impulses (m easure 10). Here,
bec ause of prior organ ization, th e rhythmic effect is complex. For insta nce, th e
d istance from point a to point b in this measure is a sixteen th-note (d. th e small
upbeat to measure 1), a nd that from b to c is the no w fam ilia r eigh th; a nd th e
tim e-spaces be tween d and e a nd e a nd J are, in d im inution, th ose of measure
3 (Example 172) . All th is serve s as anacrusis to the last three m easures, in whic h
the afterbeat of th e original rhythm (measure 2) has fina lly itself become a
strong anacrusis, the whole being fused in to the shape of the fun damental rhythm
without the afterbeat (measures 11-1 3) .

No t But

EXAMPLE 171

EX AMPLE 172

It was said a bove th at th e grace note in measure 6 formed an important link
to subsequent development s. If we com pare the rhythm of th e F-F-sharp in
measure 11 wi th the rhy thm of the D-C-G in measure 6, we can see the connec­
tion between the motive m' and the powerful anacrusis of m ea su res 11- 12.

The lightness of th e opening measures h as turned into the grimness of the
clos ing ones befo re our ears. In retrospect, we can understand the forte shock in
measure 2. A pro cess of rhy thmic development ca n support not only a preserva­
tion of character, as in the Debussy Prelude, but also an utter transformation
of character, as in this Schoenberg pi ece.

AN-ACR US TIC DEVELOPMENT

Our final exa mple will be the development section in the first movement ·of
Beethoven's Symphony No.8 (see pp. 195-202) .

The exposition ends, we recall from the previous ch a p ter, with four measures
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of anacrusis with no change of harmony (except for the addition of a B-flat) and
no fundamental melodic motion. It is the end-accented rhythm on the primary
level which measures here. This anacrusis leads to its accent as the repetition of
the exposition begins.

Now, by means of repeating th e exposition, the measuring rhythm of three
eighth-notes followed by a quarter-note has acquired the specific meaning that
the opening theme of th e symphony will follow. The development section is,
among qther things, an exploitation of this meaning. ~

Allegro vivace e con brio

------ ..

(1 04)13

. ~ +

110 )

. ~.

Segments, I . 104 - 115 II : 116- 127 III : 128 - 143

~i f .~.J O. ,] J~.,~
) 104 - 115 () 116-i23()124-131 () 13.2 _ 143 C

EXAMPLE 173

It beg ins by not moving. The weakness of the accent resulting from the failure
to move is brought out by the absence of a sforzando on the first beat of measure
104, and the rhythm becomes forward-looking. In the ensuing passage (measures
104-43) the reduction of rhythm to meter-s-to m easuring-puts the emphasis
in the listener's mind on the larger rhythmic, melodic, and harmonic move­
ments. Example 173 shows a diagram of this 'passage. There are three twelve­
measure segments in it , the third of which is stretched by four more measures.
Above the diagram is a reduction of the first segment, by an exa m ina tion of
which the reader can understand the method used in making the d iagram.

This whole passage is an anacrusis. In the exposition, measures 96-99, fol-
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lowed by measures 100-103-tutti, fortissimo with sforzando, constituted an
anacrusis to the r~turn of the main theme (measures 1-12). Here, this sequence of
events is delayed until the end of the passage, making the first two large segments
of it incomplete in rhythm. Finally, the tutti, fortissimo with sforzando, in
measures 140-43 refers forcefully to the meaning previously established for meas­
ures 100-103.

In each of the first two segments of the passage, the small melodic mo vements
are closed out, throwing the attention on the segments as wholes. The A of the
last segmen t th en intensifies the feeling of impending movement.

The bass in Segment I is sta tic. Indeed , Il is a prolongation of the bass in
measures 100-103, where it had already acquired the meaning of impending
movemen t-a meaning made particularly forceful by the repetition of the exposi­
tion. It moves in Segment II when the linear direction of the whole passage can
be seen-as soon, that is, as the F-E motion in the fundamental melody of Seg­
ment I is about to continue through Evfiat to D. It moves in Segment III when
the tonal tendency of the passage-the key of the eventual accent, D minor-s-can
be clearly anticipated; the E introduced in measure 130 above the Bvfiat makes
an A major triad the most likely continuation. But the accent thus extensively
prepared becomes itself an anacrusis (Example 174).

The expected motive of measures 1-2, introduced with the stress of a syncopa­
tion in measure 143, is provided with afterbeats in the accompaniment. (Notice
the sforzando in the violins in measure 144 and the wind chord in 145 .) These
make the rhythm ready to turn into an end-accented one with a strong anacrusis­
The original pivoted rhythm of the motive now has a strongly stressed unaccent,
and the last half of the foot has become middle-accented. The end of this foot is
ready to become an inverted iamb, as it does, starting in measure 148, where the
melodically detached C-sharp helps the next four notes to lead to the A of the
following measure.

