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Abstract.

This essay examines how the “tcrimodular block” (TMB) in the first move-

ments of Héléne de Montgeroult’s Piano Sonatas, op. 5 spotlights bel canto singing
in her piano writing and pedagogy. While the TMB in op. 5 is readily identifiable,
its narrative profile is not so much correcting a transgressive element as a discur-
sive journey that anticipates the first true lyrical theme showcasing Italian bel canto
singing on the piano. I discuss how this discursive path unfolds through three ele-
ments: orchestration/topics, phrase rhythm, and tonal structure. These three areas
work in tandem to fulfill generic requirements of TM! (the first proposed S-theme)
while withholding critical features of Montgeroult’s bel canto writing until the lyrical
S-theme at TM?. Montgeroult’s TMB thus gives unique rhetorical prominence to the
S-theme, rendering its lyricism and cantabile character the focal point of the sonata
exposition.

KEYWORDS AND PHRASES: Héléne de Montgeroult; Lart de bien chanter; sonata form;

trimodular block; orchestration; topics; phrase rhythm; tonal structure.

HE MAIN PURPOSE OF THIS ESSAY is to shed light on how
T a unique formal design of the Secondary Theme in the
first movements of Héléne de Montgeroult’s Piano Sonatas,
op. 5 (first published between 1804 and 1807) spotlights bel
canto singing in her piano writing and pedagogy. Mont-
geroult’s lifelong preoccupation with lart de bien chanter is
well documented, especially in the “Preface” to her magnum
opus and last work, Cours complet pour l'enseignement du forte-
piano, conduisant progressivement des premiers elements aux plus
grandes difficulte.’ Possibly influenced by the piano works
of Jan Ladislav Dussek (Rose 2001, 100), the S-themes of

! Published in 1820, the 3-volume work consists of over nine hun-
dred teaching pieces of various genres, ranging from contrapuntal
works such as fugues and canons to virtuosic etudes, fantasias and
variation sets.

Montgeroult’s sonata expositions in op. 5 consistently em-
ploy a procedure known as the “trimodular block” (hence-
forth TMB) in the parlance of James Hepokoski and War-
ren Darcy’s Sonata Theory (2006). The TMB is a particu-
lar design of the Secondary-Theme zone that consists of an
initial attempt to present the S-theme, a failed confirma-
tion or completion of this proposed S-theme and subse-
quent re-engagement of transitional rhetoric, and, finally,
a successful presentation and confirmation of the de facto
S-theme of the exposition. Hepokoski and Darcy call the
first part of this three-stage process (“a flawed or unsatis-
factory first S-idea”) TM!; the second part (“some sort of TR-
texture-based corrective action”) TM?; and the third part
(“a ‘better’ S-idea”) TM? (2006, 172). As a whole, the TMB
from this perspective engenders a sense of an unexpected
detour, followed by amendatory maneuvers to get back on
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Example1. Berman's

the expected course.

While the TMB in the first movements of op. 5 is read-
ily identifiable, I argue that its narrative profile is not so
much correcting a transgressive element as a discursive
journey that anticipates a pivotal turn of events at TM?: the
first true lyrical theme showcasing Italian bel canto singing
on the piano.? In the following paragraphs, I discuss how
this discursive path unfolds through three elements: or-
chestration/topics, phrase rhythm, and tonal structure.
These three areas work in tandem to fulfill certain generic
requirements of TM! (the first proposed S-theme) while
withholding critical features of Montgeroult’s bel canto
writing until the lyrical S-theme at TM?. In Montgeroult’s
hands, the TMB thus gives unique rhetorical prominence to
the S-theme, rendering its lyricism and cantabile character
the focal point of the sonata exposition.

1. ORCHESTRATION/TOPICS

In this section, I examine Montgeroult’s formal nar-
rative in terms of orchestration and topics—two consider-
ations that are inextricably linked. Topics, as many schol-
ars have noted, are often associated with particular instru-
ments and timbres, whether literally employed or imitated
through textural and rhythmic means.> To examine “or-
chestration” in a piano work may seem odd to some, but

2 As Rose (2001, 101) points out, Montgeroult’s Italian connection
may be attributed to her collaboration with the Italian violinist Gio-
vanni Battista Viotti between 1786 and 1792. The Baron de Trémont,
an acquaintance of Montgeroult’s, reported that her cantabile style
of piano playing was modeled after the expressive singing of Italian
singers such as Luigi Marchesi and Girolamo Crescentini.

