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C H A P T E R 5 

Tonality and Systems in the Middle-to-Late Eighteenth Century: The Classical Ideal 

 

 

IV. Joseph Haydn and the Developmental Process: Selected Compositions 

 

Without a doubt, Haydn’s string quartets, next to his late symphonies, represent his most important contribution to the mature 

Classical style of the late eighteenth century. For the purpose of our discussion, Haydn’s Op. 33 quartets contain practically every 

idiosyncracy of Haydn’s compositional technique and, therefore, a discussion of these works would be most profitable. Haydn himself 

realized the importance of these quartets since he advertized the Op. 33 set as “brand-new quartets ... written in a new and special way, 

for I have not composed any for ten years.”  A particularly significant aspect of the sonata-form movements of these works is Haydn’s 

proclivity towards monothematicism. That is, an entire movement is based on a single idea, although some contrasting thematic 

material may appear on a more superficial level. Haydn constructs two types of monothematic movement (see Diagram 5.4): the first 

(type A) is characterized by a continuous bridge that does not cadence in the new key until the last minute. In this type of 

monothematic construction, the bridge extends a single motivic idea that is first presented in the opening tonic statement, but now 

within an unstable harmonic context, and delays the arrival at the second harmonic area through elaboration and development of this 



Composition, Chromaticism, and the Developmental Process 

 

2 

idea until a full cadence is reached — usually at the codetta or short closing period (here is where some secondary thematic material 

may be found). The second type (type B) is the one we usually associate with the term “monothematic,” that is, the second harmonic 

area is arrived at with a medial caesura and further articulated a with rest, but the thematic material is a transposition of the opening 

statement now in the dominant. 
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 DIAGRAM 5.4: Monothematic Exposition Types 

Type A: characterized by a continuous bridge that doesn’t cadence in the new key until the last minute. 

 

1st Harmonic Area             [2nd Harmonic Area] 

       Counterstatement        Bridge                  Short Closing + Codetta 

A  ----A + extension ---cadences in I(i) continues past its normal point of arrival         

I           [V or III is raised but not confirmed]  V       V 

i               III       III 

 
 
 

Type B: characterized by a normal arrival to the second key area, but without a contrasting theme to 

articulate it 

 

1st Harmonic Area        2nd Harmonic Area 

         Counterstatement     Bridge  (1st period)   (2nd period) 

A  ------A + extension ---cadences in I (i)   A or A1    transition Closing – trans –Codetta 

I    I        I     V/V V      V/V       V       V 

i    i        I     V/III III      V/III  III            III



Composition, Chromaticism, and the Developmental Process 

 

4 

 

Haydn’s Op. 33 no. 2 string quartet in E (“The Joke”) is an example of 

a type-A monothematic exposition (see Ex. 5.7) in which there is a feigned 

medial caesura, but the bridge cadence is not achieved until the codetta, four 

bars before the end. Since the entire first movement of this quartet will be 

analyzed, several diagrams need to be constructed in order to fully comprehend 

the interesting development of its pitch material. The first to be drawn is 

the E system hexachord of the quartet which can help clarify the important 

relationship between the tonic E and cm, the submediant (the two harmonies 

are symmetrically related). In addition is the role of A which also supports 

C as a pitch class: 

 

┌───────────────┐  ║F (shifts the system up to “0”) 

A– E–   B– f – c –  g ║D 

IV I V ii vi iii ║V/iii  
└────────────────────┘ 
 

The seminal relationship of E to C, as both harmony and as individual pitch 

classes, is already revealed in the opening measures of the quartet (mm. 3-4) 

where C becomes the focal point of a linear trichord: B–B–C (the C is first 

heard within the context of the subdominant, A, before being reinterpreted 

as a root in its own right). This trichord becomes motivic in the sense that 
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this configuration of pitch classes informs the entire movement. As such, this 

particular trichord becomes the source of a complex developmental process that 

involves both the relationship of the individual pitch classes of the trichord 

to one another against varying harmonic backgrounds, their transpositions, 

and, finally, as harmonic progression leading to C minor. In this way, what 

initially is heard as a foreground chromatic melodic event in the first 

violin, seeps ever deeper into the harmonic fabric of the movement, 

controlling its large-scale harmonic direction, especially in the development 

section where vi becomes the primary goal of motion, the “development key,” a 

term referring to the primary harmonic area of a development section (not all 

developments have “development keys”). 

The B–B–C trichord occupies a specific position within the chromatic 

tonic octave of E as pcs 7,8, and 9 of the Primary Chromatic Array (the 

PCA). This is the entire PCA with the seminal trichord in boldface: 

 

 

 
┌───────────────┐   ┌─────────┐   

E E F F/G  G A A B B C C D   

0 1 2 3  4 5 6 7 8 9 10 11 
└──────────┘    └──────────┘    └───────── 

I      V    vi I 

 

 

Likewise in boldface is pc 3, in both enharmonic spellings, since both pitch 
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classes will play important roles in the chromatic development of the movement 

whenever they are introduced. In addition, the above diagram shows the 

partitioning of the PCA into trichordal segments, each supporting the 

background harmonic structure of the movement, although these trichords may 

also support middleground harmonic progressions as well. 
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 EXAMPLE 5.7: Haydn, Op. 33 no. 2, 1st Movement Exposition 
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Diagram 5.5 gives an overview of the design of the first movement of Op. 33 no. 2. What is of 

significance to us is how Haydn has extrapolated a chromatic segment from the PCA, namely, pcs 7, 8, and 9, 

as a primary source of development. At first the trichord is presented as an unassuming chromatic inflection 

in the first violin (mm. 2-3), Haydn preferring to concentrate instead on expanding, over the course of the 

opening 8-measure period, the sixteenth-note upbeat figure that begins the first phrase (see Ex. 5.8). The 

intensification of this figure in m. 7 propels the phrase into its counterstatement in m. 9, at which point 

the trichord re-enters and begins to assume an ever more dominating role as the bridge period progresses. 
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Type A Monothematic Exposition 
1st Harmonic Area 
Opening statement is an 8-measure period (4 + 4)which introduces the main trichord   

issue of the quartet: B – B – C          

E (1st 4 mm. form a complete tonic progression) --- E (2nd 4 mm. extend the 1st 4 mm.)     