The melodic direction set up in measures 144-47 (A-B-Bat) is continued by the
C-sharp in 148, so that measures 148-51 begin as the accent to which the previous
four measures are an anacrusis, but two factors turn this accent itself into an
anacrusis: the measuring quality of the repeated foot, and the modulation to G
minor. The whole passage, then, which began as the goal (accent) of measures
104-43, has itself taken on the quality of an anacrusis. This quality is now intensi­
fied by repetition in the following two passages, measures 152-59 and 160-67.
Notice here the underlining of the upbeats by means of imitations, and the sense
of beginning afresh at measures 152 and 160, only to find each-time that the ac­
cent is part of a general anacrusis. At measure 168 there is no such fresh be­
ginning. vVe are now in the final stage of this general anacrusis.Before discussing
it, however, two more remarks on measures 144-67 may be helpful.

First, the 4 + 4 + 4 = 12 morphological lengths characteristic of the be-
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ginning of the de velopment have given wa y to the more rapidly moving lengths,
2 + 2 + 4 = 8. Second, the whole melodic and harmonic motion has been
stepped up so that there is an increase in urgency here.

Now when we enter upon the final stage of the development section, yet an­
other me ans of increasing the anacrustic quality is used : that of complete reduc­
tion to meter. The passage in measures 144-67 was incomplete in rhythm and was

f\ -# ... .... ·if ~ if ~

~ I..-I.....i

(14 5) I"
f\ .... .. ..................... .. ~fLfL~ ~ ~ If. .J1I. •.
~ ............ ==--- ·if ---,j.J.r ~ ·V _·_~~-:..t- -,
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EXAMPLE 174

.11'-;'
, IV

neither a theme nor a series of themes, but its structured motion made it "theme­
like ." Now only undifferentiated repetition of motive within each morphological
length is the method of development (Example 175) , and the effect cf such
a method is like that of the last four measures in the exposition.

In this final passage, the morphological lengths are first reduced to four meas­
ures. Each length contains only one harmony. Notice the incomplete rhythms of
the wind and timpani chords within the lengths. Each time the harmony changes,
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the rhythm is com ple ted, only to em p hasize the sense that the ending is but
another beginning.

The ne xt step in intensifying the anacrusis is the failure to move harmonically
at measure 180. Added to this are th e lengthened, loaded upbeat, the reduction
of the morphological lengths from four measures to 2 + 2 = 4 (finally to 1 +
1 + 1 + 1 = 4 in measure 184) , and the reduction of the rhythm in the strings
almost to pulses (a gainst the meter, as in measures 96- 99). Then , in measures
184-87, th e mo tive of measures 100-102 returns in th e bass with all the for ce
of its origina l me aning. A bove it is a r hy thm wh ich, for all its appa re n t beginn ing­
acce n ted q uality, has to be felt in th e con text as poten tia lly end -accen ted wi th
electric silences. It is a t once com ple te a nd incomplete . The fina l int ensifica tio n
is furni shed in m easures 188- 89 by th e completed version of th is rhythm, wi th
its strong ly stressed upbeat , a nd by th e pow erful anac rusis in the ce llos and
basses.

The wh ole development sect ion, then , becomes a g iga ntic a nacrus is to the
recapitulation .

As movement of all kinds, especia lly me lodic and harmonic movement,
beginning on the lowest architectonic level , grows into larger a nd larger spans of
time with cumula tive effect, th e shape of a piece-its tonal configuration in tim e
- grad u ally emerges. And it is this sha pe, on all its levels of movement, which is
the o bject of the art which we call " analysis." T o practice thi s art, we need as
many good implements as we can get, and we ne ed to sha rpe n, perhaps reshape,
them with use.

Rhythmic structure is, of course, only on e aspect of th is shape. But because
it is a summarizing asp ect, an understanding of rhythm-perhaps more that:
that of any of the other organizing forces of m usic-s-reveals in delicate d etail as
we ll as in dynamic development the full richness of the processes which create
and mold musical experience.

EXERCISES

I. Make a rhythmic analysis of the recapitulation and coda of the first movement of
Beethoven' s Symphony No.8. In what way does the fac t that the recapi tulation be­
gins on a six-four chord affect th e rhy thm of the highest level?

II . Employi ng the concepts and procedures presented in this book, analyze the first
movement of Mozart's Symphony No. 40 in G Minor. Write an essay discussing
form, continuity, and rhythmic development in the whole movement.
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EXPOSITION EXPOSITION (repeat)

, II I I
4a .L! _

I
1 - 12 13 - 37 38 - 61 62 - 69

I " I I I I I

'---" ---...,.; ~ ------

I -,

1 - 103
I 1

:I

4b .' ~ I ....1 --ll

~ <c:>

DEVELOPME NT
r 1 04 - 189 1

~w

5.
1
L.. _

R EC AP IT ULA TION CODA

I 190 _ 197 198 - 209 210 - 234 235 - 301 I ' 302 - 373 1

I 1 I I I I I as in exposition . 1
<c:> - ~ '---"

4a. 1 I 1 I ' I I !