3 Discussions of orchestral topics in piano music abound; the pre-
ponderance of “horn fifths” in eighteenth-century piano music im-
mediately comes to mind. Allanbrook further asserts an important
role of orchestral imitation in piano music by which less marked
topics are brought to consciousness: “The topoi do appear with vary-
ing degrees of markedness: we can say of one passage that it is a
military march or a sarabande, while of another only thatitislegato
or lyrical. But legato and ‘lyrical’ are topoi simply by virtue of being
juxtaposed to passages that are staccato or that clearly mimic or-
chestral rather than vocal procedures” (2002, 214).
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orchestration” of Beethoven, Piano Sonata in Eb major, op. 31, no. 3, I11.

it is well known that pianists—both as composers and per-
formers—habitually think of their instrument in orchestral
terms.* A full treatment of this topic (no pun intended) is
beyond the scope of this paper, but two well-known pianists
will be summoned here to provide a précis. In an insightful
collection of essays on piano performance and pedagogy,
Boris Berman argues that knowledge of a composer’s en-
tire oeuvre provides essential creative ideas for artistic in-
terpretation (2000, 151). Beethoven’s late piano sonatas, for
instance, must be considered in light of his string quar-
tets, and Schubert’s piano sonatas heard against his entire
output of lieder. This line of thinking points to the inte-
gral role of an imagined instrumentation in pianistic writ-
ing. Berman's “orchestration” of the Trio of Beethoven’s Pi-
ano Sonata in Eb major, op. 31, no. 3, III (shown in Ex-
ample 1) illustrates his point. The upbeat and downbeat
chords at the beginning of the phrases are assigned pizzi-
cato strings and woodwinds, while the melodic gestures
at the end of the phrases are heard as bowed strings and
tutti. Although Berman does not explain these interpretive
choices, it is clear that texture, articulation, dynamics, and
musical topoi all play a role in his imagination of the or-
chestral sounds in a piano piece written at a time when

4 Numerous examples exist in the eighteenth- and nineteenth-
century keyboard literature of composers prescribing clear instruc-
tions on imitating specific orchestral instruments (e.g., “Quasi
Oboe” in the scherzo of Schumann’s Piano Sonata no. 1). As an ed-
itor of Beethover’s piano sonatas, Hans von Biilow often recom-
mends orchestral hearing; for example, in the development sec-
tion of the first movement of op. 53, he assigns melodic snippets
in the right hand to various woodwind instruments. Even when no
specific orchestrational instructions are given by the composer or
the editor, solo piano pieces occasionally appear in the format of a
concerto, clearly alternating between the textures of tutti and solo
to conjure contrasts between the orchestra and the piano. Finally,
chord spacing is yet another resource which composers explore to
suggest certain instrumental sonorities. Chopin, for example, may
have the cello in mind at m. 13 of the B-minor Prelude, op. 28, no. 6,
where the bass melody, upon reaching the nadir (C2), arpeggiates
up the C-major triad in a spacing that strongly evokes the sound
of the (first two) open strings of the cello. I thank my colleague
Michael Chertock for providing this list of examples.
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Beethoven was solidifying his symphonic contribution.’

Expressing a similar viewpoint in an essay provoca-
tively entitled “Turning the Piano into an Orchestra,” Al-
fred Brendel (1976) further highlights an aspect of the pi-
ano’s timbral versatility that supports my analysis. Brendel
catalogues an extensive list of orchestral instruments that
the piano imitates in Liszt’s paraphrases and transcriptions
and concludes his discussion with an intriguing twist: “My
list of musical instruments would be gravely incomplete
without the human voice” (97). Subsequently, Brendel pre-
scribes, with poetic flair, innovative (if somewhat idiosyn-
cratic) ideas on how a pianist should imagine and recreate
the vox humana: “In [the human voice’s] freedom of decla-
mation itleaves the orchestra far behind. Itis distinguished
by warmth and directness. Its articulation is given shading
by vowels and consonants, like sculpture in high relief. Its
dynamics extend from whispering and humming to shout-
ing. The voice is capable of every kind of expression. Vi-
brato, in all its degrees, characterizes singing; the arm of
the pianist should sail on that vibrato like a ship on the wa-
ter—a few centimetres above the keys.”

Brendel’s observations concerning the mimicking of
the various orchestral sounds as well as the human voice
in nineteenth-century piano writing provide precedent for
my analysis of Montgeroult’s sonatas. Using a combination
of texture, articulation, dynamics, and rhythm, Montger-
oult strategically juxtaposes the cantabile style with quasi-
orchestral tutti within her sonata forms in order to fo-
cus attention on the piano’s singing qualities. As Maria
Rose (2001) points out, the emphasis on singing well in the
“Preface” to Cours complet is in large part a reaction against
contemporary methods of piano pedagogy (and composi-
tion), which put a premium on finger dexterity (for play-
ing fast and mechanically). Due to the rapid deterioration
of tone compared to most melodic instruments, the piano
was deemed by some of Montgeroult’s contemporaries as
more effective at imitating the orchestra than at expressing
cantabile character.® In the “Preface,” Montgeroult offers a
passionate counterargument:

