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�nce upon a Timeԅ �ne-Time
�ccurrences as Structural and
Formal Markersܘ
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Aĝstract. This article examines one݇time occurrences ܴOTOsܼܵsingle events or larger
groupings occurring only once within a workܼthat function as structural and for-
mal markers. It outlines a typology of OTOs grounded in three sources of marked
singularity ܴmotivic deviation, parametric extremity, and absence or omissionܵ and
shows how their salience emerges against established patterns of repetition and ex-
pectation.Through case studies from the common-practice tonal repertoire, the ar-
ticle demonstrates how OTOs articulate cadential arrivals, momentum toward clo-
sure, sectional boundaries, andnarrative pivots.Theanalyses integrate formal, voice-
leading, and hypermetric perspectives. Treating OTOs as analytical obŧects clariȉes
how the rarity and marked status of singular events shape formal articulation and
guide listening.

hĬǫǥƃƪĥƲāŹĥpŏƪāƲĬƲԈ One-timeoccurrence ܴOTOܵܨ repetitionܨmotivic deviationܨ
extremityܨ absence.

Untroduction

CƃŹǀĬǪǀǈāŮŮǫ ǈŹǈƲǈāŮmusical occurrences, oȅten cli-
mactic or strikingly distinct, freƩuently articulate

structural or formal goals. This study focuses on a partic-
ular subset of such occurrences whose markedness arises
not only from deviation or extremity but also from their
singularity: one݇time occurrences ܴOTOsܵ. These OTOs may
consist of single events, such as individual notes or beats,
or of larger units like motives, phrases, or episodes that
appear only once within a given piece.1 OTOs represent
the highest degree of rarity and can heighten perceptual

ܘ I gratefully acknowledge Naphtaliãagner and éosef Goldenberg
for their valuable contributions to this manuscript.
1 In this article, the delineation of a unit is constrained by at least
one of three conditions: repetition, separation, or schema. Rep݇
etition groups several immediately successive events into a sin-

salience even when the material itself is understated.
This study examines how OTOs can articulate formal

and syntactic milestones by marking cadential arrivals,
directing momentum toward closure, or delineating sec-

gle perceptual unit when the same material is immediately re-
peated. Separation entails distinct contrast with surrounding ma-
terial, oȅten reinforced by internal unity. Schema refers to cultur-
ally or stylistically internaliǵed patterns of musical organiǵation.
Such schematic patterns include components considered funda-
mental to ãestern art music, such as scales and rhythmic pat-
terns ܴKrumhansl ܨ0کک1 Meyer ܨܵک8ک1 speciȉc styles and genres,
such as Galant style schemas ܴGŧerdingen ܨܵڧ200 and piece-speciȉc
schemas, such as idiosyncratic motives ܴóbikowski .ܵککک1 In the
context of the present article, which focuses on one-time occur-
rences, repetition is relevant primarily as a background condi-
tion: it establishes a ȉeld of recurrent material against the non-
recurrenceof aparticularunit, renderingwhatdoesnot returnpar-
ticularly salient.
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tional boundaries. ãhile such functions may occur across
diverse repertoires, this study focuses on common-practice
ãestern tonal music, where the interaction between syn-
tactic and formal articulation oǻfers a particularly fertile
ground for examining the expressive potential of singular
events.

As Arnold Schoenberg observed, “intelligibility inmu-
sic seems to be impossible without repetition” ܴSchoenberg
,ڧ6ک1 20, Ʃuoted in Margulis 2014, 5ܵ. Analytical discourse
has long emphasiǵed recurrenceܼwhether simple or var-
ied,overt or latentܼas central tomotivic development, for-
mal construction, and perceptual coherence. Identifying
patterns of repetition among thematic, motivic, rhythmic,
and harmonic elements is foundational to much musical
analysis.These repetitions create connectionsbetweenmu-
sical events, contribute to internal logic, and suggest that
the work’s elements are not random.

By contrast, OTOs, deȉned here by the absence of rep-
etition in at least one parameter ܴpossibly against a back-
ground of continued repetition in other parametersܵ, have
rarely been treated as an independent obŧect of inƩuiry.
ãhile singularity is sometimes acknowledged in particu-
lar theoretical traditionsܼfor instance, in discussions of
melodic climaxܼit has not been systematically explored
as a distinct analytical category.2 Unlike repetition, which
is readily classiȉed and oȅten foundational to analytical
methods, singularity is oȅten regarded as incidental or
anecdotal. This paper argues that OTOs merit analytical
consideration in their own right and accordingly develops
an analytical framework and typology ofOTOs grounded in
three sources of marked singularity: motivic deviation ܴal-
terationof familiarmaterialܵ,parametric extremity ܴclimax
or saturation in a single parameterܵ, and absence or omis-
sion ܴsuppression of repetition or other expectedmaterialܵ.

The present study employs markedness in a restricted
sense. Following Robert Hatten ,4کک1ܴ ,2ܵک1ܽ2ک2 marked-
ness is “the asymmetrical valuation of an opposition ܴin
musical structure, language, cultureܵ”: a marked element
is rarer in distribution and possesses greater speciȉcity of
meaning than its unmarked counterpart. In the present
context, this opposition concerns a singular, marked oc-
currence and a more regular, repetitive, unmarked back-

2 A comprehensive review of climax theories can be found in kee
ܴ2018ܵ.The pitch climax in a species-counterpoint phrase exempli-
ȉes a rare curricular treatment of an OTO: Knud Jeppesen’s 1ܳڣک1ܴܲ
,2کک1 110ܵܽک10 species-counterpoint pedagogy in the Palestrina
style prescribes a single-pitch climax in didactic cantus ȉrmi and
species melodies, and subseƩuent counterpoint textbooks adopt
this rule even beyond Palestrina-style counterpoint ܴe.g., Salǵer
and Schachter ܳک6ک1ܲ ,ک8ک1 4ܽ5ܵ. -xplicit discussion of the single-
pitch climax as an analytical parameter is largely conȉned to such
counterpoint pedagogy, with only a few attempts to integrate it
into broader analytical models ܴe.g., -itan .ܵڧکک1

ground. Cast in structural, formal, and perceptual terms,
markedness here refers to occurrences whose rarity and
deviation from an established context of repetition as-
sign them prominent roles in musical design, articulat-
ing formal and structural organiǵation.This restricted us-
age remains compatiblewithHatten’s ,4کک1ܴ 2004ܵ semiotic
model of markedness without invoking the full semiotic or
narrative apparatus of his theory.Markedness involves not
only diǻferences in relative freƩuency but also diǻferences
in evaluative weight: the rarer element in an opposition ac-
Ʃuires a distinct cultural and stylistic weight, shaped by
what a given musical culture or interpretive communityܼ
historically situated composers, performers, listeners, and
analysts engaged with this repertoireܼtakes to be impor-
tant ܴAlmĭn 2008, .48ܵܽڧ4 In this light, the type of OTO
considered in this study is not simply any one-time oc-
currence, but a singularity accorded relatively high value
within a given stylistic and analytical frameܼfor instance,
by its participation in cadential positions, formal hinges,
registral peaks, or other locations that independent struc-
tural and formal analyses already identify as prominent.ڣ