'---"
4b .1 I I ,

~ ~

Sa .1 I

5b . ~-----J,

EXAMPLE 17B.-Rh ythmic ana lysis of the first movement of Beeth oven's Sympho ny No. 8



LIST
OF
SYMBOLS

I

v - ··.. ..

~-- -- _ • ..-

Accent

v Weak beat or grou p

Felt but unperformed bea ts or groups; or a parent hetical bea t or
group

Beat or group at first presumed to be accented, but r etrospectively
understood to be weak

Beat or group at first presumed to be weak but retrospectively under­
stood to be accented

Accent fused to a weak beat or group

Weak beat or group fused to an accent

Fused weak beats or groups

Extended anacrusis

Extended anacrusis at first presumed to be an accent

Stress (stressed accent or group: ~; stressed weak beat or group : v)
Grouping, manifest or dominant ; except where the analysis is above
the example, when it indicates the latent grouping

Grouping, lat ent; except where the analysis is above the example,
when it indicates the manifest grouping

Grouping without a definite conclusion or which blends into another
grouping

Grouping without a definite beginning point

Overlapping or pivoted rhythmic groups

Splitting of one rhythmic level into two
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INDEX

N OTE: T he en try " R hythm" in terrelat es the key ter ms used in this book.

Accen t:
defined, 7 f.

[urther defi ned , 118 f., 125 ff', (see esp, 137)
distributed, 168 fT.

Accented rest , 137 ff',
Accentuation, forced, 92 f.
Accompaniment :

function of, 160 ff.
influence of on rhythm, 17

Afterbeat, 125 ff', (see esp. 137)
Ambiguity, rhythmic (ambiguous' grouping),

25, 32 s., 54 rr., 168 rr., introduced, 9
Amphibrach:

introduced, 6
on louur architectonic leoels, 18 fT., 23 fT., 53 r.,

54 (inverted)
on higher architectonic leuels, 80 ff .
" a ttem pted," 122
" trunca ted," 135 f.

Anacrusis, 9, 73 L, 125 rr., 177 ff .:
extended , 50 f. , 129 fT.
proxim ate vs. remote, 91

Analysis, rh ythmic :
as interpretation, 9
and style, 57, 106 rr. , 119 f.
summarizing aspect of, 117, 123, 182

Analytical de vices . Sa Reduction; Variation
Anapest:

introduced, 6
on louur architectonic leuels, 18 fT., 23 fT., 51 f. ,

52 f., 32 (inverted)
on higher architectonic leoels, 68 fT.

Anticipation of future and evaluation of past,
62, 120

Architectonic levels :
introduced, 2 f.
relationship among, 120

Articulation and ·s tru~ture , 17 f.

Ba r line, 88 f.
Bea t placement, infl uence of on gro uping, 15
Beginning-accented groups, 10. Sa also Dactyl;

Trochee

Character of particular rhythms, 26 ff .
Cl osed groups, 39
Closed trochee, 30
Composite subgroups, 22 f.
Compound groups, 65
Consonance, metric, 108
Continuity:

and rhythm , 144 fr. (see esp . 155)
and form, 147 ff',
and style, 161 ff .
interrupted, 149

Dactyl :
intr oduced, 6
on Iowa architectonic leuels, 18 rr. 23 rr., 43 fT.,

45 ff., 31 (in verted )
on hightr architectonic lruels, 75 ff .

Development:
anacrustic, 177 rr,
rhythmic, 168 rr,

Dissonance, metric, 108
"Distributed" accent, 168 ff.
Dominant organization (or rhythm), 13, 17 f.
Duration, influence of on rhythm, 10 L, 13 f.,

24 ff. , 29, 61. Sa also T emporal relationships
Dynamics :

influence of on rhythm, 16
interrelationship between and rhythm, 137
" fo rced" vs. "natural," 127 ff .

Echo, introduced, 76
End-accented groups, 10. Sa also AnapcstjIamb
"Ex-theme," 158
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Form:
a nd cont inui ty, 147 ff .
and rhy thm, 139, 144 ff . (see esp. 155)

Fused groups, 64 f.

Go ld thwaite, W. S. , 108 f.
Gombosi, 0., 108 f.
Group inversio n , 29 f.
Grouping, 1, 8 rr., 68 fr.

Harmon y, influence of on rh ythm , 14, 19 f. , 39,
51 f. , 61. Sf( also M obili ty

H emi ole , 4, 81, 88, 89

Iam b :
int roduced, 6
on Iowa architectonic leuels, 11 ff., 29 ff., 47 ff.,

49 fr. (inver ted)
on higher architectonic leuels, 70 H.

In complete rh yth m , 6, 79,85, 139, 149 f. , 157.
Sa also R edu ct ion to meter

Infer ior rhyth mic level s, 2
Instrumen ta tion, influence of on r hythm, 16,

61. Sa also Style, a nd analysis
Inter pret ation a nd rhy thm, 1
In ver sion of gro up ing , 21, 32 (partial)
In ver ted gro ups:

am phibrach, 54
a napest, 32
dac tyl , 31
defined, 29
iamb, 49 fr.
trochee, 40

Latent orga niza tion (or rhy thm), 13, 18
Links, 148

Lorenz , A., 146
Lower a rchitecto nic levels, 12 ff .