5 Although Berman does not name a particular instrumental reper-
toire or a specific piece as the basis of his interpretation of
Beethoven's op. 31, no. 3, his orchestrational analysis may be to
some extent influenced by certain prominent features of the in-
strumentation in the last movement of Beethoven's Symphony no.
3 (as compared with the corresponding passages in the “Eroica’
Variations, op. 35), where the “Basso del Tema” from the Prometheus
theme is set to pizzicato strings in the lower register, while the ca-
dences are punctuated by emphatic outbursts in the mid to high
woodwinds.

¢ Rose (2001, 102) gives the example of Sebastien Meysenberger,
who, in his Nouvelle method wrote, “If the piano is less able to sus-
tain sounds than other instruments, its advantage is that it can play
several parts [voices] simultaneously and that it can give in some
manner the idea of an orchestra.”

The numerous observations which we have made re-
garding the current way of teaching piano, and regard-
ing the type of playing which results from it, have con-
vinced us that this way is wrong... If singers or string
players would follow the same method, the result would
be shocking. The art of singing well is the same for every in-
strument; one should not make concessions or sacrifices
to the mechanism particular to the interpreter; the in-
terpreter should adapt his mechanism according to the
demands of art.” (Rose 2001, 102) [Emphasis added]

Montgeroult finds ingenious ways to render the ex-
pressive singing style the centerpiece of the sonata expo-
sitions of op. 5. One of her strategies is to make the pre-
TM? modules (i.e., thematic materials prior to the de facto
S-theme) so overtly orchestral that when the first lyrical
theme appears in TM?, the delightful tone of bel canto em-
anates like a gem uncovered from an opaque case.

A revealing illustration can be found in the exposition
of the first sonata of op. 5. Example 2 shows the beginning
of the P-theme, TR!, TR?, and the end of the V-lock before
the first MC (I:HC MC). Orchestral allusions in these pas-
sages are immediately apparent. The thick sonorities and
recurring bass octave leaps in the P-theme are typical of or-
chestral marches in the eighteenth century;® parallel thirds
and sixths in TR! are reminiscent of Fortspinnung passages
in the transitions of symphonic sonata forms;® and finally,
simultaneous melodic activities in three separate registers
in TR!, TR?, and mm. 4749, which considerably raise the
level of technical difficulty in these passages, clearly invoke
the layered texture of orchestral writing.

Example 3 shows the TMB (up to the first four mea-
sures of TM?) and my interpretation of how the implied
orchestration proceeds from tutti strategically towards the
singing style of the lyrical S-theme (TM?). TM!, the first
(failed) S-candidate, appears in the parallel minor of the ex-
pected A major, exemplifying a common type of TM! found
in the first movements of Mozart’s Piano Concerto in C, K.
421 and Beethoven's Piano Sonata in C, op. 2 no. 3. How-
ever, unlike these previous models, in which the minor-key
theme possesses a certain degree of lyricism, Montgeroult’s
TM! largely preserves an orchestral texture, only downsiz-
ing from tutti to a chamber ensemble consisting of upper
strings (and woodwinds) on the trilled figures above the os-
tinato in lower strings.’® TM?, which reinvigorates tran-
sitional rhetoric beginning in m. 6o, intensifies rhythmic

7 All English translations of the “Preface” cited in this paper are by
Rose (2001).

8 The orchestral marches of Mozart, for example, contain many in-
stances of repeating octave leaps in the bass to express sonically the
physicality of the march. See in particular his D-major march from
Divertimento, K. 455 (320c), and the first of three marches, K. 408.
9 An excellent example is found in the transition of the first move-
ment of Haydi's Symphony no. 104 in D major.

1o While there are numerous examples from the eighteenth-
century instrumental literature of lower-string ostinato provid-
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Example2. Op. 5, no. 1: opening of B, TRY, TR?, and end of TR.

momentum towards the second MC (V:HC MC) in m. 67
by its faster harmonic rhythm (through the recurring pro-
gression iv®—P$-ii”¢), while the upper parts thicken into
tutti octaves that are unforgivingly syncopated and satu-
rated with the turn figure. The arrival at the cadential V in
mm. 66—67 provides an “orchestral pivot”: the ostinato in
the lower strings morphs into the left-hand Alberti-bass ac-
companiment of the actual S-theme in m. 68, which sig-
nals a turn toward idiomatic piano writing. The right hand
of TM? introduces the first expressly lyrical melody of the
piece, played simply without doublings and other textural
elaborations hitherto pervasive in the upper voices. As a
whole, the TMB performs a modulatory function in timbral
space, transitioning from the pomposity of the opening
tutti through textural attenuation by the string-woodwind

ing rhythmic momentum in allegro movements, two passages by
Mozart in minor keys are particularly similar to the texture, coun-
terpoint, and mood of Montgeroult’s TM1 here: the opening of
String Quintet in G minor, K. 516, and the S-theme of the finale of
Symphony in G minor, K. 550.
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trio to the intimate solo voice soaring above the Alberti bass
in a bel canto aria.