ãithin this framework, themarkedstatusof anOTOis
not an intrinsic property of the sounding event but reǽlects
an evaluative stance grounded in stylistic normsand listen-
ing practices. In this sense, OTOs emerge through analyt-
ical engagement with music rather than existing as onto-
logically self-suǻȉcient entities in the score. From this per-
spective, the relevant Ʃuestion is not whether OTOs exist
as pre-given entities in the score, but how particular oc-
currences are identiȉed and interpreted as OTOs within
speciȉc stylistic, cultural, and analytical frames, and under
what conditions such identiȉcations are analytically per-
suasive. In thepresent study,suchoccurrencesare conȉned
to notated conȉgurations of pitch ܴincluding contour, har-
mony, and registerܵ, rhythmic structure, and texture.These
occurrences are examined at time scales ranging from lo-
cal motives, phrases, and sections to complete movements
and, in one case, the ȉnale of an operatic act. Other poten-

ڣ ByronAlmĭn’s 48ܵܽڧ2008,4ܴ distinctionbetweenmarkedness ܴthe
evaluative imbalance within an oppositionܵ and rank ܴthe relative
importance of features within a passageܵ helps clarify why only
some singularities Ʃualify as analytically signiȉcant OTOs. In the
present context, among themany local deviations a workmay con-
tain, those granted higher rank in the unfolding chain of occur-
rences contribute most decisively to what is perceived as struc-
tural and formal articulation. In the case studies that follow, for-
mal and structural salience andsingulardesign features are treated
as ŧointly shaping the analysis: independently motivated formal
and voice-leading considerations provide the basis for assigning
structural weight to a given passage, while the presence of a lo-
cally salientOTOܼwhether subtle or strikingܼcan focus analytical
ŧudgment, support it, or at times tilt it between competing struc-
tural interpretations.
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tial singularities, such as microtiming nuances or multi-
movement constellations, lie beyond the present scope.

The perceptual salience of an OTO oȅten arises not
in isolation, but through its contrast with a stable con-
text of repetition and expectation. Repetition across mo-
tivic, rhythmic, and textural dimensions establishes a
framework against which deviations becomemore salient.
Thus, repetition and singularity operate as complemen-
tary forces: repetition creates the conditions that make an
OTO’s uniƩueness perceptible.

Two notions central to the analytical status of OTOs
draw on complementary strands of scholarship. First, the
notion of locally salient events that articulate boundaries
andpivots is informedbyworkonperceptual segmentation
and similarity inmusic.This scholarship addresses percep-
tually salient local features or cues that stand out from the
musical surface and are implicated in processes that seg-
ment the acoustic continuum intodiscrete events, streams,
and larger-scale groupings ܴCambouropoulos ,ک200 .ܵڣ11ܽ1
Second, the relation between a particular occurrence and
a background of repetition is examined in scholarship on
recontextualiǵation and repetition perception, which ex-
amines how perceived musical sameness arises from the
recurrence of an element across contextually distinct in-
stances ܴHanninen ,ڣ200 ,60ܽک5 ܨ2ڧ0ܽڧ Margulis 2014,
chap. 2ܵ. Taken together, these perspectives highlight how
local cues and recurrent patterns shape listeners’ percep-
tual segmentation of the musical surface across multiple
time scales. The present study asks what happens when
a salient occurrence is not part of a chain of recurrence,
focusing on OTOs that function as boundary- and pivot-
marking cues. For these OTOs, a lack of recurrence against
an established background of repetition supports their role
in marking structural and formal signiȉcance rather than
their relegation to incidental or anecdotal status.

This paper begins by examining clear cases of OTOs
that stand out against highly uniform textures, showing
how altered motives or extreme events create salient mo-
ments that mark formal boundaries and pivotal points. It
then turns to an extreme OTO in a sonata-formmovement
and to an operatic example in which an OTO functions as
a narrative hinge between dramatic realms. A subseƩuent
section broadens the focus toOTOs grounded in absence or
omission, including silence, suppressed pitch classes, and
the nonappearance of highly recurrent motives.The article
culminates with a J. S. Bach fugue that integrates multiple
OTO types at cadential and sectional ŧunctures.

Ҋ. �T�s in Æniform Motivic TeǬtures
The ȉrst three examples are composed by Bach: Pre-

lude inCMaŧor, theWell݇TemperedClavier ܴWTCIܵ,Bãâ846ܨ

Invention in -! Maŧor, Bãâ ܨ6ڧڧ and the Gigue from the
Partita No. 1 in B! Maŧor, Bãâ 825. These pieces feature
OTOs that deviate from the consistentmotivic frameworks
that unify each composition. These frameworks are rein-
forced through multiple repetitions that solidify underly-
ing motives in the listener’s memory and intensify the im-
pact of each unexpected occurrence. The OTO’s impact is
especially heightenedwhena singlemotive is repeated con-
tinuously throughout, as in Bach’s Prelude.

The governingmotive in the Prelude is a half-measure
ȉve-voice ȉguration ܴ-xample 1a, m. 1ܵ that occurs twice
permeasure throughoutmm. 2ڣ1ܽ ܴonly inmm.5ڣܽڣڣ does
Bach suspend this frameworkܵ. ãithin these initial thirty-
two measures, the ȉguration always includes at least one
leap in the right hand, and chord tones are unambiguous.
The ȉguration consists of an arpeggiated triad ܴas in m.
1ܵ or seventh chord ܴas in m. 2ܵ and occasional suspended
tonesܼbut no passing or neighboring notes. Only in m.
,ڣ2 as depicted in -xample 1b, does Bach deviate from this
consistent ȉguration by introducing an altered melodic
shape in the right hand: a three-note stepwise span. This
deviation generates local ambiguity: either B3 functions
as an incomplete neighbor to C4 within ii◦4ڣ, or C4 func-
tions as a passing tone within vii◦42. -xample 1c, a mid-
dleground summary aȅter Schenker 2ܳڣک1ܴܲ ,ܵک6ک1 demon-
strates Schenker’s preference for the ȉrst option: the in-
complete neighbor B3 is omitted from m. ,ڣ2 and the har-
mony is presented using four voices rather than ȉve. The
graph also provides broader context, showing that theOTO
occurs on the last chord in the pre-dominant area. Addi-
tionally, this iswhere the structural 2࠘ of theUrliniemakes its
ȉrst appearance, ŧust before progressing to the dominant.
Thus, this OTO serves as a structure-highlighting marker,
and it ŧoins anotherOTOwith the same function: the salient
diminished-third leap in the bass between mm. 22 and ,ڣ2
which is the Prelude’s only diminished melodic interval.4

Some earlier editions of theWTC smoothed this rough leap
byaddingamediatingpassing six-four chord,knownas the
“Schwenckemeasure,” shown in-xample 1d.Theadditional
measure undermines both OTOs: ȉrst, it cancels the bass

4 John Rothgeb ,1ڧک1ܴ 1ܵڣ2 argues that changes in surface design
oȅten coincide with important structural points and thus warrant
particularly careful scrutiny when formulating or conȉrming an
analysis.ãorking within a Schenkerian voice-leading framework,
he shows how shiȅts in surface designܼsuch as grouping, regis-
ter, dynamics, and expression marksܼcan determine whether a
harmony counts as structurally decisive ormerely transitional, and
they can clarify theplacement of cadential goals.Thepresent article
is related to this concernwith surfacedesign,but it concentrates on
occurrences whose singularity within a work heightens their func-
tion as structural markers, treating OTOs as a speciȉc subclass of
the surface changes that Rothgeb considers as potential evidence
for structural weight.
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EǪample ܪڨ Analysis of Bach, Prelude in CMaŧor,ãTC I, BWâ :ڭګگ ܻaܼ mmܪ ܯک݄ڨ ܻbܼ mܪ ܯڪک ܻcܼ voice݇leading graph aȆter Schenkerܯ
ܻdܼ “Schwenckemeasure” added betweenmmܪ کک and ܪڪک
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OTO, and second, it extends the right-handOTO backward
into the added measure ܴbecause both the added measure
and m. ڣ2 contain an incomplete right-hand neighbor, the
occurrence in m. ڣ2 loses its singular status and its salient
eǻfect isweakenedܵ. Interestingly, thenon-chordal B3 in the
added measure, functioning as an incomplete neighbor to
C4, seems to support Schenker’s decision to omit B3 in m.
ڣ2 of his analysis ܴ-xample 1cܵ.

