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® The Third Movement (marked “Largo”) of Chopin's 1. Paradigmatic Analysis 1. Formal Considerations
Cello Sonata, Op. 65, appears unusually through- * The paradigmatic and prolongational analyses
composed for the music the composer wrote in the 1840s. suggest that the movement contains a ternary form,

* The graph below shows a statement of, deviation from, and
restatement of a melodic paradigm. B. 20 presents another

* |t has Ic?een suggested.that the movementG(Ex. 1): deviation, breaking away from the form and forming a new paradigm. but that tha.t fgrm IS embelllshgd or extended.by a
1) contains a counterpoint of parameters, with no clear STATEMENT , - | | | second deviation from the tonic key or melodic model.
0 : : \ Fig. 3: Chopin’s Op. 65 (lll): Paradigmatic Analysis . :
form,'’and 2) can be heared as an improvisatory duet e The hypothesis that the movement unfolds
between Chopin and its dedicatee, August Franchomme.” PR N N a simple ternary design is oversimplsitic. However,
~Ex. 1: Chopin, Op. 65 (Ill): mm. 1-3 e \“ the movement contains parameters (melody and
P e e — . e e | RETERIORATION harmony) which form the expressive face of the
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T e o e it P . e N movement and which one can read not merely to
s [T e e e - el AN operate in complex counterpoint, but also to cooperate
v * P e Wk Lo RN i lished
ottt b =o=nos - — in order to create a form that resembles an embellishe
et et A, 7/ - R i ternary model.
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* Aim: Investigate the extent to which one can interpret OB SN i __—— peremiorsmion z.h Poetlcd(.Zons@eratul)n.s i h
e bt i e ‘b. 16 (piano) | b. 17 (piano) B ®
the movement to inhabit a multipartite formal model. PO N et 4 The para |gmatlc anatysis, €specially, s.uggests that
: . Fig 1:T Model ] e T~ CLIMAX (NEW PARADIGM) the deterioration (or decline) of a melodic model
* Hypothesis: The expressive Ig. 1: Ternary Mode 553 =t . . ., ..
., s s [suee e [anem formed an important step in Chopin’s compositional
profile of Chopin’s movement A B A = === = . . R
. . : . i - el R process (intentionally or otherwise) in the case of Op. 65.
inhabits a temary form (Flg- 1): Statement Deviation Statement = N e
=3 === 3. Future Research
v Prolongational Analysis * Future directions for this project include:
Method e The middl 4 reduction below <h luclon 1o T a deviat 1. The formal and hermeneutic study of paradigmatic
mi round reduction below shows an allusion to T, a deviation . . . .
) ) . 03] t Se theg (I)Iu , et UT 4 ti >No 4 deviation th N D decline in Chopin’s late music more widely.
, another allusion , and then a second deviation throu . . . .
1. Paradigmatic Analysis O g 4 afidl O | , | IN Lo 2. Analyses of other quasi-ternary forms in Chopin.
* | identified a melodic paradigm in mm. 1-2 (Ex. 2) and * This structure mirrors the paradigmatic analysis above. However, the
compared its contour to other two-bar melodic cells. statement of T in m. 24 occurs on a deeper structural level than in m. 25.
* Findings were compiled in a graph, showing Fig. 4: Chopin’s Op. 65 (lll): middleground reduction, showing octatonic tonal regions Refe rences
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