While the D major sonata overtly juxtaposes orches-
tral and piano idioms, the third sonata of op. 5 in F minor
is more consistently pianistic. Instead of pervasive orches-
tral allusions, pre-TM? modules conjure a variety of non-
cantabile topics that contrast with and highlight the lyri-
cism of TM?. Example 4 shows the openings of P, TR, and all
three parts of the TMB. P and TR are toccata-like, with cas-
cading sixteenth-note runs in the former and right-hand
figurations in the latter. The continuation unit of the sen-
tential P-theme (mm. 8-14), the most tutti-sounding of the
modules, contains a number of features of tempesta, such
as the general elements of loud dynamics and minor mode,
and more specific gestures such as sixteenth-note tremolos
in the left hand and repeated octaves in the right hand." In
TM! and TM2, although the sudden appearance of A ma-

" For a full list of musical features associated with the tempesta
topic, see McClelland (2014).



NG ¢ THE TRIMODULAR BLOCK AND L’ART DE BIEN CHANTER IN HELENE DE MONTGEROULT'S PIANO SONATAS, OP. 5

upper strings (+ Ww.)

™!

-l

-4

() 4

52

lower strings

L A A A A R N |

o 1
=

'z )
rJ

]
o

Ebe

tr
ﬂF FE

56

-

-

1/
|4

'
Py
®

VA
|4
'

TR %H

1/
4
1

@)
p=
Q
o
] > N
H N
N B
™ == 0 — |
] m“ N X
<
| . 5
i <
i <
| <
- <
I 4 11 e
! S\ o
[ — (el N 3
= [
NAII#HY ﬁ' i)
- |
8 i —
. _ s |
2 ﬁv
'.ll. - | I
At.bnur -qlelll e
.«
SHA W A
A N By ™ (s
\ —all] |-
2 ot -] A —y
1A -w g |
A'._l ™ e | 1] M ] f
" =< = ~FF i
M <9 u\v : N o,% S mw\v ﬁ..

Example3. Op. 5, no. 1: mm. 52-71.
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opening of B, TR, TM', TM?, and TM?>.

Example4. Op.5,no.3
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jor—a non sequitur after the i:HC MC—offers an opportu-
nity for instant relief,* the musical topic switches to that of
the etude and maintains rhythmic intensity with its scalar
runs up and down the keyboard. The last unit of TM? (mm.
64—67)—an expanded cadential progression (Caplin 1987)
that wraps up the lengthy TM'~TM? excursus (thirty-two
measures long, twice the size of that in first sonata)—fi-
nally slows down the almost unrelenting sixteenth-note
drive from the toccata, tempesta and etude topics and sets
the stage for thelyrical theme at the beginning of TM?. Sim-
ilar to the D major sonata, the last measures of TM? pro-
vide a smooth transition from the preceding heavier tex-
ture into the lighter piano voicing of the lyrical theme.”
The elided III:PAC MC in m. 67 also affords a more opti-
mal tonal preparation for the S-theme at TM? than the i:HC
MC preparation for the non sequitur TM! in m. 41. Within
the TMB of op. 5, no. 3, the tonal non sequitur and topical-
rhythmic momentum following the first proposed MC thus
help destabilize the first proposed S-theme (TM?), delay-
ing a more definitive sense of arrival to the eventual lyrical
S-theme at TM?. This heightened sense of both tonal and
rhetorical resolution at the S-theme accentuates its formal
significance within the expositional trajectory, putting its
lyricism yet again under the spotlight.

2. PHRASERHYTHM

The above discussion shows that in the realm of tim-
bre and topics, TM!~TM? retains or develops orchestral tex-
tures and non-lyrical topics from P and TR to intensify an-
ticipation for the cantabile style at TM?. In this section, I
argue that phrase rhythm further differentiates TM? from
preceding thematic zones to draw attention to the lyrical
S-theme. Simply put, motivic development and irregular
groupings more typical of instrumental writing fundamen-
tally complicate the phrase rhythm of the P-theme and TM!
(i.e., the first S-candidate),” while the central lyrical S-

2 In Sonata Theory, a non sequitur S-theme occurs in minor-key
movements when the theme appears in the relative major following
ai:HC MC. Hepokoski and Darcy describe this as “a sudden pull out
of the ominous tonic minor into the brighter, more ‘hopeful’ me-
diant major” (2006, 27). Riley further examines this sudden shift
to the relative major in the context of Viennese minor-key sym-
phonies (2014, 12—24), noting that the tonal shift is often accom-
panied by the familiar stormy style and dubbing the procedure the
“mediant tutti.”