The OTO in Bach’s Invention in -! Maŧor, Bãâ ,6ڧڧ
arises under more complex circumstances. Unlike the ȉg-
uration in the Prelude, which recurs continuously, the pat-
tern thatunderlies the Invention’sOTOoccurs inonly about
ofޞ60 thepiece.Additionally, theOTOdoesnot result from
a deviation within a single statement of the recurring pat-
tern but from the contour of its melodic seƩuencing.

The Invention, analyǵed in -xample 2, is designed as
a free mini-fugue with double counterpoint and a mod-
ulatory subŧect. The Invention includes two rotations, la-
beled Rot. 1 ܴmm. 1ܽ11ܵ and Rot. 2 ܴmm. 12ܽ22ܵ, followed by
a ȉnal phrase ܴmm. .2ܵڣܽڣ2 The brackets above the system
indicate that each rotation consists of an exposition ܴduǪ
and comesܵ and an episode, while the ȉnal phrase consists
of a retransitional double episode and a non-modulatory
extended subŧect. The main motive, fully displayed in m.
1 on the ossia staǻf, features a stepwise ascent of a perfect
fourth, the ȉrst note of which is decorated with a lower
neighbor. In -xample 2, all instances of this motive are la-
beled with a bracketܨ on the main staǻfs, the motive is re-
duced to a four-note stepwise ascent. Bach seƩuences this
melodic pattern in both the expositions and the episodes.
In -xample 2, each seƩuence is marked with an arrow that
indicates its beginning and direction, and each seƩuential
pattern beginswith a stem.All seƩuences ascend except the
framed seƩuence in episode 2, which descendsܨ hence, this
change of direction in an expected melodic contour is an
OTO. Since this exceptional melodic seƩuence is played by
the leȅt hand, it is also harmonically exceptional: it creates a
sort of cadential connection between its patterns until the
actual cadence isȉnally obtained ܴii:PACܵ.TheOTOnot only
leads to the cadence but also emphasiǵes its structural sta-
tus: this is the Invention’s only cadence other than the ȉnal
cadence. Moreover, the OTO also contributes to the form’s
articulation, as it emphasiǵes the ŧunction between the last
rotation and the non-rotational ȉnal phrase.

The OTOs observed in the Prelude and the Invention
stand out for their singular occurrence, while remaining
subtle in character. In thenext example,amore salientOTO
similarly emerges within a consistent motivic and textu-
ral framework and, in this instance,within amore complex
form.

In the Gigue from Bach’s Partita No. 1 for keyboard,
Bãâ 825, the listener’s expectations are stabiliǵed by both

the uniȉed motivic and textural design shown in -xam-
ple aڣ and the consistent Ʃuadruple hypermeter. As shown
in -xample 4, the Gigue can be understood as compris-
ing three rotations within a binary form.5 These rotations
are end-oriented due to the similarity of their conclud-
ing units: each rotation is a phrase consisting of two sub-
phrases, the second of which is an eight-measure end
rhyme ܴ-Rܵ. -ach -R consists of a dominant pedal point
ܴDPPܵ followed by a PAC, and each -R occurs in a diǻferent
key area.

The discussion below compares the opening sub-
phrases of the Gigue’s three rotations ܴsee -xample 4ܵ. Rot.
1 is symmetrical: both the ȉrst subphrase and the -R sub-
phrase span eight measures, and the ȉrst subphrase is di-
vided into an opening formula ܴmm. 1ܽ4ܵ and a modula-
tory unit ܴmm. 5ܽ8ܵ. In Rot. 2, the ȉrst subphrase is re-
duced to fourmeasures ܴmm. ,20ܵܽڧ1 functioning as both a
medial repeat that echoes mm. 1ܽ4 and a modulatory unit
comparable to mm. 5ܽ8. In this rotation, the DPP begins
in m. 20, one measure before the onset of the -R. As a re-
sult of this nonconcurrence, the F"5 in m. 20 resolves not
to the G5 in m. 21, but instead to the G5 in m. 28. The ȉrst
subphrase of Rot. ڣ does not resemble those of Rot. 1 and
Rot. 2, nor does it serve the same functionܨ rather, it acts
as a retransition, beginning with a modulatory unit that
leads back to the home key ܴmm. 1ܵ.6ڣ28ܽ The DPP that be-
gins in m. 2ڣ precedes the -R, as in Rot. 2. However, aȅter
the â8ܽ7 in mm. ,ڣڣ2ܽڣ Bach introduces a salient OTO that
generates momentum into the -R and the ȉnal cadence:
a seven-measuremelodic seƩuence, comprising seven par-
allel diminished-seventh chords descending chromatically
ܴmm. .4ܽ40ܵڣ Bach avoids strict consistency and does not
spell these chords as literal parallelsܨ rather, each appears
in a diǻferent inversion. Another inconsistency occurs be-
tweenmm. کڣ and 40, where the progression departs from
the preceding chromatic descent and instead descends by a
whole step. Alongside the harmonic and voice-leading de-
viation introduced by the OTO, the texture changes sub-
tly, featuring a half-measure ȉguration that occurs twice in
each measure, similar to the Prelude in C Maŧor ܴcompare
-xamples bڣ and 1aܵ. Not only does the chromatic chain
of diminished-seventh chords unsettle harmonic orienta-
tion, but its seven-measure span also disrupts the regular
Ʃuadruple hypermeter, yielding hypermetric ambiguity.

This example from the Gigue diǻfers from those de-
rived from the Prelude and the Invention in that the OTO
does not signal the arrival of a structural cadence, but

5 The voice-leading graph in -xample 4 is aȅter -rnst Oster and
David Beach ܴBeach 2008, .4ܵڣ0ܽڣ
6 In -xample 4,m. 28 is duplicated to indicate the overlap between
Rots. 2 and .ڣ
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EǪample ܪک Analysis of Bach, Invention in E!Maŧor, BWâ ܪڭڮڮ
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EǪample ܪڪ Bach, Gigue from Partita Noܪ ڨ in B!Maŧor, BWâ :ڬکگ ܻaܼ mmܪ ܯګ݄ڨ ܻbܼ mmܪ ܪڧګ݄ګڪ

rathermarks a formal ŧuncture leading into the-R.Tonally,
the OTO, fully contained within the DPP, interrupts the
DPP and suspends its expected continuity, generating ten-
sion and heightening anticipation of its eventual reacti-
vation. In retrospect, however, the DPP’s return does not
merely resume a process but initiates the -R as a new for-
mal unit.

Despite its harmonic and contrapuntal irregularities,
the OTO integrates coherently into the Gigue, aided both
by preparation ܴthe earlier -Rs feature diminished-seventh
chords that embellish structural dominants, and the half-
measure ȉguration emerges as early as mm. ܵڣڣ2ܽڣ and by
the smooth connection that follows. The progression from
m. 40 to m. 41, though marked by a bass leap, lands on an-
other diminished-seventh chord, creating a seamless con-
nection into the ȉnal -R.