I  -----  IV ------  V I  I -----------------------------V 
 
Counterstatement leads into a Bridge Attempted Medial Caesura (remains unachieved) -- 

[B —  B —  C]    becomes an extension of the bridge  

E — Bo7 —  cm —  F  B 

I   vi II  V (the dominant cadence is harmonically and rhythmically weak) 
 

Codetta        

 1st violin plays B – B – C over ║ 

         the final cadential progression ║   

Finally achieves                   : ║ 

cadential closure         ║ 

Restarts the progression F    B (1st full progression in V)  ║ 

------------------V 6/4 V/V     V 
 
Development          Real Recapitulation 

1st goal    False recap.  1st Harmonic Area ----- 

║    [B ----- B— C — B — B]     

║:B —  A  fm — A aug.6G cm   B E    

║V  IV  ii   vi   V I 
 

Codetta 

Bridge is greatly extended 

B — B — C trichord is now resolved into tonic harmony 

DIAGRAM 5.5: Haydn, Op. 33 no. 2 in E, 1st Movement 
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The manner in which the trichord is embedded within the contrapuntal texture as the bridge moves into 

vi (C minor) is most interesting. Beginning with the upbeat to m. 13, the first violin initiates the phrase 

with a sixteenth-note B that ultimately moves to B on the last eighth note in m. 13 and which, in turn, 

moves to C on the downbeat of m. 14 as part of C minor harmony. At the same time, the second violin in m. 13 

starts its phrase with a downbeat B which proceeds to B on the second beat of the measure. The two 

violins now duplicate the motion from B to C as a unison on the downbeat of the next measure, effectively 

collapsing their contrapuntal duet into heterophony (the imitative texture in the viola and cello disguises 

the parallelism), thus punctuating the linear progress of the trichord over these measures. The motion to C 

minor in the bridge now prepares for the same gesture that becomes the climax of the development section.  

Referring to Fig. 5.5 above, the entrance into the dominant in m. 21 is undercut as no complete period 

in V follows; instead, Haydn continuously avoids closure through a number of evasive harmonic gestures until 

the medial caesura is finally achieved in m. 28; this secures the dominant and initiates a four-measure 
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codetta ending the exposition. The entire passage leading up to the codetta (mm. 21-28) is intensified by 

the start of the PCA, whose ascending chromatic pitch classes steadily climb up to pc 7 (B)at the arrival 

of the dominant cadence. Significantly, Haydn ends the exposition with a dramatic restatement of the 

trichord in the first violin (mm. 30-32). The B appears on the third beat of m. 30 and is sustained until 

the very end of m. 31 where it ascends to B and C, the latter pitch being an anticipation of its formal 

arrival on the downbeat of m. 32. Since the exposition must cadence on the dominant, B reverts to B at 

the end of the period. Only now, when the exposition is repeated, do we realize the importance of this 

trichord, heard again embedded within the opening theme! We also realize that the upbeat figure of two 

sixteenths and an eighth, that pervades the entire exposition from the opening statement of the movement, 

and which is now restated as the thematic material of the codetta, governs the monothematic design of the 

exposition: the codetta has the function of linking the end of the exposition to its beginning. After 

examining the details of Classical-period works, we may safely draw the conclusion that most — if not all 

— Classically designed expositions that conclude with a repeat sign are “circular” in the sense that the 

end of their expositions connect, either rhythmically or through chromatic issues, or both, to the opening 
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tonic statement: Thus the end of the exposition often defines the seminal elements presented at the 

beginning of the movement.  For this reason alone, repeats must be taken in this repertoire in order for the 

listener (as well as the performer, incidentally) to fully understand the internal developmental process. 
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Using Haydn’s quartet as exemplar, it may now be beneficial to review 

the primary characteristics of the PCA, particularly in relation to sonata-

form movements. In most music that is based on an octave species and that 

centers around a tonic, be it a modal final or a concluding tonic triad, 

composers have always sort to define their tonal compositions through the 

interaction of the diatonic with that of the chromatic; that is, they seek to 

unfold both the diatonic and chromatic octaves over the course of the 

movement. These octaves are purely linear and are therefore contrapuntal in 

nature: the pcs of the diatonic octave (which we have labeled as the Primary 

Diatonic Array, or PDA) descend from the tonic pitch, from do down to re, and 

the pcs of the chromatic octave (the Primary Chromatic Array) tend to ascend 

from do to ti. These two descending and ascending octaves coincide at 

structurally significant harmonically constructed cadence points within the 

movement. For example, in sonata form, a form driven harmonically, the pitch 

classes of both the PCA and PDA are partitioned over each subdivision of the 

form. In the major mode, the rise of PCA pcs 0 through 7 articulate the motion 

from the tonic to the dominant, with each arrival to the next structural 

cadence within the dominant area — the first period in the second harmonic 

area, the second or closing period and the codetta (not all of these sections 

need be present within any given sonata movement) — replicating the same 0 to 
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7 ascent. In addition, the first PCA unfolding from pcs 0 to 7 will often have 

pcs missing that are then filled in with successive restatements within the 

second harmonic area. 