13 Space does not allow me to explore the implied orchestration and
topics in the F minor sonata, op. 5, no. 2, which employs similar
procedures to highlight the lyricism of the S-theme (TM3). In this
case, although the pre-TM3 modules do not employ as much tex-
tural and generic contrasts as the other two sonatas, the TMB still
reserves expressive lyrical writing for TM3, utilizing a contrapuntal
duo in TM1 (reminiscent of P) and a quasi-tutti texture in TM2..
41 do not suggest by this statement that motivic development and
phrase-rhythmic complexities are exclusive to instrumental mu-

theme in TM? utilizes simpler forms of melodic repetitions
and extensions that preserve the structural clarity of basic
phrases and hypermeasures. Significantly, Montgeroult’s
distinctive treatment of the lyrical theme’s phrase rhythm is
motivated by one of her central beliefs about bel canto play-
ing on the piano, as I will discuss in the following analysis.

Phrase-rhythmic disparities between pre-TM? mod-
ules and the central lyrical S-theme are most clearly seen
in the second sonata of op. 5. Example 5 shows its P-theme
and TR. In the opening subphrase (mm. 1-4.3),” the basic
ideain mm. 1-2.3 is immediately followed by a series of de-

velopments of the anacrustic ‘ J J Ur-motive.

The prototypical four-bar length and 2+2 grouping are both
subverted by this development, which also complicates the
phrase rhythm at deeper levels. As shown in the example,
while hearing a strict quadruple hypermeter (shown in A)
is possible, there is also a faint suggestion of a shadow hy-
permeter (shown in B) due to the resolution of tonal and
rhythmic tension accumulated through the premature mo-
tivic development in mm. 1-3. The slight hypermetrical am-
biguity in m. 4 is made more tangible by the fuzzy grouping
boundary between the first two subphrases. It may seem
obvious initially that the second subphrase begins as ex-
pected at the anacrusis to m. 5. However, the seamless per-
petuation of the rhythmic Ur-motive somewhat obfuscates
the expected boundary, and the linear descent from Cs to C4
(see the circled notes in the example) helps support hearing
mm. 3.3-8.2 as a group,’® and consequently the downbeat
of m. 4 as hypermetrically strong.”

These grouping and hypermetrical intricacies befud-
dle the overall phrase-rhythmic profile of the theme. On the

sic; these phenomena can obviously be found in vocal music also.
However, the prosody of the lyrics does limit to some extent the
intensity and rapidity of motivic development and tends therefore
to keep in check the resultant phrase-rhythmic complexities, while
instrumental music is generally more accommodating of prosaic
rhythms that originate from a high level of developing variation.
This is probably one of the main reasons why scholars who have
written on the topic of developing variation and its effect on phrase
rhythm (such as Schoenberg (1984), Frisch (1984), Rothstein (1989),
and de Ghizé (2008), to name just a few) have focused almost exclu-
sively on instrumental music.

%5 In this section, the decimal places in the measure numbers refer
tobeat positions. For example, m. 4.3 means “the third beatof m. 3.
These decimal places are necessary for clarity because of shifting
locations of group onsets resulting from concentrated motivic de-
velopment.

16 Most interestingly, the adumbration of hearing mm. 3.3-8.2.as a
group becomes actualized in mm. 8.3-12.1 (see the circled notes),
where the continuation unit is structurally revised from its model,
which supposedly begins in m. 4.3.

17 The hearing of mm. 3.3-8.2 as a group would motivate the in-
terpretation of m. 4 as hypermetrically strong due to Lerdahl and
Jackendoff’s “strong beat early rule” (1983, 76), which Rothstein
calls “rule of congruence” (1995, 173), and Temperley later renames
“grouping rule” (2001, 357).
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one hand, hypermeter A maintains the normative quadru-
ple reading and ends with a phrase overlap and metrical
reinterpretation often featured at the onset of an inde-
pendently thematized TR (Rothstein 1989, Chapter 2). On
the other hand, hypermeter B incorporates the possible
hearing of m. 4 as hypermetrically strong for reasons dis-
cussed earlier, and, as a result, transforms the subphrases
in mm. 4.3-8.2 and mm. 8.3-12.1 into an end-accented
units,’® eliminating the need for a metrical reinterpreta-
tion at the phrase overlap. The rhythmic tension between
these two hearings persists until the onset of the TR in m.
13, where phrase rhythm is normalized by a more unam-
biguous grouping design.