In the three examples discussed thus farܼBach’s Pre-
lude, Invention, and Gigueܼthe listener can recogniǵe the
OTO through its deviation from an otherwise uniform ȉg-
urative or motivic framework, whether the OTO is sub-
tle, as in the Prelude and Invention, or striking, as in the
Gigue. Bach avoids gestures that might disrupt a tightly
woven motivic fabricܨ instead, he draws attention to a sin-
gle, carefully placed OTO that signals the arrival of a struc-
tural cadence or a formal unit. In a composition not orga-
niǵed around tightly repetitive motivic cells, an OTO that

signals the arrival of a structural cadence or a formal unit
may be more salient and may reƩuire contextual prepara-
tion to maintain coherence. Such a salient OTO, closely re-
sembling the one in the Gigue, is the focus of the following
analysis of a sonata-formmovement byã. A.Moǵart.

2. An EǬtreme �T� in Sonata Form
In the secondmovement ofMoǵart’s¨uintet in-!Ma-

ŧor for Piano and ãinds, K. 452, a particularly prominent
OTOappears ŧust before the-SC: nine parallel diminished-
seventh chords ܴ-xample 5, mm. ڧ.106ܽ108ܵ This unusual
OTO stands out as a highly salient event within the move-
ment. The exceptional features of the sonata form in this
movement lead to an ambiguous -SC, and the OTO draws
signiȉcant attention to this moment, eǻfectively marking
the -SC as a pivotal structural event. Despite its uniƩue-
ness, theOTOiswell integrated into themovement through
both an intensiȉcation process and preparatory material
introduced early in the movement.

The second movement in the -!-Maŧor ¨uintet fea-
tures a Type ڣ sonata form with a continuous exposition
of the -xpansion-Section subtype, in which the transition

ڧ Sonata-form terminology and abbreviations in this study follow
Hepokoski and Darcy ܴ2006ܵ.
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EǪample ܪګ Analysis of the Gigue from Bach, Partita Noܪ ڨ in B!Maŧor, BWâ ܪڬکگ
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EǪample ܪڬ OTO inMozart, ¨uintet in E!Maŧor for Piano andWinds, hܪ ,کڬګ IIܪ Condensed Score of mmܪ ܪڰڧڨ݄ڧڧڨ

evolves into a Fortspinnung ܴTR⇒FSܵ.8 -ach of the two rota-
tions is tripartite, consisting of the following sections:ک

1. P: a compound period
2. TR⇒FS: a compound sentence concluding with the
--C or -SC

.ڣ C: an expanded cadential progression repeated twice,
followed by a codetta comprising brief cadentialmod-
ules

8 Hepokoski andDarcy ܴ2006, 51ܽ64ܵ identify the continuous expo-
sition in sonata formas lackingMCandS,proposing two subtypes.
In the ȉrst subtype, the EǪpansion݇Section, the transition ܴTRܵ be-
gins aȅter a P-idea but evolves into a restless Fortspinnung ܴFSܵmod-
ule ܴTR⇒FSܵ,wheremotives “spin out” continuouslywithout paus-
ing for theMC and the subseƩuent launch of S, ultimately reaching
the--C.Hepokoski andDarcy discuss three strategies for TR⇒FS,
with the ȉrst involving FS progressing beyond the S-point with-
out the listener noticing. They regard this strategy as a pure in-
stance of a continuous exposition, noting its rarity among the cele-
brated works of later eighteenth-century composers .54ܵܽڣ5ܴ Since
the TR⇒FS in the secondmovement ofMoǵart’s ¨uintet in -!Ma-
ŧor follows this strategy, in both the exposition and the recapitula-
tion, the circumstances surrounding the arrival at the -SCmay be
regarded as exceptional.
ک kauri Suurpđđ ܴ2022ܵ discusses the continuous exposition in
Moǵart’s late chamber-music slowmovements andanalyǵes the ex-
position in the ¨uintet, K. 452.

Building on this formal framework, the OTO marks
the climax of an intensiȉcation process within the TR⇒FS
section of the recapitulation, as illustrated in -xample 6.
This intensiȉcation will now be examined in detail, start-
ing with its harmonic and form-functional characteristics
and then turning to its articulation through hypermeter.

The process of intensiȉcation begins with a relatively
stable compound presentation ܴmm. 10.ܵکک2ܽک This ex-
pands tonic harmony and, like the corresponding passage
in the exposition ܴmm. ,26ܵܽک1 is characteriǵed by symme-
try between two- and four-measure units ܴsee the form-
functional analysis above the systemܵ. This symmetry cor-
responds to multiple repetitions and provides the founda-
tion for emphasiǵing thedeviations that follow.The tension
then gradually intensiȉes during the compound continua-
tion, whose expanded dimensions delay the arrival at the
-SC. The extended fragmentation ܴmm. 100ܽ108ܵ, which
includes the OTO, prolongs the structural pre-dominant
and is uniȉed throughout by parallel tenths between the
outer voices ܴsee the ڧڨ marking below m. 100 and the
subseƩuent horiǵontal lineܵ.11 As in the exposition, a one-

10 The following abbreviations are used in the presentation section
of-xample 6: b.i.=basic ideaܨ c.i.= contrasting ideaܨ c.b.i.= com-
pound basic idea.
11 The parallel tenths between the outer voices inmm. 100ܽ108 ܴ-x-
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EǪample ܪڭ Analysis of Mozart, ¨uintet in E!Maŧor for Piano andWinds, hܪ ,کڬګ II, mmܪ ܪڪڨڨ݄ڨڰ

and-a-half-measure fragment ܴmm. 100ܽ101ܵ is followed
by shorter fragments of a diminished-seventh chord and
its resolution ܴmm. 101ܽ105ܵ. Two-chord units, each com-
prising a diminished-seventh chord and its resolution, oc-
cur freƩuently throughout the movement, thus forming a
motive likely well ingrained in the listener’s perception.
However, here, the rapid eighth-note alternation creates a
particularly fast harmonic rhythm that heightens tension.
Unlike the fragmentation in the exposition, which com-
prises only four such short fragments ܴmm. ,0ܵڣ28ܽ eight
short fragments appear here, grouped into three seƩuen-
tial patterns ܴthe third is truncatedܵ, forming three higher-
level fragments. The tension that intensiȉes throughout
the seƩuence culminates in the OTO ܴmm. 106ܽ108ܵ. The
third truncated seƩuential pattern ܴmm. 105ܽ106ܵ, like
its predecessors, opens with short fragments, each com-
mencing with a diminished-seventh chord. However, in
the second short fragment ܴat the beginning of m. 106ܵ,
the initial diminished-seventh chord fails to resolve and
instead ascends to a parallel diminished-seventh chord.
This is the ȉrst ascent in the OTO, which unfolds as a
chromatic ascending melodic seƩuence of nine parallel
diminished-seventh chords ܴnotated with varying enhar-

ample 6ܵ operate on three levels: ܴ1ܵ the foreground level, shown by
all sopranoܽbass pairings in these measuresܨ ܴ2ܵ a middleground-
level seƩuence in mm. 100ܽ105, with one note per measure indi-
cated by Ʃuarter and eighth note durations ܴin the soprano: G5ܽ-!5
inmm.101ܽ102,F5-D!5 inmm.105!-,104ܽڣ inm. ܨ105ܵ and ܵڣܴ a lin-
ear progression in a deepermiddleground level, indicated by Ʃuar-
ter notes and outer slurs ܴG5 in m. 101, F5 in m. ,ڣ10 -!5 in m. 105,
D!5 in m. 108, C5 in m. .ܵک10

monic spellingsܵ, constituting compressed fragmentation.
In theabsenceof a cadential trill or other rhetorical gesture,
the OTO functions as a distinctivemarker signaling the ar-
rival of the -SC, the movement’s most structurally signiȉ-
cant cadence.