M elodic-rhyth mic stru cture and syncopa tion,
102 s.

M elod y, inAuenc e of on rhy th m, 14, 18 f., 24 s.,
29 . Sa also M ob ilit y

Meter :
architectonic in nature, 2 f.
defined, 4 f.
a nd rh ythm , 42, 96 f., 88 rr.
lat ent, 89 fr.
red uction to, 156 f.
shifting and stable groups, 94 ff,

Metric :
consona nce, 108; di ssonance, 108
crossing, 81, 89, 106 fr.

Metric Equival ence, Pr inciple of, 22 f.

Mi ddle-ac cen ted grou ps, 10. Sa also Arnphi­
brach

M obili ty, 117 rr. , 140 fr.
Morphological lengths, 144 ff',

No n-congrue nce of r hy thm a nd me ter, 89 ff.,
164 fr.

"Non-theme" and cont inuity, 153 ff .

O pen groups, 39 "
Ornamenta tion , in fluence of on rhy th m, 21 L ,

44, 49, 54
Ov erla pping, 148. Sa also M orphological

len gt hs

Pace, 3 n . 1, 66
Partial in vers ion, 32
Pe rformance a nd rh y thmic structure , 8, 11, 15,

35, 164
Pivot, rhyt hm ic, L3, 27, 62 A'.
Primary rhy thmic level , 2
Prior organiza tion, effect of on subse que nt or-

ganization, 13, 33, 171
Pulse, 3 f.
Py ramidal groups, 65 rr.

R educ tio n , as ana lyt ica l dev ice, 69 r.,84 rr., 123
R educt ion to meter , 156 L Sa also I ncom plet e

rhy thm
R est, acc ented, 137 fr.
R eversal , rh ythmic, 77 f.
Rhythm :

and o the r mus ical elemen ts, 1
as one of th e tem poral phenomena : pulse ,

meter, tempo, rh y th m, 2 ff',
defined as grouping , 6 f.
eleme n ts of (sa Accen t; Aft erbeat; An acrusis;

Echo)
arch itect oni c nature of:

inferior levels, 2
pr im ary level, 2 (sa also Composit e su b­

groups; Compound groups; Metric
Equ ivale nce, Principle of)

lower levels , 12 ff .
higher levels , chaps . iii-vii (sa also Fu sed

groups; No n-congrue nce of rh ythm and
meter ; Pivot ; Py ra mi da l groups ; R e­
versal)

types of:
begin ning-acc ented (sa Ana pest; Iamb)
middle-accented (m Amphibrach)
end-accented (sa Dactyl ; Trochee)
closed and open, 39
ambiguous, 54 rr., 168 fr.
vague, 171 fr.



incomplete, 79, 139, 149 f., 157 (Stt also
Reduction to meter)

related to :
anticipation of futur e an d eva luation of

past, 62, 120 (Stt also Dominant organi­
zation; Latent or gan ization; Prior or­
ganization)

beat placement, 15
character, 34
co nti nuity, 144 If.
dura tion, temporal relationsh ips, 13 f.,

24 rr., 29, 61, 136, 147
dynamics, 16, 137
form, 139, 144 If.
harmony, 14, 19 r. , 39, 51 L, 61
instrumentati on , 16, 61
int erpretat ion and performance, 1, 8, 11,

15, 35,1 64
melod y, 14, 18 f., 24 If., 29, 36 f.
m eter , 42, 96 f.
mobi lity, 117 s., 140 If.
morphological lengths, 144 If.
ornam entation, 21 f., 44, 49, 54
stress, 8, 20 f., 24 s., 29, 39
suspension, 99 If.
syncopation, 31, 32, 99 rr., 102 If.
tension, 125 If.
texture (including accompaniment) 17,

160 fT.
tie , 99 If.

deve lopment of, 168 If.
ind ividuality of, 22
summarizing aspect of, 117, 182
transfo rmation of, 174 If.

Riemann, H., 147
R ubato, 8

Sachs, C ., 108
Schenker, H., 70, 146
Stress:

defined, 8 ·

Index 207

influence of on rhythm, 20 f., 24 ff. , 29, 39
infl uence of on me ter, 98 f.
and syncopation, 101 f.

Structural gap, 22, 91, 170
Style :

and analysis, 106 If., 119 f.
and continuity, 161 If.

Sub primary rhythmic levels, 2
Superior rhythm ic levels, 2
Suspension, 99 If.
Sym bols, list of, 204
Syncopa tion , 31, 32: '

drfinr d, 99 If.
and melodic-rh ythmic st ruc tu re, 102 If.
an d stress, 101 f.

