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Melodic Contrast in Piano Sonata No. 35 in C Major, I by Haydn


Between 1771 and 1773, Franz Joseph Haydn (1732 – 1809) composed his Sonata No. 35 in C Major for piano.  Entitled Allegro con brio, the first movement captures a great deal of melodic intrigue.  Being in sonata form, the first movement has two primary melodic themes.  Throughout the movement, Haydn continually varies and develops each relatively simple theme.  Along with the two primary themes, Haydn makes use of mostly alberti bass triplets in the hand opposite of the melody.  Through the use of triplets, Haydn develops a great deal of melodic contrast in the Allegro con brio of Sonata No. 35 in C Major.    


Haydn uses triplets to directly oppose the principle and secondary themes in the Exposition of the first movement.  The Exposition and the principle theme both start in the pick-ups to measure one.  Immediately, the listener can feel a sense of tonality in C Major with a tonic chord in the first measure, a dominant seventh chord in the third measure, and a perfect authentic cadence in the eighth measure of the piece.  The principle theme begins with a dotted eighth - sixteenth pick-up (or some slight variation) into seven consecutive quarter notes.  In the first phrase, Haydn simply uses blocked chords to accompany the melody.  Beginning in the second phrase in the eighth measure, he begins to use alberti bass triplets in the left hand to outline a tonic chord.  Until this point in the piece, the melody consists of only duple rhythms such as quarter notes, dotted – eighth sixteenth groupings, and sixteenth notes.  The triplets in the left hand starting in measure eight provide a very contrasting feel and rhythm to the sixteenth note subdivisions in the right hand.  
Haydn does not immediately use alberti bass in the Bridge, which starts with the pick- up in to measure seventeen.  Haydn begins this phrase with half and whole notes outlining a secondary dominant seventh of four to begin the transition to the dominant key.  The Bridge ends in measure thirty- five with an emphatic half – cadence in the dominant key, or G Major.  In the Bridge, Haydn uses the alberti bass triplets in the left hand to change tonal centers by adding F- sharps staring in measure twenty- three.  To provide further melodic contrast, Haydn incorporates both triplet and dotted eighth- sixteenth groupings in the melody line starting with pick- ups in to measure twenty- six.  
Firmly in G Major, Haydn immediately starts to use alberti bass triplets in the secondary theme which starts in measure thirty- six.  The secondary theme starts with syncopated quarter notes accenting beats two and four in the measure.  Once again, the triplet groupings directly oppose the syncopated, duple secondary theme.  In the following phrase (as in the bridge), Haydn begins to mix duple and triple rhythms in the melody.  As this mixing occurs in the right hand, Haydn begins to move the syncopated secondary theme into the left hand, and by measure fifty- one, the melody and alberti bass have changed hands.  Finally, in the end of the transition, Haydn restates the principle theme in the dominant key to act as a Codetta in measure sixty- three.  Therefore, through the use of triplet groupings against the duple groupings, Haydn obviously provides melodic contrast. 

Haydn continues to use triplets to provide contrast in the Development and successfully Retransition to the Recapitulation.  Haydn immediately starts the Development in measure sixty- nine with a slight variation of the principle theme.  He varies the theme by replacing quarter notes with dotted eighth- sixteenth groupings on the weak beats of the measure.  Haydn, once again, begins to incorporate alberti bass in the left hand in measure seventy- two with another variation of the principle theme.  Haydn varies this theme by playing the rhythmically developed principle theme in another key.  In this development, the triplet groupings create more contrast by sixteenth note groupings occurring more frequently in the melody.  During the first development episode, Haydn cadences on an E Major chord in measure seventy- one.  He then moves to F Major by outlining F Major and C dominant in the alberti bass for the second episode.  
Haydn then develops the secondary theme starting in measure eighty with the theme appearing in the left hand.  During this development, Haydn uses the alberti bass in the right hand to modulate to A Major by measure eighty- four.  Starting in the A Major section of the Development and ending at the end of the Retransition, Haydn creates a great deal of melodic contrast by developing the triplet grouping motive in the right hand as if the triplet groupings were their own theme.  Meanwhile, the left hand turns into a bass line similar to a walking bass line.  Through the walking bass line, the higher tessitura of the triplets, and the absence of the principle and secondary themes, Haydn obviously develops the triplet motive.  
Finally, the Retransition begins in measure ninety- four with a pedal point octave E’s in the left hand.  Then in measure one hundred, a cadence on A Major occurs.  This chord turns into a secondary dominant seven of two in the same measure.  Haydn outlines a minor two chord in measure one-hundred and one, and finally, he cadences on a G dominant seven to end the Development section of the Sonata.  Through the continued use of triplet groupings during the developments of the principle and secondary themes and the development of the triple motive itself, Haydn obviously creates melodic contrast. 

As with the Exposition, Haydn keeps contrasting the principle and secondary themes in the Recapitulation.  The principle theme returns down an octave in measure one hundred and four.  Differing from the Exposition, Haydn does not start the alberti bass triplets until the return of the Bridge section in measure one hundred and twelve.  Similarly in the Exposition, Haydn creates melodic contrast against the duple by integrating triplet groupings into the melody in the Bridge.  The secondary theme occurs in measure one hundred and twenty- seven in the tonic key of C Major.  Varying from the Exposition, Haydn produces more contrast by combining both triplet and dotted eighth- sixteenth groupings in the second phrase of the secondary theme in measure one hundred and thirty- six.  At the end of the recapitulation of the secondary theme, Haydn has a deceptive cadence on a fully diminished secondary leading tone chord of the dominant.  This chord resolves to a tonic chord in second inversion to start the Coda in measure one hundred and fifty- two.  The Allegro con brio ends in C Major with Haydn using the triplet motive all the way to the end underneath the principle theme.  Through Haydn slightly integrating triplet groupings into the themes of his Sonata, he clearly creates melodic contrast in the Recapitulation.


In conclusion, Haydn takes full advantage of the triplet groupings in the alberti bass.  He, first, adds a triplet feel to a strictly duple melody; over time, he slowing adds triplet groupings to the melodies.  Next, Haydn develops the triplet motive in the development and eventually combines triple and duple rhythms in the same phrase of the melody.  Not only does he change the melodic rhythm with the triplets, Haydn constantly uses the alberti bass to contrast and add excitement to the rather simple duple melodies throughout the entire sonata form.  Therefore, through the use of triplet groupings in the alberti bass, developing the triplets, and incorporating triplets into duple melodies, Haydn obviously provides melodic contrast.  