Hypermetric complexities further contribute to the in-
tensiȉcation process outlined above, shaping the listener’s
perception of the OTO. These are reǽlected in the three
analytical lines below the system: hypermeter ک underlies
the harmonic rhythm in the presentation and corresponds
with the notated meter in the continuation, while vari-
ous tension-enhancing disturbances are revealed through
the metric groups ߁ dynamics and hypermeter .ڨ The pre-
sentation, while relatively stable, already exhibits hyper-
metric nonconcurrence between the outer voices. Hyper-
meter 2ܼcomprising two hypermeasures 4ܽڣ1ܽ2ܴܽ and
4ܽ5ܽ6ܼܵisܽڣ1ܽ2ܽ supported by the bass, with harmonic
rhythm articulated mostly in two-measure units, and by
its parallelism with the two preceding hypermeasures ܴ-x-
ample ,ڧ mm. .1ܵک82ܽ In contrast, hypermeter 1 ܴ-xam-
ple 6ܼܵconsisting of two Ʃuadruple hypermeasures fol-
lowed by an additional measure in parenthesesܼis sup-
ported by the soprano and by the formal functions indi-
cated above the system.12 In the fragmentation section, the
steady rhythmic surface intensiȉes hypermetric ambigu-

12 Such hypermetric nonconcurrence between outer voices is an ac-
knowledged feature inMoǵart’s style ܴseeKamien The.ܵڣکک1 twohy-
permetric interpretations in -xample 6 can be related to metrical
preference rules thatãilliamRothstein ,5کک1ܴ ܵڣڧ2ܽ1ڧ1 adopts from
Fred kerdahl andRay Jackendoǻf ,ڣ8ک1ܴ .48ܵڣܽڧ4ڣ For larger levels of
meter ܴi.e., hypermeterܵ, he singles out two such rules as especially

ڧ5



Intégral کڣ ܴ2026ܵ

EǪample ܪڮ Analysis of P of Rotsܪ ڨ and ک inMozart, ¨uintet in E!Maŧor for Piano andWinds, hܪ ,کڬګ II, mmܪ گڨ݄ڨ ܰ ܪڨڰ݄ګڮ

ity. Hypermeter 2 in this passage outlines two Ʃuadruple
hypermeasures, aligning with the notated ȩ8meter.The no-
tatedmeter is supported by nearly consistent one-measure
slurs in the wind instruments during the seƩuential frag-
mentation ܴ-xample 5, mm. 101ܽ105ܵ and in the piano’s
leȅt hand during the OTO ܴ-xample 5, mm. 106ܽ108ܵ. In
contrast, metric groups ޺ dynamics support the intensi-
ȉedhypermeter ,ڣ1ܽ2ܴܽ ,ڣ1ܽ2ܽ 1ܽ2 . . .ܵ, shown inhyperme-
ter 1 ܴ-xample 6, mm. 101ܽ106ܵ. The pairs of diminished-
seventh chords and their resolutions function as com-
pressed Ȩ8 measures, each pair forming a hyperbeat, with
forte accents on the second eighth note of mm. 101, ,ڣ10
and 105operatingashypermetricdownbeats.TheOTOthen
marks the peak of this tension: its uninterrupted succes-
sion of parallel chords, accompanied by a crescendo that
leads to nowhere, obscures themetric organiǵation and in-
tensiȉes the sense of hypermetric disorientation. This can
be heard as a brief hypermetrical tunnel in John Paul Ito’s
,ڣ201ܴ ܵڣ6 sense: hypermetric orientation is eǻfectively sus-

weighty: the rule of harmonic rhythm, according towhich strongbeats
in the meter tend to coincide with changes of harmony, here sup-
porting hypermeter 2, and the rule of congruence, favoring congru-
ence betweenmelodic groups and their metrical time spans ܴRoth-
stein 2011, ,ܵڧک here supporting the alignment of hypermeter 1 with
melodic groups in the soprano.

pended,making it diǻȉcult to construct a larger-scale tem-
poral orientation or to anticipate the resumption of more
regular phrase structure, an experience Ito associates with
ãilliamRothstein’s ,ک8ک1ܴ metaphorܵڣ42ܽ4 of holdingone’s
breath.Clarity is restored inm. withک10 the return of a sta-
ble ȩ8meter ܴshown in -xample 6 undermetric groups޺ dy-
namicsܵ and the reestablishment of Ʃuadruple hypermeter,
as shown in hypermeter 1.

The impact of the OTO in the -!-Maŧor ¨uintet is re-
inforced by additional contextual factors within the move-
ment and beyond. First, the OTO’s rarity exceeds the
boundaries of the movement itself. It is the only instance
of nine parallel diminished-seventh chords across the en-
tire three-movement Ʃuintet, Moǵart’s chamber music
repertoire, and conceivably his entire oeuvre. Moreover,
within the tonal repertoire of the common practice period,
melodic seƩuences of parallel diminished-seventh chords
occur more freƩuently in descending motionܼas in the
Bach Gigue ܴ-xamples bڣ and 4ܼܵthan in the ascending
motion heard here. The stylistic rarity of this OTO signif-
icantly contributes to its markedness, rendering it partic-
ularly striking for the informed listener. Second, although
uniƩue in its occurrence, this OTO is nevertheless antici-
pated by earlier material within the movement. The OTO,
which constitutes the ȉnal appearance of a diminished-
seventh chord, is prepared by the ȉrst occurrence of paral-
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EǪample ܪگ OTO inWagner,Die Feenܪ Piano Score of Act I, Finale, mmܪ ܪگک݄ڧک

lel diminished-seventh chords, as well as the material that
preȉgures these chords.TheP section, shown in-xample ,ڧ
is constructed as a compound period ܴthis analysis is ap-
plicable to both the exposition and the recapitulationܵ. Its
components closely parallel those of the compound sen-
tence in the recapitulation’s TR⇒FS, discussed above: ܴ1ܵ
the compound period begins with a c.b.i., followed by se-
Ʃuential fragmentationܨ ܴ2ܵ in the conseƩuent, the ȉgura-
tion intensiȉes and extends the continuation in relation to
the c.b.i.ܨ and ܵڣܴ most notably, against the backdrop of a
crescendo concluding the fragmentation, the ȉnal fragment
signals the arrival at the cadence through two ascending
parallel diminished-seventh chords.Thisprecedent and the
OTO are the only passages in the movement that feature
parallel diminished-seventh chords.

3. An �T� at a Narrative Hinge
Thenext example showshowanOTOmay function as a

formal and structuralmarkerwithin a textual anddramatic

context. A case in point appears in Richardãagner’s debut
opera,DieFeen. In theȉrst act, themortal heir to the throne,
Arindal, resides in the fairy realm with the half-fairy Ada,
whohas renouncedher immortality for the sake of their life
together. éet their union is bound by a taboo: Arindal must
never inƩuire into Ada’s origins.The fairies, seeking to end
the relationship,manipulateArindal’s perceptionandemo-
tional state, ultimately provoking him to break this prohi-
bition. ConseƩuently, he is cast out of the fairy realm into
a barren, desolate wilderness. ãandering in grief and un-
aware of the magical forces behind his exile, he is eventu-
ally found by friends who inform him of his father’s death
and persuade him to return to the troubled kingdom he
had abandoned eight years earlier. keȅt alone, Arindal falls
into an enchanted sleep at the outset of the act’s Finaleܼ
a moment that marks a transition back to the realm of the
fairies,where Ada reappears, torn between her love for him
and the cost of her sacriȉce.