T em po, 3; influence of on rh yt hm, 22 f.
T emporal rela tions hips, influence of on rhythm ,

61, 136, 147. See also Metric Equivalence ,
Prin cipl e of

Te nsion , 125 If.
T exture and rhythm, 160 If.
Theme :

and continuity, 153 If.
incomplete, 153

Tie, 99 If.
Transformation, rhythmic, 174 If.
T rochee:

introduced , 6
on lower architectonic levels, 11 ff., 29 If., 38 If.,

40 ff., 30 (closed ), 40 f. (inverted)
on higher architectonic lruels , 74 f.

Upbeat. Set Anacrusis

Vagueness, rhy thmic, 171 ff .
Va riation, as analy tica l device , 13 ff., 58, 116,

123ff., 143, 167
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OF
MUSIC

Bach, J .S.:
Examples:

Bra ndenburg Concerto No .5, i (Example
74) , 55

Cham ber Sui te No . 1, 2d Bourree (Ex­
ample 73a) , 54

English Sui te No. 1 in A M ajor, 1st Bour­
ree (Example 85) , 68

Engl ish Suite No. 3 in G M inor, Prelude
(Ex amp le 68a) , 51

French Suite No .4' in E-Rat M ajo r, Sa ra ­
bande (Example 5 Ia), 40 f.

M ass in B M ino r , "Lauda mus T e" (E x­
ample 37c, d, z}, 30 f.

Pa rt ita in D Minor for U nac companied
Vio lin, Ch aco nne (Example 66b) , 49 f.

Passion According to St. Matthew (Ex ­
am ple 78), 62 f.

Six L ittl e Preludes, 3d Pr elude (Exampl e
54), 42 f. .

Twelve LillI e Preludes, 5th Pr elude (Ex­
ample 53b) , 42

We ll -tempe red C lav ier , Book II , F ugue in
A Major (Example 155) , 162 ff.

We ll-tempered Cl avier , Book II , Fu gue in
F-sharp Minor (Ex ample 154) , 162 ff',

Refe rences:
Bran denburg Co ncerto No . 1, iii, 5 I
Branden burg Con certo No.2 , i, 64
Brandenburg Concerto No.3, i, 48
Bra nd enburg Concerto No .4, ii, 52
English Suite No.4, Sarab ande, 43
Fr en ch Suite No.2 in C Minor, Gigue, 48
French Sui te No .5 in G M ajor, Bou rr ee ,

68; Ga votte, 64 , 70; Gig ue , 75
Fugues, 161 f.

208

Orchestra Suite No.2 in B Minor, i , 54;
R ondeau, 53

Orchestra Sui te No. 3 in D Major, iv , 47 ;
Gavotte , 53

Orchestra Su ite No .4 in D Major , lst
Bou rree , 54

Sonata in C Minor for U na ccom pa nied
Cello , Sa rabande, 43

Sona ta No.6 for V iolin a nd C la vier , iii , 45
Tocca ta in G Minor for C lavier , 74
Well -tempered Cl avier, Book I , P relu de

XII , 54 ; X X, 45
E xercises:

C ha mbe r Suite No. 4 in D Majo r, iii, 115
Prel ude and Fu gu e in A M ajor for Organ ,

Fugue, 115
Well-t empered Clavier , Book II , A-M inor

Fugu e, 167
Well-tem pered Cl avier, Book I I, G -l\1ino r

Fugu e, 167

Ba rtok, B.:
Example:

Pian o Co ncer to No .3, iii (E xamples 120­
22), 106-8

References:
So na ta for two Pianos an d Percussi on, i, 48
String Q uarte t No . 3, 89

Exercises:
Piano Sona ta (1926), i, 116
Violin Co nce r to , i, 116

Beethoven, L . van :
E xamples:

Bagatell e Op. 119, No. 10 (Example 48), 39
Concer to in B-Rat for Pi a no , iii (Example

37a, b), 30



Grosse Fuge (Examples 156-58), 164-66
Overture to Egmont, Allegro (Example

52a),41
String Quartet Op. 130 , Alia danza

ted esca (Example 57) , 44
String Quartet Op. 131, iv (Ex ample 70b)

52 f.
Symphony No. 2 in D Major, Scherzo

(Example 59), 45
Symphony No . 3 in E-fiat Major, i (Ex­

amples 137-39) , 137 n. , Scherzo (Ex­
amples 88-89) , 7 1 If.

Sy mphony 1\0 . 4 in Bofim M ajor, Scherzo
(Example 106), 92 f.

Symphony No. 5 in C M inor, iv (Ex am ple
64),48 f.

Symphony 1\0 . 8 in F M ajor , i (E xa m ple s
148- 52, 173- 75, 177- 78),1 53 s., 177 If.;
ii (Exa m ple 110), 97 f.

Sym phony No.· 9 in D Minor, Scherzo
(Examples 93- 95), 77 If.