In Haydn’s quartet discussed above, the first PCA ascent begins in m. 15 

with the first violin’s E at the end of the measure as pc 0. In the same 

melodic line, E climbs up to E (pc 1) on the third beat of m. 16 and then 

to F (pc 2) on the downbeat of the next measure. By initiating this first PCA 

rise as he does, Haydn cleverly instills the expectation that the linear 

chromatic ascent to pc 7 will coincide with the arrival of the first period of 

the second harmonic area somewhere in the middle of the exposition. Pcs 2, 3, 

and 4 (it is unnecessary to unfold pc 5, A, at this point since it is a 

diatonic pitch class that has been unequivocally stated and has already been 

displaced by pc 6, A) are presented in short order in m. 19. The “attempted” 

medial caesura in mm. 21-22, brings in the last two pcs of the initial rise, 6 

(A) and 7 (B), intensified by the permutations of the seminal trichord in 

the inner parts in these same measures. But all this elaborate display is 

simply a ruse, the dominant arrival is not confirmed at all; instead, Haydn 

moves off the dominant triad, and raises a cadential 6/4 on the downbeat of m. 

25 in preparation for the true structural dominant. 

 A second PCA rise ensues, this one the more structurally significant of 
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the two, since it dramatizes the progression to the structural dominant in m. 

28. This second ascent begins in m. 22, again in the first violin, with pc 0 

(E) which yields its place to pc 1 (E) in m. 23, which naturally moves up 

to pc 2 (F) on the last beat of m. 23. Measure 24 has pcs 3 (F) and 4 (G), 

temporarily moving up to pcs 6 (A) and 7 (B), but these last two pcs are 

not yet structurally significant since the cadence has not yet been reached or 

confirmed. Haydn further intensifies this second, more significant ascent, by 

replicating pcs 0-2 in the cello in mm. 24-25, in counterpoint with the 

unfolding of pcs 3 and 4 in the first violin (m. 24) above it. These same pcs 

(0-2) and then inverted in the first violin, m. 26, giving greater weight to 

this second rise of the PCA (composers will often manipulate or develop 

segments of the PCA as individual trichords before moving to the next pitch 

classes in the series). The first violin restates F (pc 3) at the end of the 

measure as well as pc 4 (G) on the downbeat of m. 27. Again, there is no pc 5 

(A) since this is a diatonic pitch and is redundant in our understanding of 

the rising chromatic unfolding. Pcs 6 (A) and 7 (B) now reach completion in 

the second violin at the cadence on the third beat of m. 28. Note that above 

the second violin’s completion of this segment of the PCA, the first violin 

has the last pitch classes of the PDA (C, with a trill, down to B). 

Once the dominant arrival has been confirmed, the PCA may be reiterated 
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from pc 0. Within a sonata exposition, the second harmonic area defines the 

limits of the first segment of both PCA and PDA. Thus in major mode, if the 

second harmonic area is in the dominant, then the PCA will go no further than 

pc 7. In minor, the relative major is the goal and the PCA will go no further 

than pc 3. The remainder of the series (pcs 8 - 11) will find their completion 

in the development with pc 0 returning at the point of recapitulation. In 

Haydn’s E major quartet, the codetta is so short that only a partial 

restatement of the line to pc 7 is possible, a not uncommon occurrence in this 

music. However, it is notable that A, pc 5, missing from the first rise of 

the PCA, is now present: the viola’s pc 4 (G) in m. 31, ascends, in the same 

measure, to pc 5 (A) in the second violin, and in the same register. Pcs 6 

and 7 round off the first segment of the PCA for the last time at the final 

cadence of the exposition. It should be noted that whenever a pitch is missing 

from one rise of the PCA, it is usually found in another rise; thus, in more 

sophisticated sonata movements, the entire segment of pitch classes from 0 to 

7 will have been eventually presented over the course of the exposition. 

From the above discussion of Haydn’s expositions, one becomes aware that 

the developmental process, of both rhythmic motives and chromatic issues, 

begins right in the opening statement of the movement, a truism that pertains 

to all composers, of any period, who are concerned with the exploration of the 
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fullest range of rhythmic and harmonic manipulation. The exposition of a 

sonata-form movement “exposes” these issues against the background of first 

and second harmonic areas; for example, the pitch classes of the seminal 

trichord will have different functions, consonant or dissonant, whether 

projected against the background of the tonic or of the second harmonic area. 

The same situation goes for the various ascents of the PCA. However, it is in 

the development section that these same issues can be explored against other 

harmonic terrains. Thus, while C minor, the goal of the seminal trichord B–

B–C, is first introduced as a simple passing motion to vi in the bridge of 

the exposition, C can now be harmonically developed as a goal of motion, that 

is, as a fully extended harmonic area in its own right within the subsequent 

development section. 

Haydn’s development section begins by reiterating dominant harmony, a 

common procedure in later eighteenth-century sonata- form movements. But even 

here, the second violin (m. 33) presents the initial trichord in transposed 

inversion, B–A–A, against the all-pervading sixteenth-note upbeat motive 

in the cello. After the second violin, the cello, in m. 43, continues with a 

transposition of this inverted motive, now E–D–D. All this leads to the 

first harmonic goal of the development, the subdominant, in m. 36. While not 

absolutely necessary, developments often move quickly into the subdominant 
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area (IV moving to vi is one of several standard subdominant progressions) in 