Arindal’s transition from earthly reality back to the
realm of the fairies is depicted in -xample 8, which
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presents the ȉnal six measures before he falls asleep, as
he sings, “O cruel one, farewell, farewell forever, I go to
ȉght formyhomeland, andmyonly hope is deathܟ”The text
“ǵieh’ ich fǎrmeinâaterland” ܴI go tomy homelandܵ inmm.
24ܽ25,which refers to anearthlydestination, is set to a con-
ventional minor-key deceptive cadence. Arindal sings the
local leading tone, -#4, and resolves it to F4 .1࠘ܵܽڧ࠘#ܴ Imme-
diately aȅterward, the text “und meine Hoǻfnung ist allein
der Todܟ” ܴand my only hope is deathܵܟ, signifying a transi-
tion beyondmortal reality, culminates in a diǻferentminor-
key deceptive cadence, framed inmm. 26ܽ28.This cadence
introduces Arindal’s unexpected falling asleep, resolvingâ7

to aminor submediant on theword “Todܟ” ܴdeathܵܟ.The res-
olution is strikingly unconventional for aminor key. In this
progression, the leading tone,B#4, is “resolved” to its enhar-
monic doppelganger,C!5 .1࠘ܵ!ܽڧ࠘#ܴ In otherwords, theminor
âI does not include the tonic tone, 1࠘, but, rather, the para-
doxical !1࠘, which is the enharmonically reinterpreted lead-
ing tone aȅter being “resolved into itself.”1ڣ This deceptive
cadence is a distinct OTO.The sense of surprise generated
by the unconventional resolution is further heightened by
its contrast with the four preceding conventional resolu-
tions of the leading tone B# to the tonic C 1࠘ܵܽڧ࠘#ܴ in mm.
:ڣ21ܽ2 ȉrst in Arindal’s vocal line on the word “keb’wohl”
ܴfarewellܵ, then three more times in the orchestra.

As with the OTO in the second movement of the
Moǵart -!-Maŧor ¨uintet, the rarity of the OTO in Die Feen
is not conȉned to its formal context. It is the sole instance
of such a deceptive cadence, not only in the ȉrst act but
across the entire opera. It is fair to say that such an OTO is
extremely rare within the tonal repertoire of the common
practice period. This scarcity ampliȉes the OTO’s distinc-
tiveness, making it especially striking to listeners attuned
to its uncommon harmonic character.

Inessa ãagner-Rubinstein ܴ2016, 21ܽ25ܵ contextual-
iǵes this exceptional deceptive cadence within ãagner’s
broader exploration of states of “betweenness” in his
operasܼtransitional states of consciousness such as falling
asleep, awakening, dreaming, and being under a spell.This
OTO highlights a harmonically adventurous gesture and,
simultaneously, functions as a structural hinge between
narrative realms: from earthly reality to magical space and
from waking life to enchanted suspension. In this dual
roleܼasmusical anomaly and dramatic signpostܼit func-
tions as a formal pivot within the opera’s narrative.

ڣ1 Frank kehman ܴ2014, ܵک88ܽ8 discusses this type of deceptive ca-
dence as a SkID--based dominant transformation in Franǵ Schu-
bert’s Fantasia for Piano Four Hands in F Minor, D. .40ک Schubert
employs this progression to both enter and exit the development
section ܴmm. 66ܽڣ6 and ,2کܽک8 respectivelyܵ in the sonata-form
“movement” opening the four combined Ʃuasi-symphonic move-
ments.

ҍ. Ağsence and �mission
The preceding discussion has examined two sources

of marked singularity: motivic deviation and parametric
extremity. -xamples of deviation include altered intervals
within or between expectedmelodic ȉguration patterns, as
in Bach’s Prelude, and a change in expected melodic con-
tour, as in Bach’s Invention. -xtremity-based cases emerge
within a tightly constrained motivic context, such as the
parallel diminished-seventh chords in Bach’s Gigue, or
arise inmore complex formal and textural settings,as in the
parallel diminished-seventh chords in Moǵart’s -!-Maŧor
¨uintet or the exceptional deceptive cadence in ãagner’s
opera.

In addition to deviation and extremity, a third source
of marked singularity is absence or omission. This cate-
gory is less intuitive, as analysis typically focuses on what
is present rather thanwhat is lacking.Nevertheless, theno-
tion of absence is not foreign tomusic theory. Schenkerian
theory, for example, incorporates implied tones and substitu݇
tions, as well as the auǪiliary cadence, in which the tonic is
absent at the beginning.14 Absence becomes perceptually
salient against a background of established expectations.
Much like a motivic deviation, it can stand out through
contrast with multiple repetitionsܼfor instance, with the
omission of a pervasively recurring motive. Absence and
omission thus function within the context of a cognitive
principle that links seemingly unrelated phenomena, in-
cluding the suppression of a highly recurring motiveܨ a
pause in the musical textureܨ or, in rotational designs, the
omissionof a recurring theme fromasingle rotation. Inter-
estingly, similarities between extreme valuesܼsuch as the
very long or the very highܼmay be more readily perceived
than the kinship between diǻferent types of absence.

The most salient absence is silence against a continu-
ous sonic surround.Such a general pause ܴGPܵ can function
as a disruption aimed at creating enhanced tension.For ex-
ample, in the Kyrie fromMoǵart’s ReƩuiem in D Minor, K.
626 ܴ-xample ,ܵک a deceptive âܽvii◦7ܩâ progressionܼitself
an OTO analogous to the exceptional deceptive resolution
in -xample 8ܼprecedes a GP, which then resembles the
abrupt halt of a moving train. The GP, located in the ante-
penultimate measure, marks the sole absence of sound in
the entire movement, occurring aȅter restless, continuous
fugal activity. Its dramatic eǻfect draws the listener’s atten-
tion toward the concluding cadence that immediately fol-
lows. Such an acoustic silence, occurring aȅter dense con-
trapuntal motion and a harmonically charged deceptive

14 -xamples of analytic studies that foreground nonoccurrence as
structurally meaningful include Rothstein 1ܵکک1ܴ on implied tones
within a Schenkerian framework and Mirka ܴ2012ܵ on absent ca-
dences in Joseph Haydn’s Symphony No. 64, analyǵed through
eighteenth-century rhetorical and formal theory.
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EǪample ܪڰ Choir fromMozart, ReƩuiem in DMinor, hܪ ,ڭکڭ hyrie, mmܪ ܪڧڧڨ݄ڮڰ

resolution, is a perceptually saturated span: thewithdrawal
of soundaǻfordsboth the retrospectivedigestionof thepre-
ceding fugal process and a continuation in the listener’s
inner hearing that proŧects the imminent cadential goal
across the gap, rather than functioning as a neutral break
in the texture ܴMargulis ,ڧ200 245ܽ246, ,ڣ252ܽ25 260ܵ.15

A suppressed note ܴãagner 2004ܵ is the absence of a spe-
ciȉc pitch class ܴPCܵ from a passage.16 Naphtali ãagner
discusses pentatonicism inThe Beatles’ songs and demon-
strates that it was obtained by leaving two “holes” in a
seven-note diatonic scale. He further conŧectures that lis-
teners may be unaware of a missing PC, yet its ܴreܵappear-
ance has a powerful eǻfect and might attract special atten-
tion. Composers may heighten the eǻfect using other pa-
rameters, for instance by placing the reintroduced PC on a
strong beat, repeating it continuously, associating it with a
signiȉcant word in sung music, or aligning it with a pitch
climax.