References:
"Archduke" Trio (Op. 97), Sch er zo , 42
Concerto in D Major for Violin, iii , 68
Leonore Overture No.3, 47
Piano Trio Op. 1 No.3, iii, 54; iv, 40 .
Piano Trio Op. 97 ("Archduke") , iii, 80
Serenade Op, 25, vi , 40
String Quartet Op. 18 No . 3, ii , 49; iii , 54
String Quartet Op. 18 No.4, i, '47 ; ii, S1,

52
String Quartet Op. 95, iii , 45
String Quartet Op. 127, iii, 70 , 80
String Quartet Op. 130, i, 57 ; ii , 64
String Trio Op. 9 No.1 , i, 65
Symphony No .1 in C Major, ii, 51 , 54
Symphony No.3 in E-fiat Major, i, 57 ;

Scherzo, 83, 93
Symphony No.5 in C Minor, i, 48, 153;

iv, 93
Symphony. No.7 in A Major, i, 150 ; iii, 43
Symphony No .9 in D Minor, i, 49; Scher­

zo,5
Exercises :

Bagatelle Op. 119 No.1, 116, 167
Piano Sonata Op. 111, i, 116
Symphony No.3 in E-fiat Major, i, 143
Symphony No.8 in F Major, i, 182

Berlioz, H .:
E xample:

Symphonie fantastique, iii (Example 66a) ,
49

Reference:
Symphonie fantastique, ii , 73 f.

Binchois, G .:
Exercise:

"De plus en plus," 116
Borodin, A.:
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Example:
String Quartet in D Major, II (Example

90), 74 f.

Brahms, J.:
Examples:

Concerto in D Major for V io lin , ii (Ex ­
ample 60a), 46

Sonata in A M ajor for V iolin a nd Piano ,
ii (Example SIc ), 40 f.

Str ing Quartet in A Minor , Fina le (Ex­
a mples % -97), 81 If.

Symphony No.3 in F M ajor , iii (Exam ples
159-64),1 68 If.

Sym phony No. 4 in E 'vIi nor, iii (Example
112), 99 f.

Var iati on s on a Theme by H aydn Op. 56a ,
6th Variat ion (E xample 49), 39 .

Refe rences:
Horn Trio, i, 53
Intermezzo Op. 76 No. 3, 83
Piano Trio Op. 101 , i, 52
Rhapsod y Op. 119 No . 4, 40
String Quartet in A Minor, iii , 80
String Quintet Op. 88 , ii, 51
Symphony No.1 in C Minor , iii , 64 ; iv , 49
Symphony No.2 in D Major, iii , 45, 51
Sym phony No.4 in E Minor, i , 48
Vari ations on a Theme by H andel , i, 40 ;

ii, iii , vi , 57
Variations on a Them e b y Pa ga nini , iii, 54

Exercises:
Intermezzo Op. 116 N o. 6, 143
Sonata in D Minor for Vi olin a nd Piano,

i, 116
String Quartet in A Minor , i , 11.6

Bru ckner, A.:
E xample:

Symphony No . 9, i (Examples 107-9),
94 fr.

Exercise:
Symphony No , 7, i, 142

Chopin, F.:
Examples:

Etude Op. 10 No , 9 (Examples 134-35),
127 If.

Mazurka Op. 41 No.3, 43
Mazurka Op. 50 ·No. 2 (Example 72b),

53 f.
M azurka Op. 56 No. 1 (Example 56b),

43 f.
Nocturne Op. 48 No . t (Example 67a), 50
Prelude Op. 24 No.1 (Example 46) , 36 f.
Prelude Op. 24 No .4 (Example 46), 36 f.
Prelude in E-fiat Op. 24 No. 19 (Examples

132-33,176),12.5 rr., 151 fr.
References:

Etude Op. 10 No.1 1, 51
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Chopin, F.-Continued
References-Continued

Etude Op. 25 No.5, 40
Fantasie-Imprornptu Op. 66, 70
Mazurka Op. 50 No .3, 45
Nocturne Op. 9 No. 2, 75
Nocturne Op. 15 No .3, 48
Noctu rne O p . 37 No. 1, 40
Polonaise Op. 40 No.1, 83
Polon ais e Op. 71 No .1, 40 , 49
Valse Br illante Op. 34 No.3, 74
Waltz O p, 18, 45
W altz Op:64 No. I , 43
W altz es, 73

Exercises:
Etude O p . 10 No . 10, 116
Etude Op. 25 No. 8, 116
Pr elude Op. 28 No.1 , 87

Debu ssy, C .:
Examples:

Noc tu rne s for O rch estr a, " Nuages" (Ex­
ample 77), 57

Preludes, Book I , " De s pas sur la ne ige"
(Examples 165-68) , 171 If.

Reference:
Nocturnes for O rc hes tra , " Fetes," 48

Dufay , G .:
E xample:

Missa San cti]acobi , K yri e (Ex am ples 123­
25) ,1091f .