order to begin the process of returning to the tonic at the point of 

recapitulation. The subdominant not only negates the previous dominant as a 

harmonic area, but also forms the beginning of a large-scale tonic progression 

that supports the latter segment of the PCA which must continue to pc 11 just 

at the beginning or during the retransition. In this particular case, the next 

three pitch classes of the PCA are also those of the seminal trichord of the 

movement. Finally these three pitch classes (7, 8, and 9), whose first 

appearance in the exposition was totally outside of the PCA rise, now find 

their rightful place within the ascending chromatic octave at the beginning of 

the development section. (The exposition ended with pc 7 (B); this pitch 

class is maintained in the upper voice from mm. 39 to 43 where it is displaced 

by pc 8 — here spelled as C — also in the same register. Pc 8 moves into 

the second violin in m. 45 and is in turn displaced by pc 9 (C) in the same 

voice in m. 46, which pitch rises immediately as part of the sixteenth-note 

upbeat motive, to pc 10, D.) Although Ds follow, D returns in m. 50. Quite 

often within the PCA rise, the next pitch in the series serves first to 

embellish its immediate predecessor before displacing it. Thus D embellishes 

the more locally significant D, and only succeeds it in the series in m. 54 

(still in the same voice). At the same time, Haydn has moved the harmonic area 
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to vi (C minor) via an A augment sixth chord in m. 52. Neither pc 11 (D) 

nor C minor are yet structural; these measures serve only to prepare the 

actual arrival of these events several measures later. The motion into C minor 

is part of a large-scale development of the seminal trichord (B– B  cm). 

On a local level the high B in the first violin (m. 50) descends a 

diminished octave to B in m. 54, the B resolving locally to C in the same 

measure as part of C minor harmony. However, on a background level, that same 

diminished octave descent of B to B only finds its true goal in m. 58, 

supported by a G major triad. A false recapitulation now ensues in C minor, 

but Haydn immediately reverses the trichord so that C now descends to B in m. 

48 (in the first violin) and then to B, an augmented octave lower in m. 62, 

just in time for the recapitulation (see Ex. 5.8). 

 

 EXAMPLE 5.8: Haydn Op. 33 no. 2, 1st Movement, False  Recapitulation (mm. 58-

63) 
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In counterpoint to the inverted trichord in the first violin, is the 

accompanying viola (mm. 60-61) whose part also unfolds the trichord in 

inversion (C–C–B), but at a different rhythmic rate (notice a similar 

gesture between the first and second violins in the exposition bridge, mm. 12-

14). Finally, m. 62 finally presents pc 11 (D), the last pitch class of the 

PCA, as a structural pitch, the leading tone, within the dominant 6/4/2 chord 

that leads directly to the tonic in m. 63. With the completion of the PCA and 

the return of tonic harmony at the recapitulation, we now hear the seminal 

trichord once more as it was originally stated, within the opening statement 

of tonic harmony. But its restatement also again raises its dissonant 

character since the trichord has never resolved up to the tonic, the passage 

before the recap was inverted. But there is also a further consideration: at 

this stage of the quartet, Haydn cannot resolve his issues, including the 

seminal trichord, since the quartet still has three more movements to go! It 

is only at the very end of the last movement (a rondo) that this trichord is 

finally and conclusively resolved to the tonic. Even with this, Haydn never 

fully resolves his rhythmic motives, since the quartet ends up in the air, the 

final cadence being a restatement of the opening motive of the last movement 

on a metrically weak measure.  This, incidentally, is the “joke” (and only one 

of many) that makes the quartet famous.  
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In the recapitulation of the first movement, the seminal trichord 

resolves locally into tonic harmony in mm. 76 to 78 (first violin), but is 

then raised again in mm. 79-80, within subdominant harmony, the same harmony 

that initially introduced the trichord at the start of the movement. By 

repeating the trichord within the subdominant, after it has already been 

“resolved,” Haydn has effectively postponed its ultimate resolution until the 

last movement, whose rondo theme significantly embeds the trichord motive 

within its second phrase.  

Also characteristic of the recapitulation is the final repeat of the 

PCA, but now totally within tonic harmony. The repetition allows the full 

chromatic octave to resolve into tonic harmony and thus to fulfill its nature 

in defining the tonic key of the movement along with its partner, the 

descending diatonic octave, their individual pitch classes now heard directly 

in relation to the background tonic without motion to other harmonic areas. 

Quite often the PCA will be repeated several times during the course of the 

recapitulation depending on the number of formal cadences one finds. Just as 

there was a rise to the dominant in the exposition, with secondary rises 

dependent on the number of periods within the second harmonic area, so there 

may be full octave rises (pcs 0 - 11) of the PCA within each period of the 

recapitulation; the tonic itself is now the sole goal of motion. However, not 
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every composition follows this scenario exactly; the extent of chromatic 

unfolding is entirely contingent upon compositional imperatives imposed by the 

composer. We cannot stress strongly enough that our theory tries to account 

for what is in the music, it is not designed to impose a theoretical construct 

upon the music.  

In Haydn’s E quartet, for example, the PCA begins in m. 72 during a 

transposed restatement of the analogous bridge passage from the exposition: 

pcs 0, 1, and 2 are first introduced in the first violin, over a B dominant 

pedal. These first three pitch classes then chromatically ascend to pc 7 

(B)— with pcs 5 (A), 6 (A) and 7 (B) in the cello of m. 85 — and 

clearly accentuate the dominant in preparation for the tonic cadence at the 

codetta. In this case, Haydn jumps over pcs 8, 9, and 10 and concludes the PCA 

rise with pcs 11 (D) and 0 (E) at the cadence. Haydn’s purpose in not 

presenting the entire PCA may have to do with the fact that the entire 

development and recapitulation are to be repeated. Thus, the B which ends 

the chromatic rise in the recapitulation could conceivably be linked back to 

pc 7 at the start of the development, from whence the PCA reaches completion 

at the recapitulation. Since the final segment of the PCA of the development 

section operates within a background tonic progression, Haydn may have 

hesitated in reiterating the complete series in the recapitulation as being 
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redundant. Alternatively, Haydn may deliberately avoided unfolding the full 

series in the recapitulation of the first movement for the same reason that he 

did not emphatically resolve the seminal trichord: he wanted the first 

movement to sound open-ended, the real completion of the PCA within tonic 

harmony to be effected only in the last movement; and it is: the rondo 

movement is entirely tonic oriented since the opening theme keeps returning in 

E. In this way, the rondo acts as a large-scale recapitulation of the entire 

string quartet since it never leaves tonic harmony. What is unusual, however, 

is that Haydn continually leaves out pc 8 (B) from each PCA rise (all the 

other pcs are accounted for), only to dramatize this very pitch class at the 

end of the movement when the seminal trichord is finally resolved, the B 

rising to C.1 

                                                 