An OTO derived from a suppressed note in the ȉrst
movement of kudwig van Beethoven’s Piano Sonata in G
Maŧor op. 14,no.2, is shown in-xample 10.At the endof the
development, the retransition concludes with a DPP.Here,
the twelve PCs are labeled with the integers 0ܽ11, with G as
0. The DPP is divided into two overlapping sections: from
m. ڧ10 to the onset of m. 115, and mm. 115ܽ124 ܴframed in
-xample 10ܵ.Theȉrst section features rapid scalar passages

15 -llenT.Harris ܴ2005ܵ discusses silences at cadential locationsun-
der the label pre-cadential silence, focusing on Handelܨ -liǵabeth
HellmuthMargulis ,ڧ200ܴ 260ܵ adopts this label for similar general
pauses and extends the discussion to their perceptual aǻfordances
in a broader repertoire.
16 Similar theories were developed by James M. Baker ܵڣ200ܴ and
Henry Burnett and Roy Nitǵberg .ܵڧ200ܴ

that include all PCs except PC1 and PC10. Out of the 158
onsets in this section, the tonic note G appears 0ڣ times
,ܵޞک1ܴ more freƩuently than any other PC, including the
dominant D ܴ26 times, ܵޞ16 and the leading tone F" ڣ2ܴ
times, .ܵޞ15 Conversely, in the second section, Beethoven
suppresses G entirely while including all other PCs, each
labeled at its ȉrst appearance. Rather than weakening G’s
representation in working memory, its suppression makes
the absence itself perceptually salient andheightens the ex-
pectation for a tonic arrival. Its reappearance on the ȉrst
strong beat of the recapitulation ܴm. 125ܵ therefore lands
with heightened force. Notably, this framed section is the
only formal unit in the movement where G is suppressed,
and it is the only extendeddominant-function passage that
omits the local tonic note. As such, this is an OTO that ful-
ȉlls a similar role to those previously discussed: highlight-
ing a structurally signiȉcant and formally pivotal moment.

Ҏ. �T� Constellations in Bach’s C-Minor
Fugue
Bach’s Fugue in C Minor, WTC I, Bãâ ,ڧ84 incorpo-

rates several OTOs that signal arrivals at signiȉcant struc-
tural and formal points ܴ-xample ܨ11 the OTOs are enclosed
in framesܵ.1ڧ This ȉnal analysis serves as a summary in that
it includes previously identiȉed OTO types and an addi-
tional OTO derived from the absence of a motive. The C-
Minor Fugue features a binary division based on motivic
criteria, consisting of the two almost eƩual sections A and

ڧ1 The OTOs discussed in this section were ȉrst brought to my at-
tention by Dalia Cohen.
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EǪample ܪڧڨ Pitch݇class analysis ܼڨڨ݄ڧܻ of Beethoven, Piano Sonata Noܪ ڧڨ in GMaŧor opܪ ,ګڨ noܪ ,ک I, mmܪ ܪڬکڨ݄ڮڧڨ

B ܴ14 and 14.5 measures, respectivelyܵ, followed by a coda.18

18 The binary division based on motivic criteria in the C-Minor
Fugue features inherent nonconcurrence with a ternary division
basedon tonal criteria ܴas proposed inSchenker 26ܳک1ܲ ,6کک1 The.ܵڣڣ
symmetry between sections A and B arises not only from the con-
sistent alternationof themeentries andepisodes ܴ-pܵ but also from
speciȉc parallelismat their beginnings: comesܽ-p1ܽduǪܽ-p2 ܴmm.
11ܵܽڣ in sectionA ismirroredby comesܽ-p1′ܽduǪܽ-p2′ ܴmm. 15ܽ24ܵ
in section B. Among the fugues of theWTC, binary symmetry is a
feature of Book I, where it is found in six of its twenty-four fugues.
The--Minor Fugue is themost symmetrical ܴmm. ک1ܽ1 versusmm.
:8ܵڣ20ܽ every unit in its ȉrst section is balanced by a corresponding

In addition, the Fugue exhibits remarkable thematic unity,
achieved by the episodes’ maximal adherence to the the-
matic material of the subŧect and two countersubŧects ܴCS1

unit in the second section ܴthe overall eƩuilibrium is broken by the
coda, mm. .42ܵܽکڣ Prominent symmetry exists in the Fugues in C
Minor ܴdetailed in this articleܵ and BMaŧor ܴmm. 1ܽ18 versus mm.
TheD-Minor.ܵڣڣ18ܽ Fugue features symmetry between the second
halves of its two sections ܴmm. 10ܽ21 versus mm. .ܵڣ1ܽ4ڣ ãeaker
symmetry is featured in the Fugues in -!Maŧor ܴmm. 12ܽڣ versus
mm. 5ܵڣ26ܽ and Cݥ"Maŧor ܴsymmetry between beginning and end-
ing: mm. 1ܽ12 versus mm. .ܵڣ42ܽ5
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EǪample ܪڨڨ OTOs framed in a reduction of Bach, Fugue in CMinor,ãTC I, BWâ ܪڮګگ
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EǪample ܪکڨ Mainmotive at the beginning of episode in Bach, Fugue in CMinor,ãTC I, BWâ ܪڮګگ

and CS2ܵ, and by the near-exhaustive use of triple counter-
point, as evidenced by the inclusion of ȉve of the six pos-
sible permutations of triple counterpoint.1ک ConseƩuently,
the Fugue’s main motiveܼmarked as x in -xample 11ܼis
persistently present. In the expositions, this motive opens
the subŧect and recurs twicewithalteredcontour ܴe.g.,mm.
,ڣ11ܽ1 soprano: xܽx′ܽx′ܵܨ it then reappears in immediate
succession at the conclusion of CS2 ܴe.g., mm. ,ڣ12ܽ1 mid-
dle voice: xܵ. ãithin the episodes, x freƩuently undergoes
seƩuential patterning, as in the upper voices of mm. .11ܽک

Toward the end of section B, Bach employs two OTOs
of the types discussed above to signal the approach of the
PAC at m. ک2 ܴ-xample 11ܵ. The ȉrst OTO is the seƩuence

ک1 The realiǵation of ȉve out of the six possible permutations is
considered extensive. Harrison 88ܵک1ܴ analyǵed two rare cases of
all six possible permutations in Bach’s triple counterpoint pieces:
the fugue-like D-Maŧor Sinfonia for Clavier, Bãâ ,ک8ڧ and the F"-
Maŧor Fugue,WTC II, Bãâ 882.The latter is not a triple counter-
point of subŧect and countersubŧects, but rather of a non-thematic
short unit appearing in episodes 1 and .ڣ

of x′′ܼa newly altered pitch contour of the main motiveܼ
appearing in mm. 25ܽ26 and concluding the ȉȅth episode.
-xample 12 illustrates this deviation.Themainmotive that
opens the fugue’s subŧect ܴ-xample 12aܵ is constructed from
a lower neighbor pattern followed by a descending leap and
an ascending step.This patterning recurs at the beginning
of each subŧect entry and is consistently maintained in the
episodic melodies ܴ-xample 12bܽfܵ, except for the last one
ܴ-xample 12gܵ. Here, the descending leap is followed by a
descending rather than an ascending step, as indicated by
the gray circle. Bach shiȅted this altered motive upward
twice, thus creating a three-pattern seƩuence. Five factors
highlight the deviation from the main motive’s standard
contour and contribute to the tension it creates. First, the
melody in -xample 12g is the only one inwhich the opening
mainmotive starts with D, whereas all other melodies ܴ-x-
ample 12bܽfܵ startwith chord tones of the tonic triad: C,-!,
or G. Second, only -xample 12g begins with a lower neigh-
bor pattern at the interval of a maŧor second rather than a
minor second. Third, the deviation in -xample 12g occurs
on the motive’s last note, thereby increasing the listener’s
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senseof surprise.Fourth, the altered contour increases ten-
sion by eliminating the compensatory ascending step that
typically followsadescending leap.Andȉȅth, thepolyphony
is almost suspended in the ȉrst half ofm. 25 due to the long
pause in the lower voice and the brief pause in the inner
voice ܴsee -xample 11ܵ.20