Dvor ak , A .:
References:

St ring Quartet Op. 51, iv, 80
String Quartet Op. 96, i, 68
Sym pho ny No. 5 in E Minor , iv, 74

Faure, G .:
Reference:

Piano Quartet Op. 15, i , 48
Fol ksongs :

" Ach du Li eber Augustin" (Examples 25- 28 ,
30, 34- 36, 38-4 1, 44) , 24- 26, 29- 32, 34

" Alouet te " 150
"Au c1air'de la lune" (Examples 142-47) ,

144-51; Exercise, 167
" Suse, Iiebe Suse " (Examples 42, 43, 45),

33 If.
" T wel ve Days of Christmas, The," 150
" T winkle , T winkle, Little Star" (Ex amples

2-24, 33) , 9, 12-23, 28
Franck, C .:

Examp le:
Piano Quintet in F Minor , i (Example 61),

46 f.

Reference:
Symphony in D Minor, i, 47

Gedalge, A .:
Exercise:

F ugue subj ect, 167

Handel , G . F .:
Examples:

Concerto Grosso No . 1, iv (Example 76 ),
56 f.

Concerto Grosso No .2, iii , 43
Concerto G rosso No" 3, Polon a ise (Ex­

ample 68b), 51
Con certo G rosso No . 8, iii (E xampl e 500),

39 f.
M essiah, " Ev'ry Vall cy" (Exa m ples 113­

14), 100-1 02
References:

Concerto Grosso No . 1, iii, 52
Co ncer to Grosso No.4, iii, 48
Concerto Grosso No. 5, v , 40
Concerto Grosso No .6, v , 45; Muse tte , 52
Concerto Grosso No .7, i, 65; iii , 70
Concerto Grosso No . 9, ii , 75; Gigue , 68

Exercise:
Concerto Grosso No .7, v , 116

Hayd n, F . ] . :
E xamples:

Piano Sona ta No . 37 in D Majer, i (Ex­
ample 63) , 48

String Quartet Op. 33 No .3, iv (Example
47),38

String Quartet Op. 54 No .3, iii (Exa mple
SOb), 40

Symphony No . 92 in G M ajor ("Oxford" ) ,
Finale (Exam ples 31-33), 27 f.

Symphony No. 94 in G Major (" Surprise" )
iv (Examples 81-84), 65 If.

Symphony No. 97 in C Major ("Salo­
mon") , Minuet (Examples 98- 101),
83 rr., Finale (Exampl e 71), 53

Symphony No . 100 in G Major ("Mili­
tary"), Finale (Example 92) , 76 f.

Symphony No. 102 in B-flat M ajor, M inu­
et (Example 720), 53

Symphony No . 104 in D Major ("Lon­
don"), iii (Examples 29, 140--41), 26,
140ff.; iv (Example 60b) , 46

References:
Piano Sonata No . 33 in C Major, i, 49
Piano Sonata No . 35 in D Major, Finale,

54
St ring Quartet Op. 20 No .5, iii, 75
String Quartet Op. 55 No .3, i, 43
String Q ua r tet O p . 71 No .1 , i, 53; iv, 49,

54
String Quartet O p . 74 No.3, i, 51
String Quartet O p . 76 No.5, iv , 70



Symphony No . 45 in F-sharp Minor
("Farewell" ) , Finale, 120

Symphony No . 94 in G Major (" Sur­
prise"), ii, 40 ; iii , 64

Symphony No. 97 in C Major ("Sal o­
men"}, Minuet , 71; iv , 57

Sym phony No. 101 in D Major ("The
Clock") , i , 74

Symphony No . 104 in D Major (" Lon­
don"), i , 51

Exercises:
String Quartet Op. 77 No . 2, ii , 116
Symphony No . 97 in C Major ("Salo-

mon") , Minuet , 87 .
Sy m phony No. 104 in D M ajor (" Lon·

d on"), iii , 116
'u rn perd inck, E. :
Reference:

H a nsel und G retel, 36

lcndelssohn , F .:
Example :

Symphon y No. 4 in A Major (" Ita lian"),
i (Example 80), 64

lozar t, \V. A. :
Ex amples:

Eine kleine Nachtmusik (K. 525) , Lv
(E xample 65) , 49

Horn Quintet (K . 407), ii (Exam ple 52b),
41 f.

Serenade for W inds (K. 36 1), i (Example
67b),50

String Quartet in G M ajor (K . 387), Minu­
et (Example Sib ) , 40 f.

String Quartet in C Major (K. 465) , iv
(Example 75), 55 fr.

String Quintet in C Minor (K. 406), i (Ex­
am ple 91), 76

Symphony No . 21 in A Major (K . 134) ,
Minuet (Example 69), 51 f.

Symphony No . 40 in G Minor (K. 550),
Minuet . (Exam ples 116, 118, 119),
102 fr.

Symphony No . 41 in C Major (K. 551)
("Jupiter"), i (Examples 127-31) ,
120 ff .: ii (Examples 102-5), 89 fr.;
Finale (Example 126), 117 fr.