     
1
Considerations of space do not allow us to examine the elaborate system shifts in this quartet since much of the 

discussion has concentrated on the PCA unfolding. Our discussion of the Haydn symphony that follows will focus on 

system shifts and their importance within the totality of the work. 



Composition, Chromaticism, and the Developmental Process 

 

25 

While Haydn’s quartets reflect practically every aspect of the 

composer’s compositional traits, they are still geared to the medium of 

chamber music, a genre in which minute details of phraseology and pitch 

relationship may be savored within an intimate performance setting. The 

symphony, on the contrary, was a genre that played to the crowd, as it were, 

and for most of its history within the first half of the eighteenth century 

did not portend to the sophisticated development objectives inherent in 

chamber music. Remember, the symphony was conceived as an overture to a more 

important event, usually vocal. However, beginning in the 1770s the symphony 

began to show signs of a sophistication in composition that would eventually 

rival that of the string quartet, especially in the hands of Haydn and Mozart, 

and later, of course, Beethoven. Haydn’s “Paris” symphonies (the first six 

composed in 1785-6, and a later three in 1788-9) are about as compositionally 

elitist as the most advanced string quartets of the same period, being 

commissioned by Claude-François-Marie Rigoley, Comte d’Ogny for performance at 

both the Concert de la Loge Olympique and the Concert spirituel. These 

concerts, especially those sponsored by the Masonic Loge et Societé Olympique, 

were meant to be of professional status: “the principal aim of which was to 

‘cultivate music, and to give excellent concerts to replace those of 

amateurs’, that is, the famous earlier Concert des amateurs, disbanded in 
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January 1781 for financial reasons.”
2 Thus the audiences for these highly 

popular works were expecting, and received, the very best this composer could 

produce. Haydn was, after all, the most performed composer at these concerts 

in the entire eighteenth century!, not an inconsiderable achievement.  

Of the first set, Symphony no. 84 in E major (composed in 1786) is 

perhaps the most intriguing, its first movement exposition posing any number 

of design questions as to its construction. We will focus on the importance of 

systems integration within the first movement as a primary source of 

development, a knowledge of which may answer the reason behind Haydn’s 

seemingly erratic compositional choices. 

                                                 

     
2
Quoted in Bernard Harrison, Haydn: The ‘Paris’ Symphonies, Cambridge Music Handbooks (Cambridge, U.K: 

Cambridge University Press, 1998): 1. 

Symphony no. 84 begins with a slow introduction, a device Haydn often 

uses to prepare the listener for the developmental process to follow. The 

introduction introduces all of the main dyad conflicts that will be explored 

throughout the symphony. In order of appearance they are: D/D, B/B, A/A 

and, finally, G/G. If one draws the PCA of the E chromatic octave, one 

immediately sees the logic in Haydn’s ordering of dyad conflicts as they are 

introduced in retrograde along the PCA starting from pcs 10 and 11 (the arabic 
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numerals over the brackets indicate the ordering): 

 

 

 

mm.16-17 m.9  m.8   mm.3-4 

 

               4   3  2   1 

 
┌────┐ ┌────┐ ┌────┐  ┌─────┐ 

0 1 2 3 4 5 6 7 8 9 10 11 0 

E E F G G A A B B C D D E 

 

I     IV  V 

 

 

These various dyad conflicts, once introduced, play a continual role in the 

thematic unfolding. Thus once A/A comes into play in the basses in m. 9, 

Haydn continues to develop the linear and harmonic potential of this dyad 

within the middle and upper registers over the course of the next five 

measures. For example, any one of these dyad conflicts can and do become 

trichords; in this case, A/A is expanded to A-A-B in m. 13 as part of 

dominant harmony and is then immediately further extended to a G-A-A-B 

tetrachord in the next measure, an octave lower, in the second violin. Of 

overriding significance, however, is the fact that Haydn leaves the G/G 

dyad conflict for last, at the close of the introduction. Notice too that 

Haydn deliberately avoids introducing the E/E dyad conflict within the 
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confines of the introduction, it being the last dyad conflict in the chromatic 

series. In fact, the pitch class E is omitted altogether, it being only 

chromatic omitted in the introduction. The E/E dyad conflict does not 

appear until the opening statement of the following Allegro; its appearance 

anytime earlier, as the last conflict to be unfolded, would potentially 

diminish the effect of the G/G conflict at the close of the introduction. 

Thus the first dyad conflict between D and D finally generates G and G as 

the last unfolded conflict in the introduction. As a consequence, Haydn has 

saved the missing pitch of the 3 system, G, for the last chromatic of the 

introduction, placing on this pitch a special emphasis that will become 

increasingly focused and will also become a major component of the 

developmental process over the course of the movement. Figure 5.1 illustrates 

the movement’s 3 matrix system. 