Similar to the phrase-rhythmic profile of the P-theme
and the TR, the TMB also begins with grouping and hyper-
metrical irregularities in the first S-candidate (TM') and
moves towards greater clarity in its approach to the sec-
ond MC (TM?). Example 6 shows the TMB up to the first
thematic statement of TM? (the actual S-theme). Follow-
ing the normalization in the TR discussed above, TM! be-
gins to complicate phrase-rhythmic processes again, al-
beit in a markedly different manner than the P-theme. The
opening unit in mm. 24-27.3 recycles the basic idea from
the P-theme, and juxtaposes it with a contrasting idea to
form what Caplin calls a compound basic idea (1998, 61).
The contrasting idea is then extracted and embellished with
rhythmic diminutions in mm. 27.3-31.3 (thus expanding
the compound basic idea to twice its expected size), fol-
lowed by fragmentation back into the Ur-motive in mm.
31.3—-33. This series of diminution and fragmentation in-
fuses TM! with yet again a focused sense of motivic de-
velopment, resulting in irregular groupings and hyperme-
trical ambiguities just as in the P-theme.’ TM?—an active
post-cadential module prolonging the V of the second MC,
once again simplifies grouping structure (just as TR does

18 In my recent article (2021), I propose a theory of phrase-rhythmic
progression in which various types of beginning-accented and
end-accented phrases are mapped out in a two-dimensional space
to model the distances between various phrase rhythms. My the-
ory provides a conceptual tool to measure the tension between the
two hypermeters proposed here: hypermeter A maintains phrase-
rhythmic type 1-2-3-4, while hypermeter B causes a shift in m.
4.3ff to type 2-3-4-1; the two types are maximally separated in
my linear space of phrase rhythm, thus ascribing a high degree of
rhythmic tension to the P-theme originating from the ambiguous
role of m. 4.

19 Space does not allow me to fully explain my hypermetrical analy-
sis for this passage. Briefly stated, there are three hypermetrical ir-
regularities created by three different musical events: (1) the dimin-
uted and repeated contrasting idea in mm. 27.3-30.3 may be heard
also as repeated hyperbeats; (2) the arrival at the V-lock in m. 35 may
be heard with a metrical reinterpretation of hyperbeat 4 as 1;and (3)
mm. 43—48 may be heard as a six-bar hypermeasure due to the feel-
ing of a hypermetrical downbeat at m. 49, where the neighboring
motive in the caesura fill begins to speed up towards TM3.

previously) and stabilize the hypermeter by maintaining a
more or less quadruple hypermeter (except for a six-bar hy-
permeasure in mm. 43—48).

Given the preponderance of irregular phrase group-
ings in the main thematic materials thus far, it may not be
surprising that TM>—the lyrical S-theme—continues to ex-
plore irregular phrases. What is fascinating, however, is its
entirely different way of doing so from previous materials.
As shown in Example 6, both the antecedent (mm. 53-73)
and consequent (mm. 74—90) are irregular compound sen-
tences, the former spanning twenty-one measures (6+6+9)
and the latter seventeen (6+6+5). The presentation mod-
ule of both phrases consists of a six-measure compound
basic idea (3+3) and its repetition in what Caplin calls the
statement-response type (1998, 39). The six-measure length
of the basic idea deserves close attention. Despite the ap-
parent 3+3 layout, it is in fact not a symmetrically con-
stituted idea; rather, the last measure of the basic idea
(mm. 58 and 64) is an echo, an external expansion of
a five-measure (3+2) idea. Phrase expansion by a simple
melodic repetition is a novelty in this movement, as pre-
vious phrase-rhythmic complexities have arisen from mo-
tivic manipulations that are integral to the tonal structure
of the phrase.?® Another instance of surface melodic ex-
pansion occurs in m. 71, where the one-measure extension
of the D-natural expands what would have been a four-
measure group into a five-measure one (mm. 69-73).