The subseƩuent OTO in the C-Minor Fugue immedi-
ately precedes the cadence, with all three voices pausing
simultaneously for one eighth note in m. ڧ2 ܴ-xample 11ܵ.
This is the only instance in the fugue where sound is ab-
sent. A GP is a rarity in the fugues of the WTC, appear-
ing in only four other fugues21ܨ this infreƩuency enhances
the element of surprise for the informed listener. Although
GPs are inherently salient, particularly when functioning
as OTOs, the brevity of the silence here reduces its percep-
tual prominence. As in the GP near the end of the double
fugue inMoǵart’s ReƩuiem ܴ-xample ,ܵک this sudden halt in
sound may likewise evoke the image of pulling the emer-
gency brake of a train. However, unlike that example, here
in the C-Minor Fugue, themomentum persists into the ca-
dential passage in the followingmeasure, which liƩuidates
the thematic material and culminates in a structural PAC
and an exceptional coda.22

The twoOTOs ŧointly articulate themomentumtoward
the cadence in the C-Minor Fugue. The ȉrst OTO ܴ-xam-
ple 11, mm. 25ܽ26ܵ sets the stage for the cadence, and the
following subŧect in the bass ܴmm.26ܽ28ܵ delays it, increas-

20 Interestingly, Bach’s fugue-like D-Maŧor Sinfonia for Clavier,
Bãâ ,ک8ڧ which also features triple counterpoint, interchanges
the relationship between the regular and altered motives in the C-
Minor Fugue: the Fugue’s alteredmotive ܴx′′ܵ is similar to the Sinfo-
nia’s regularmotive, and vice versa.Themainmotives of the Fugue
and the Sinfonia share the same rhythm but diǻfer slightly in con-
tour: in the Sinfonia, the ȉrst three notes move in ascending steps
rather thanoutlining a lowerneighborpattern,andaȅter thedown-
ward leap, the ȉnal two notes feature a descending rather than an
ascendingstep.Thispatterninggoverns theSinfoniaܨBachdeviates
from it three times in an “episode” by altering the motive’s ending
to an ascending step ܴlower voice in mm. 15ܽ16 and m. ܨڧ1 middle
voice in m. 18ܵ.
21 GPs appear in four other fugues of the WTC: in WTC I, the A-
Minor Fugue ܴmm. 80 and ܨ82ܵ and inWTC II, the --Minor Fugue
ܴm. ,0ܵڧ G-Minor Fugue ܴmm. 4ڧܽڣڧ and ,ܵکڧ8ܽڧ and A!-Maŧor
Fugue ܴm. 46ܵ.
22 This is the only coda in the forty-eight fugues of theWTC featur-
ing a subŧect entry and a Ʃuasi-monodic texture. A subŧect entry in
a coda is stylistically rare. Additionally, throughout this fugue, we
have become accustomed to hearing the subŧect with two other in-
dependent voices simultaneouslyܨ however, here the independence
of the lower voices is drastically reduced, and the subŧect sounds al-
most naked in theupper voice.Only twoother fugues inWTCI have
the subŧect in the coda over a pedal point ܴWTC II has noneܵ: the
C-Maŧor Fugue ܴmm. 24ܽ26ܵ and the A-Minor Fugue ܴmm. ,ڧ8ܽڣ8
with four incomplete entries, two of which are invertedܵ. In these
two fugues the polyphony is kept in the coda’s upper voices, in con-
trast to what occurs in the C-Minor Fugue.

ing the listener’s anticipation. Since the bass cannot simul-
taneously carry the subŧect and function as cadential, the
interruption caused by the second OTO ܴGPܵ becomes nec-
essary, allowing the bass to take a breath before resuming
its role as cadential foundation.

Bach uses OTOs to signal not only the end of sec-
tion B but also the end of section A. The ȉnal episode
of section A ܴ-xample 11, mm. 15ܵܽڣ1 constitutes an OTO
due to the absence of the main motive ܴx, x′, or x′′ܵ. The
suppression of the highly recurring motive across an en-
tire episode stands out against its repetition throughout
the entire fugue. ãhile listeners may not initially notice
the motive’s absence, its reappearance at the next sub-
ŧect entry ܴm. 15, middle voiceܵ draws attention and retro-
spectively highlights the omission. Although this episode
omits the subŧect motive, the soprano inverts the bass of
mm.11ܼܽکmaterial that derives fromCS1’s opening ܴm. 11,
lower voiceܼܵthereby preserving motivic continuity with
the countersubŧect. The texture of this episode also Ʃuali-
ȉes as an OTO, as it features a rhythmically uniform tex-
ture with parallel thirds in the lower voices, thus deviating
from the fugue’s characteristic polyphonic texture.The two
ascending scale passages in the upper voice lead to an OTO
resulting from extremity: C6, the fugue’s pitch climax inm.
15.This climax is located precisely at the boundary between
the two sections of the thematic binary design. Placing a
pitch climax in the exact middle is a rare compositional
treatment of an already rare stimulus. Despite its inher-
ent straightforward salience, the pitch climax has a weak
structural status, as it is supported by a six-three apparent
tonic.2ڣ

Conclusion
This study demonstrates thatOTOs canplay a vital role

as structural and formal markers within diverse musical
works drawn from the common practice period. Far from
being incidental anomalies, OTOsܼincluding deviations
inmotivic contour, exceptional harmonic progressions, ex-
treme pitch events, and strategic absencesܼfunction as
perceptually prominent signposts that highlight formal
boundaries, cadential moments, and narrative transitions.
OTOs may result from compositional strategies that ma-
nipulate presence and absence, illuminating musical ele-
ments that would otherwise remain implicit or taken for
granted.

The rarity and uniƩueness of OTOs amplify their per-
ceptual impact, contributing to the listener’s experience of

ڣ2 This chord is the sixth of III5ܽ6 ܴIII being the entry in -!maŧor,
mm. ,ܵڣ11ܽ1 and it is reinterpreted as iv6 in Gminor.
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formal clarity and expressive intensity. As such, they de-
serve systematic consideration alongsidemore established
analytical categories that address types of repetition. Inte-
grating OTOs into structural, formal, andmotivic analyses
enriches our understanding of musical organiǵation as a
dynamic interplay between expectation and surprise.

Future research might explore how OTOs function
in repertoires beyond the ãestern tonal tradition, where
compositional strategies and listener expectations may
vary signiȉcantly. For example, in post-tonal practiceܼ
from minimalist saturation of repetition to deliberate
avoidance of recurrenceܼsingle breaches can likewise op-
erate as salient formal markers. Mapping where such sin-
gularities articulate points of closure, sectional bound-
aries, or narrative pivots would test the broader applica-
bility of this framework. Additionally, empirical studies of
OTO perception could elucidate how listeners experience
the aǻfective and cognitive eǻfects of these uniƩue occur-
rences. Ultimately, integrating deviation, extremity, and
omission as sources of marked singularity broadens the
scope of formal analysis and clariȉes how singular events
articulate form and guide listening.
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