 

FIGURE 5.1: Haydn, Symphony 84, 1st Movement, 3 Matrix System  
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In observing the matrix, one notices that the missing pitch of a G 

system is A. When both pitches occur simultaneously, a diminished harmony 

results that negates the 6 system from displacing the prevailing system of 

3s. This is exactly what occurs at the end of the slow introduction, mm. 16-

20. Here a dominant pedal supports an A diminished harmony in the upper 

voices, which pits both G and A against each other without causing a system 

shift. The pitches G and A then become a “system dyad conflict” as opposed 

to a neighbor-note dyad conflict in which the same pitch name is presented as 

both diatonic and chromatic inflections. A system dyad conflict occurs on a 

much deeper level than a neighbor conflict, since system conflicts involve the 

pitch-class relationships of the complementary tritones that underlie the 

tonic itself. As we will see the tension created by the system dyad conflict 

between G and A, the former trying to establish a 6 system and the latter 

pitch class trying to negate it, will govern the compositional process of the 

latter half of the exposition. 

Similar to many of Haydn’s slow introductions and their subsequent 

Allegros, with their contrasting meters and dynamics, the E Symphony’s 

introduction is in triple meter and starts on an incomplete E triad with a 

forte dynamic while the Allegro switches into cut time with an opening eight-

measure statement played piano. The exposition itself is a type-A monothematic 
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exposition with an articulated second harmonic area, complete with an achieved 

medial caesura, whose thematic content replicates the opening thematic 

material transposed into the dominant.  

By a happy coincidence, saving the last dyad conflict, E/E, for the 

opening statement of the Allegro, allows Haydn to articulate the first 

trichord of the PCA (pcs. 0, 1 and 2). Thus   there is an interesting 

correlation between the presentation of dyad conflicts, which runs in 

retrograde along the PCA from pcs 10 and 11 in the introduction, with the 

prime statement of the PCA now beginning to unfold with pcs 0, 1 and 2 (viola, 

m. 25) at the start of the exposition. The preceding may provide a more 

compelling reason for Haydn’s decision to omit the E/E dyad conflict from 

the introduction than just undercutting the significance of the G/G dyad 

(see above). 

After the initial eight-measure period of the Allegro, a five-measure 

orchestral tutti follows. An almost autonomous counterstatement follows in m. 

33, but the orchestral tutti turns into a formal bridge, once more reiterating 

pcs 0, 1 and 2 of the PCA as the bridge period prepares for the dominant via a 

V/V pedal (mm. 53-57). As Haydn unfolds the next pitch classes of the PCA (pcs 

3 and 4, mm. 62 ff.), no less than three dyad conflicts, E/E, A/A and 

D/D return supported by a succession of diminished harmonies. Pc 3, is here 
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spelled as F and forms, with E, the complementary system dyad conflict to 

that of G/A (see the above matrix). Here is an instance why a composer 

would choose a particular spelling of a missing pitch over another. If Haydn 

wishes to explore the E/E dyad conflict at this point, he has no choice but 

to spell the missing pitch (pc 3) as F in order to avoid a system shift, a 

shift Haydn is saving for the climax of the exposition later in the movement. 

The diminished harmonies that form what seems to be the climax of the bridge, 

now coalesces into the dominant preparation for the arrival of the second key. 

Indeed, pcs 6 and 7 (Haydn skips over pc 5, a diatonic pitch and the one that 

is most often omitted at this juncture) duly inaugurate a full authentic 

cadence on the dominant, B,in m. 73, complete with three beats of rest.  

In several of Haydn’s “Paris” symphonies, for example, nos. 84, 85, and 

87, an augmented-sixth chord, whose root is both the missing pitch of the 

prevailing tonic system and has a flat six relationship to the subsequent 

dominant harmonic area, appears to secure the structural dominant at the close 

of the bridge period, a compositional trait that Haydn may have acquired from 

Wagenseil (see the discussion of Wagenseil’s symphonies above).3 A high-level 

                                                 

     
3
A prominent augmented-sixth chord appears just before the recapitulation of Symphony no. 83 in G minor; in 

Symphony no. 88 in G major, a prominent augmented-sixth chord appears in the second harmonic area applied to 
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contrapuntal structure, the augmented-sixth chord often creates a rather 

sizable chromatic voice exchange between the opening tonic and the harmonic 

progression into the second harmonic area, and therefore becomes a significant 

center of attention in the exposition.4 Therefore all material between the 

tonic of the opening statement and the augmented-sixth chord at the end of the 

bridge would be subsumed under the background tonic. As it happens, the 

unusual aspect of the analysis of Haydn’s Symphony no. 84 involves the 

placement of a “misspelled” augmented-sixth chord — and, therefore, the voice 

exchange — that contradicts our assumptions about the formal location of the 

movement’s second harmonic area. Although the second harmonic area appears to 

begin in m. 74, the voice exchange that typically initiates that area does not 

occur until m. 88 (the G augmented-sixth chord has F instead of E). In 

addition, the medial caesura that is attempted in m. 73 is not achieved since 

no fully realized progression in the dominant occurs until the authentic 

                                                                                                                                                             
V/V. In Symphony no. 89 in F  major, much in the style of G. M. Monn, the augmented-sixth sonority is 

horizontalized so that it does not appear as a single vertical sonority but is spread out over several beats; since the 

out voices are in such close proximity, however, the augment-sixth applied to II still creates a long-range voice 

exchange with the tonic. 