AsIsuggested earlier, this repetition-based approach to
the lyrical theme—one that contrasts with the motivic devel-
opment of the P-theme and the first S-candidate—divulges
an important aspect of Montgeroult’s method of imitating
the vox humana: the effect of legato singing is achievable
through illusions. In the “Preface,” she recommends the de-
liberate use of “imperfections” in order to imitate the sound
of singing:

If one cannot imitate the beautiful art of singing in its
most perfect quality, that is to say, in the ability to pro-
long its sounds, one can begin by imitating its one im-
perfection: the necessity to cut the phrases in order to
breathe at certain intervals... On the piano, the right
hand can be compared to the singer, and the left hand
to the orchestra... [TThe fingering of the right hand has
to be adjusted so that the hand is lifted completely af-
ter the note on which the singer would take his breath.
The hand should take as much time before placing itself

in the next position as the singer would need to take a
breath. (Rose 2001, 102)

In this context, the echo (in mm. 58 and 64) and the
trilled extension (in m. 71) are both pauses in the rhythmic
flow that present opportunities for the pianist to breathe
as a singer. In mm. 57 and 63, the pianist must lift not just

20 See Rothstein (1989, 75) for a comparison between motivic repeti-
tions that are integral to the tonal structure and those that are not.
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Example 6. (Continued).

the finger, but also the hand and arm to reach up an oc-
tave to play the instrumental echo in the following mea-
sure.?! The added measure of D in m. 71, which initiates a

2l The grace notes leading up to the Db in mm. 57 and 58 may be
played differently in order to delineate the difference between the

long trill for three and a half measures, invites a breath at
the end of m. 70 to ascertain sufficient air until perhaps m.

voice and the orchestral echo, perhaps by giving more temporal
flexibility and legato articulation to the former while keeping a rel-
atively strict time and light articulation to the latter.
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Example 7. Op. 5, no. 1: reduction of mm. 1-41.

76. Since the repeated Ds in m. 70 use more disconnected
articulations than the motion from D to the grace-note C in
m. 71, the pianist has to deliberately lift the last D and insert
an audible break between mm. 70 and 71 to achieve the il-
lusion of breathing that Montgeroult prescribes. As the pi-
anist “sings” through the S-theme, phrase expansion and
irregular constructions are but surface illusions for breath-
ing;thelyrical content and rhythmic shape of the phrases of
the song are immensely more accessible to the listener than
the underlying phraseology and rhythm of the P-theme and
TM!, which are artfully tucked in the middleground away
from the listener’s consciousness.

3. TONAL STRUCTURE

Finally, tonal structure provides a third way that TM?
is spotlighted. Closely related to the implied orchestra-
tions discussed earlier are distinct harmonic-contrapuntal
structures that further accentuate the turn of events at
the lyrical theme. David Gagné’s (1999) observations con-
cerning the harmonic-contrapuntal tendencies of Mozart’s
symphonies (as opposed to his chamber and solo works)
provide a suitable framework for this discussion. In short,
the tonal middlegrounds of the orchestrally conceived pas-
sages in the pre-TM? modules tend to exhibit what Gagné
calls “symphonic breadth,” which is characterized by four
primary features: (1) extended swaths on root-position
tonic and dominant chords (to create the “force and en-
ergy” of orchestral tutti); (2) limited use of chromaticism
(to ascertain effective and accurate large-ensemble play-
ing before the later rise of virtuoso orchestras); (3) slower
harmonic rhythms (due to the generally less active bass
and inner parts compared to chamber and solo works);
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and (4) frequent occurrences of coupling (to explore voice-
leading activities in different registers available to differ-
ent orchestral sections). While these structural features are
frequently found on their own in chamber and solo genres,
Gagné demonstrates compellingly in Mozart’s select sym-
phonic openings that the concerted presence of these fea-
tures expresses a symphonic sound that is distinguished
from their solo and chamber counterparts.

Example 7, a reduction of the P-theme and TR of op.
5, no. 1, displays Gagné’s entire list of features; these for-
mal units complement the textural, articulative, and dy-
namic allusions to orchestral timbres discussed earlier with
a harmonic-contrapuntal allusion to symphonic structure.
Not only are the harmonies dominated by root-position tonic
and dominant chords, but the top voice is also heavily con-
centrated on 1 and 5, with both of them vying for structural
priority throughout the entire P-theme.?* It may be tempt-
ing to assume a 5-line in the Urlinie based on the prepon-
derance of As in mm. 1-10; however, the main thread of
melodic activity in the TR reveals 3 to be the Kopfton, with

22 Gagné suggests that the more prominent role of 1 in the top voice
in symphonic literature has to do with the limitation of the brass
and timpani. He writes: “Because of the participation of the brass
and timpani, this consideration [of their physical limitation] is un-
doubtedly a factor in the prevalence of tonic and dominant tones in
the opening of [Mozart’s] Symphony No. 34; these tones in turn cre-
ate a strong conditioning factor for the harmonic structure, which
consists essentially of primary triads (tonic, dominant, subdom-
inant). In particular, scale degree 1 as a top-voice tone is empha-
sized in ways that would not normally characterize a solo or cham-
ber piece. This is perhaps not only because of the practical limita-
tions imposed by the brass and timpani, but also because of the size
and weight of the initial sonic fabric, which seems to demand the
most stable and deeply-rooted location in tonal space. Many sym-
phonies (and not so many quartets and solo sonatas) give this kind
of prominence to scale degree 1 at the beginning.” (1999, 86)
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Example 8. Op. 5, no. 1: reduction of mm. 51-92.