R eferences:
Clarinet Quintet (K. 541), iv, 40
Concerto in D Minor for Piano and Or­

chestra (K. 466), ii, 3 n . 1
Divertimento in D Major (K. 205) , ii

(trio),43
Divertimento in B-flat Major (K. 270) ,

iv, 54
Divertimento in B-flat Major (K. 287), v,

80
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Piano Quintet if} E-Ilat Major (K . 452),
iii, 75

Quintet in G Minor (K. 516), Trio, 145
Serenade in D Major (K. 239), i , 47; iii 54
String Quartet in G Major (K . 387),' iii,

48
String Quartet in D Mi nor (K . 421), iii,

40; iv, 68
String Quartet in C Major (K . 465), iii,
. 65
Str~ng Quartet in D M ajor (K. 499), iv, 80
String Quartet in D M ajor (K . 575), iii , 43
Symphony No. 27 in G M ajor (K . 199),

iv, 52
Sy m phony No . 33 in B-Ila t \ 1ajor (K.

319), i, 52 ; iv, 49
Symphony No. 35 in D M ajor (K. 385 ),

iv, 74
Symphony No. 38 in D M ajor (K . 504) ,

ii, 83
Sym pho ny No. 39 in E-flat M ajo r (K.

543), i, 52; iii, 45
Symphony No . 40 in G Mi nor (K. 550) , i,

153 f.
Symphony No. 41 in C M ajor (K. 551)

("Jupiter" ), iii , 51
Exercises:

Sonata in A M ajor for Violin and Piano
(K. 305), i, 116

Symphony No. 40 in G M inor (K . 550), i ,
182

Symphony No. 41 in C M ajo r (K . 551)
("Jupiter" ) , i , 142; ii , 57 ; Minuet, 87

Variations on "Ah, vou s dira i-j e, maman"
(K. 265), 58

Purcell, H.:
Example :

Sonata for T wo Violins an d Co n tinuo
("Golden" ) , i (Exa m ple 55) , 43

Ravel, M .:
Reference:

Le tornbeau de Couperin, i, 75
Rimski-Korsakov , N .:

Example :
Scheherazade, iii (E xample 153), 11)0 f.

Schoenberg, A .:
Example:

Sechs kleine Klavierstucke Op. 19, iv (Ex ­
amples 169-72),174 fr.

Reference:
String Quartet No.3, iv, 70

Schubert,r. :
Examples:

Piano Trio in B-Ila(. Major, i (Example 87)Wr. . . '



212 The Rhythmic Structure ofMusic

Schubert, F.-Continued

Examples-Continued
String Quartet in A Minor, iv (Example

79), 63 f.
String Quartet in G Major, i (Example

73b), 54
String Quartet " Dea th and the Maiden,"

ii (Example 70a), 52
Sympho ny No. 5 in B-Aat , Minuet (Ex­

ample 117), 103 f.
Wanderer-Fantasie, Presto (Example 53a) ,

41f.
References, 5:

Impromptu Op. 142 No .4, 45
Mqments Musicaux Op, 94, v, 40
Piano Quintet Op. 114, iii, 70
Piano Trio Op. 99, i, 65
Songs, 73
String Quartet in D M inor, i, 64
String Quartet Op. 29, ii , 40
Symphony No .8 in B Minor, i, 51
Wanderer-Fantasie , All egro , 47

Exercises :
Impromptu Op. 142 No.4, 116
Symphony No.7 in C M ajor, i, 142

Schumann, R .:
Examples:

Carnaval , " Davidsbundler" March (Ex ­
ample 56a), 43 f.

Fantasiestucke, "Des Abends" (Example
58b), 44 f.

Papillons, No. 6 (Example 86) , 69 f.
String Quartet Op. 41 No.1 , i (Example

62),47
Sym phonic Etudes, No .9 (Example 58a),

44
Sy mphony No . 4 in D Minor, Scherzo

(Example 115), 102

References:
Carnaval, "Valse Allemande," 40
Davidsbimdler, ii, 65
Fantasiestucke, "GrilIen, " 52; " E nde vorn

Lied," 54
Kinderszenen, iv, 75
Piano Concerto in A Minor, iii , 88 f.
String Quartet Op. 41 No.1 , ii , 74
Symphoni c E tudes, No .5, 43; No . 10, 48
Symphon y No.4 in D Minor, ii, 68

Exercises:
Fantasiestucke, " Grill en," 143
Fantasiesrucke, "Warum ," 167
String Quarter Op. 44 No . I, ii, 1 j 6
Symphony No.1 in B-Aat Major, iii, 116

S tra vinsky, I.:
E xample:

The Rite of Spr ing, " Danc e of th e Ad oles ­
cents" (Exam ple III ), 98 f.

Reference :
Su ite No.2 for Sma ll Orch est ra , iv, 80

Exercise :
Suite No.2 for Small Orch estr a , ii, 116·'

Tchaikovsky, P. I.:
Refere nce:

Symphony No . 5 in E Minor, ii, 64
Exercise:

Symphony No.6 in B Minor, i, 143

Wagner, R:
Example:

Tristan und Isolde, Ac t II , Introduction
(Example 136) , 129 a., 139, 142

Reference:
Tristan und Isolde , Act III , Scene 2, 4

Exercise:
Tristan und Isolde, Act II , In troduc tion ,

143
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