     
4
Cf., Roger Kamien and Naphtali Wagner, “Bridge Themes Within a Chromaticized Voice Exchange in Mozart 

Expositions,” Music Theory Spectrum, 19/1 (Spring 1997).  
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cadence is reached at the codetta in m. 104. Therefore, the second area is not 

fully secured until the codetta, and we are left with the inevitable 

conclusion that the arrival of what had appeared as the second harmonic area 

in m. 74 must still be ultimately subsumed under tonic harmony!5 Adding to the 

ambiguity of the design of the exposition is the fact that Haydn  introduces 

second harmonic area material where we would normally expect to find it, but 

then contradicts our previous expectations by shifting the exposition’s center 

of gravity toward the double bar by placing the augmented-sixth chord in a 

position that appears half way through the second harmonic area, instead of at 

the close of the bridge period. Therefore, a conflict between melodic and 

harmonic elements, not to mention a conflict of purely harmonic elements, 

creates a strong rhythmic shift toward the double bar.  

                                                 

     
5
Much of the discussion and analysis of the exposition of this symphony appears in Nitzberg, Voice Leading and 

Chromatic Techniques, 130-141. The present analysis updates our thinking on this topic and appends extensive new 

material related to the topics of fixed dyads and the unfolding PCA within the exposition and the remainder of the 

movement. 

 Haydn’s false second harmonic area (mm. 74 ff) with its open-ended 

restatement of the first theme in the dominant, thus turns out to be part of 

an extraordinarily lengthy bridge period. This period is so extensive that 

Haydn actually repeats the first eight pitch classes (pcs 0 – 7) of the PCA 
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[add: “in this passage”]. In mm. 74 – 80, Haydn manipulates, almost in the 

manner of a curtain-raiser, the first three pcs of the series (E, E, F) 

before the “entrance” of the most crucial pitch, G (pc 3, in m. 81), the 

missing pitch of the 3 system. At first G appears within the minor 

dominant. Switching into the minor dominant (or the minor relative in minor 

mode pieces) either before the arrival of the second harmonic area, or as an 

intensification of it after its arrival, in the form of an unstable 

transition, has a long historical precedent going back to the keyboard sonatas 

of Domenico Scarlatti. In Vienna, both Monn and Gluck used this technique as 

well as Haydn himself in his very earliest symphonies, as well as later ones 

(for example, the first movement of Haydn’s Symphony no. 92 in G, the 

“Oxford”). In the case of Symphony no. 84, the shift into the minor dominant 

not only emphasizes pc 3, G, within the raising PCA, the minor dominant also 

raises the D/D dyad conflict, and, in addition, the system conflict of G 

against A (see the above matrix). However, G “wins out” temporarily in m. 

85, becoming the root of its own, brief, harmonic area that simultaneously 

shifts the 3 system down to that of 6s. At this intense, climactic point, 

Haydn now adds the final dyad conflicts of the PCA chromatic octave; namely, 

C/C (m.86-87) and F/F (mm. 88-95). Perhaps Haydn deliberately misspelled 

the G augmented-sixth chord in m. 88, with an F in place of an E, for this 
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very reason — to complete the chromatic dyad pairings of the tonic chromatic 

octave. More than that, the spelling of the G augmented-sixth as a G7 chord 

implies a motion into C! This feint into “the wrong key” was soon to be 

copied by Beethoven at the climax of the development in the first movement of 

his piano trio Op. 1 no. 3 in C minor, where an unassuming A harmony turns 

unexpectedly into an A7 chord, implying a motion to D, only to be converted 

into an augmented-sixth resolving to the dominant of the tonic C minor. 

 Pitch class 3 (G), which is the most difficult of the chromatics to 

unfold persuasively in the major mode, is given a great deal of prominence not 

only within the augmented-sixth chord, but also during its resolution. In m. 

93, G is first transformed into G before it resolves to F, pc 5, in m. 94. 

The resolution of G to G is more chromatically significant as it occurs on 

a higher level of structure than the more local resolution of G to F. The 

note F now has to pull the tonal center strongly back to B, the dominant. 

This is accomplished by balancing the augmented-sixth chord with a lengthy 

pedal point on F, beginning in m. 94 and continuing until m. 100. Pc 3 is 

again raised, this time written as F, a chromatic passing tone that resolves 

to G (pc 4) in m. 101. Pc 5, A, is skipped as it often is at the point where 

local dominant harmony displaces the tonic, and the PCA culminates at the 

cadence before the codetta (m. 104) with pcs 6 (A) and 7 (B), restoring 
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tonal stability. The coordination of the PCA in its second rise (from m. 74), 

especially with its emphasis on pc 3, and the arrival to the structural 

dominant helps to shift the rhythmic weight of the exposition further toward 

the double bar. In a sense, the first PCA statement is a “dry run” for the 

more heavily emphasized second PCA statement (pc 3 as F within the first PCA 

rise is not nearly as dramatic as that of G in the second). 

Haydn’s complex development section to Symphony no. 84 works out all of 

the primary dyad conflicts introduced in the exposition, often tying the 

conflict into elaborate system modulations. The actual harmonic background of 

the development is actually quite straightforward, following as it does the 

fifths of the re-ordered tonic hexachord as illustrated below: 

 

 Re-ordered E Hexachord 

A E  B fm/FM  cm gm 

IV  I V ii/II vi iii    

 

 Development Harmonic Plan 

Initiates a 5ths cycle  False Recap.   

 Recap 

B --- cm [A – D]   CM F –  [cm –  D] B E  

V  vi IV    II  VII   V I 
└────────────────┘  └───────────────── ──┘└───┘ 
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If one counts back from cm in the re-ordered tonic hexachord, one can clearly 

see that Haydn is simply following the fifths of the hexachord in retrograde 

from cm to E. The crux of the development section falls on F major (II) as 

a false recapitulation. 