5 occasionally reappearing as a cover tone. Coupling is also
strongly suggested in the TR, where linear progressions be-
tween fand 3 in the top voice are often mirrored by implied
linear motions an octave below.

Following the P and TR, the TMB begins to doff the
prior symphonic characteristics and don ones that Gagné
considers more typical of chamber and solo idioms. Ex-
ample 8 shows a reduction of the TMB up to the end of
the first statement of TM>. As it can be clearly seen, the
TM!'-TM? block radically departs from the preceding di-
atonicism and extended swaths on I and V, transitioning
chromatically from the V chord at the first MC in m. 51 via
an unfolding of the ii”¢ to the V at the second MC in m.
66. More significantly, the ensuing lyrical theme at TM? re-
stores the more typical harmonic-contrapuntal structure
of a tight-knit sentential theme in a solo sonata move-
ment.”* Gone are the extended swaths of figurated root-

23 It is interesting to note that Gagné's four features of symphonic
breadth virtually guarantee a loose-knit theme (due to various ex-
pansion techniques that tend to perturb the basic symmetry of
tight-knit themes). Related to this observation, Caplin’s (1998) ex-
amples of sentences and periods (the most tight-knit of all theme
types) are overwhelmingly taken from solo and chamber works;
the number of examples from the symphonic literature does in-
crease noticeably in the chapters on loose-knit themes. Further,
Caplin notes that the subordinate theme (i.e., the S-theme) tends to
be more loose-knit, the presentation function often extended with
more repetitions of the basic idea, which would probably lead to
a longer tonic prolongational progression before proceeding onto
the medial and concluding functions (1998, chapter 8). In this light,
the return in the S-theme in op. 5, no. 1to a harmonic-contrapuntal
structure more typical of the tight-knit P-theme provides yet an-
other perspective on Montgeroult’s unique treatment of the lyrical
S-theme as the central point of her sonata exposition.

position tonic and dominant harmonies in the deep mid-
dleground that problematicize the identification of the lo-
cal Kopfton and slow down the overall harmonic rhythm. In-
stead, the Kopfton 5 is clearly prolonged throughout, em-
bellished locally by a brief superposed As—Gfs in the pre-
sentation module (mm. 68-75) and a motion to an in-
ner voice (Es—Ds—Ctis) within the continuation unit (mm.
76—84). Further, the theme begins to introduce an inter-
play of chromatic motives in inner voices (e.g., E-Ef—Ff in
mm. 76—77 and A-A#-B in mm. 76-78). As Gagné argues in
his analysis of Mozart’s String Quartet in G, K. 387, these
kinds of faster and more linear events promote “animate
and independent voice leading” typical of chamber and solo
pieces and generate more structural levels in the middle-
ground than symphonic passages (1999, 87). Just as the lyri-
cal melody and Alberti bass in TM? put a spotlight on the
pianist-singer, the harmonic-contrapuntal transformation
to a more solo/chamber idiom at TM? alerts the audience
to the transition from the symphonic overture to the bel
canto aria—the centerpiece of Montgeroult’s musical dis-
course.

CONCLUSION

Despite her relative anonymity in music-analytical
studies, Héléne de Montgeroult’s artistic output as a pi-
ano pedagogue and composer deserves closer attention.
I contribute here a vignette to demonstrate her creative
use of sonata form as a vehicle to promote and teach bel
canto singing on the piano. Her thematic textures, phrase
rhythms, and harmonic-contrapuntal structures in op. 5
all contribute to an aesthetic that turns sonata form on its
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head: whereas both ordinal and nominal perspectives have
paradigmatically placed the P-theme over the S-theme in
rhetorical primacy, Montgeroult’s compositional design re-
verses the conventional hierarchy and places the lyrical S-
theme in TM? squarely in the limelight. Her highly spe-
cific take on the TMB to achieve this goal reminds the an-
alyst of the importance of applying formal theories with
historical sensitivity. Contrary to the broad description of
the TMB as a multi-stage progression towards a corrective
of former transgressions, my analysis of Montgeroult’s op.
5 illustrates how a close examination of textural, formal,
rhythmic, tonal, and topical elements informed by the com-
poser’s expressed artistic preoccupations helps us fine tune
our assessment of the discursive purposes of the TMB con-
cept. Within Montgeroult’s sonata-form output, we have
seen that the TMB is a first-level compositional default;
within the TMBs of her op. 5, Montgeroult has shown us
that her passion for l'art de bien chanter is a first-level artistic
priority.
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