 By following the system modulations in the development, one can posit a 

plausile reason why Haydn had to have an F major section where he planned it, 

instead of the diatonic and more commonplace alternative, F minor. At the 

beginning of the development the 3 system carries over from the end of the 

exposition extending the previous dominant harmony. As the above harmonic plan 

shows, C minor is the first goal of motion in the development, prepared by an 

A augmented-sixth chord on the last beat of m. 114. The augmented-sixth 

carries both F and E, both pitch classes being system dyad complements that 

effectively cancel each other’s potential for a system shift (F and E negate 

each other’s potential again in m. 122). At the same time, pcs 8 (B) and 9 

(C) of the PCA are unfolded in m. 115, pc 9 now gaining structural 

significance as a harmonic area in its own right. The next PCA pitch, D (pc 

10) is actually “worked out” –  this pitch and its neighbor, pc 11, D, forms 

one of the important dyad conflicts in the movement. Pc 10 is sustained over a 

very long harmonic area that culminates in the F major false recapitulation in 
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m. 148. From m. 128, where it is first introduced, D motivates a motion into 

subdominant harmony, A; D itself is kept active by becoming the root of its 

own harmony, functioning as VI/F. The motion into D now raises G, the 

other important pitch class that framed the slow introduction, here 

functioning as the flat seventh of an A7 chord (mm. 130 ff). Both D and G 

are now worked out simultaneously, the G as a system-shift motivator, 

causing a system shift down to 6s. What started out as an F/E system dyad 

conflict at the opening of the development, has now turned into its system 

complement, G/A, although the persistent Gs prevent the As from shifting 

the system back up to 3s (see mm. 140-141 with A as a pedal in the bass 

against the Gs in the first violin). With the motion into A, followed by 

the G/A dyad system conflict, Haydn has also raised the third primary dyad 

conflict of the movement, that between A and A, now worked out as part of 

the background system conflict. Only at the false recap in m. 148, with the 

introduction of F major, along with its major third degree, A, can the system 

now revert to 3s! Haydn could not have cancelled the previous 6 system if 

he had gone into F minor instead of F major. He obviously thought the move 

into F major important enough to dramatize the event with a false 

recapitulation. 
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Once the 3 system has been restored, Haydn reverses direction by 

introducing F as a system-shift motivator (m. 152), shifting the system up 

to “0”. Since E is now necessary to bring the system down again, Haydn has 

once again developed a primal dyad conflict, here E/E, as part of a larger 

system conflict. Eventually E returns in m. 161 returning the system back to 

that of 3s (any Fs introduced after this are effectively cancelled by 

prevailing Es). C minor (vi) returns as a harmonic area, linking it with the 

previous C minor at the start of the development, but instead of moving 

contrapuntally to V, C shifts up to D in m. 181 as VII. Our D has returned 

with a vengeance, and now forms the climax of the entire development! The D 

again motivates G, which pitch plunges the system down once more to that of 

6s. (Incidentally, D as pc 10 has not yet been displaced by D, pc 11.) 

During the ensuing intensely chromatic passage (mm. 182-192), the dyad pairs 

actually pile up on top of each other causing a number of rapid system shifts. 

Eventually, A “wins out” — note the chromatic climb up to B in mm. 191-192 

— as it conflicts with its chromatic neighbor A, causing the system to 

return to 3s.  

The retransition starts on dominant harmony in m. 192. Before this, D 

has finally been displaced by D, a pitch that now becomes the leading tone of 
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the dominant retransition. But Haydn has yet another trick up his sleeve in 

the measure immediately preceding the recapitulation. In m. 201, F returns 

on the third beat of the measure, causing a system shift up to “0”, but the 

return of tonic harmony at the point of recapitulation in the very next 

measure, cancels the system shift, leaving the 3 system intact. 

  The recapitulation itself is refashioned to allow all the basic issues 

of the movement to be raised against the background of tonic harmony. While 

there is certainly at least a momentary sense of resolution at the end of the 

movement, the recapitulation is so harmonically disturbing that any conclusive 

sense of resolution will have to wait until the end of the last movement. Thus 

all the primary dyad conflicts are restated in due course beginning with D 

as flat seventh in an E7 chord (m. 214) as the recapitulation bridge veers 

into subdominant harmony. The A/A dyad conflict soon follows in m. 216, 

both dyad conflicts being restated against the start of the final rise of the 

PCA in the second violin with pcs 0, 1, and 2. The PCA continues in order with 

pcs 3, 4, 5, 6 and 7 unfolded in mm. 225-231 leading up to the restatement of 

second harmonic area thematic material, now transposed into tonic harmony in 

m. 237. Instead of lessening the tension as the movement reaches its 

conclusion, Haydn increases it dramatically by plunging the major tonic into 

its parallel minor at the start of the transition (m. 244) that leads to the 
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codetta in m. 260. As a result, G, the missing pitch and system-shift 

motivator of the 3 system, is once more introduced, shifting the system down 

to 6s. The swing into the parallel minor generates diminished harmony based 

on the pitch classes of the tonic system matrix, but with G instead of F 

(mm. 248-249). During this passage, A is pitted against G effectively 

preventing a system shift back to 3s. Pitch classes 7, 8, 9 are now unfolded 

before the arrival of the codetta. Within the codetta itself (m. 260), D as 

pc 10 (in the bass) now resolves up to D, pc 11 (in the second violin), in 

preparation for the final authentic cadence of the movement. With the 

resolution of the primal D/D conflict with which the symphony began, the 

movement ends. However, Haydn does not correct the 6 system, no As appear 

to effect the change back into 3s. Only in the final movement are both dyad 

conflicts fully resolved: D becomes significant again during a false 

recapitulation in A major and is not fully resolved until the retransition 

in m. 189. The G is finally resolved to G in m. 269, just before the coda 

in m. 271. At the end of the last movement when G is introduced, an A 

appears against it, preventing the G from shifting the prevailing 3 system 

down – just the opposite of what had occurred at the end of the first 

movement! 
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