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Abstract	for	both	parts	of	this	essay:

Rising	melodic	figures	have	a	long	history	in	cadences	in	European	music	of	all	genres.	This	essay	documents	and	analyzes	
examples	from	an	especially	influential	repertoire	of	social	dance	music,	the	Viennese	waltz	in	the	first	half	of	the	19th	
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Introduction										

	
Rising	melodic	figures	have	a	long	history	in	cadences	in	European	music	of	all	genres.	This	essay	documents	and	analyzes	
examples	from	an	especially	influential	repertoire	of	social	dance	music,	the	Viennese	waltz	in	the	first	half	of	the	19th	century.	Both	
of	the	most	important	figures	were	violinists,	orchestra	leaders,	and	composers:	Josef	Lanner	(d.	1843)	and	Johann	Strauss,	sr.	(d.	
1849).	In	addition	to	the	historical	documentation	of	ascending	cadence	gestures,	this	essay	makes	a	theoretical	argument	about	
the	sensitivity—I	call	it	“fragility”1—	of	the	upper	or	more	abstract	levels	of	pitch	design	hierarchies	in	linear	analysis,	and	especially	
in	traditional	Schenkerian	analysis.

This	essay	is	also	intended	as	the	sequel	to	my	essay	Ascending	Cadence	Gestures:	A	Historical	Survey	from	the	16th	to	the	Early	19th	
Century,	which	was	published	on	the	Texas	Scholar	Works	platform	in	July	2016	(link).	In	that	essay,	I	started	with	Lassus	and	
Gastoldi	and	ended	with	Schubert	and	Schumann	(the	latter’s	Papillons,	Op.	2	[published	1831]).	The	earliest	compositions	
discussed	in	the	present	essay	are	Lanner’s	Gowatschische	Ländler,	Op.	2	(prior	to	1827);	the	latest	is	Die	Schönbrunner,	Op.	200	
(1842),	published	a	year	before	Lanner’s	death.

Almost	all	of	the	material	in	the	historical	survey	essay	came	from	posts	to	my	blog	Ascending	Cadence	Gestures	in	Tonal	Music	(link).	
By	contrast,	the	majority	of	the	work	in	the	present	essay	has	not	been	published	elsewhere.	What	has	already	appeared	also	
comes	from	posts	to	that	blog,	material	that	was	inserted	into	in	my	essay	Scale	degree	^6	in	the	19th	Century:	Ländler	and	Waltzes	
from	Schubert	to	Herbert:	link.

To	establish	context	for	the	analyses,	here	is	a	quote	from	the	introduction	to	Ascending	Cadence	Gestures:

The	topic	is	cadence	gestures	in	traditional	European	tonal	music.	The	great	majority	of	these	follow	an	18th-century	
formula	that	favors	a	stepwise	descent	from	scale	degree	3	(or	even	from	scale	degree	5)	to	the	tonic	note.

A	significant	minority,	however,	follow	an	upward	path	from	^5	to	^8,	or	else	plot	a	mirroring	path	from	^8	down	to	^5	and	
then	back	up	to	^8.	The	first	substantial	numbers	of	these	are	the	country	dances	preserved	in	John	Playford's	Dancing	
Master	(first	edition	1651),	which	fact	suggests	that	the	figures	were	relatively	common	in	dance-performance	practice,	
including	improvisation.	After	largely	disappearing	in	the	18th	century,	rising	lines	again	show	up	in	dance	music	in	the	early	
19th	century,	Schubert's	D779n13	being	a	prominent	example.

Ascending Cadence Gestures in Lanner, page 3

1	I	first	used	the	term	“fragility”	in	connection	with	the	Urlinie	from	^8:	see	Neumeyer	1989.
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The	floodgates	were	opened,	however,	in	French	comic	opera	by	the	early	1830s	(Adam,	Auber)	and	rising	cadences	
remained	a	factor	in	the	opera	bouffe	and	operettas	of	Offenbach,	Leclocq,	and	others	before	finding	a	niche	in	the	
American	musical	(notably	those	by	Richard	Rodgers).	

Figures	of	various	types	focusing	on	^7-^8	may	be	found	randomly	in	music	before	about	1700,	including	the	archetypal	^5-
^6-^7-^8	and	^8-^7-^6-^5-^5-^6-^7-^8	designs	at	a	longer	range	of	design.	I	have	written	about	early	examples	in	this	PDF	
essay:	rising	lines;	and	about	a	surprising	pocket	of	rising	cadences	in	English	Country	dances	in	another	essay:	Playford	and	
its	revised	and	updated	version:	link.	By,	and	shortly	after,	1700,	however,	two	overwhelming	influences	effectively	nullified	
the	rising	cadence	(with	the	exception	of	isolated	instances	in	French	instrumental	music):	the	stereotyped	figures	of	Italian	
operatic	and	instrumental	practices	(especially	in	the	so-called	cadence	galante)	and	the	adoption	of	the	gavotte	as	the	
standard	for	2/4	contredanses	in	the	French	court.	

It	was	only	after	1770,	as	the	several	waltzing	dances	common	to	German-speaking	areas	of	central	Europe	became	
increasingly	popular	elsewhere,	that	the	possibility	of	alternatives	arose.	By	1820,	these	were	expressed,	though	in	radically	
different	ways,	by	Beethoven	and	Schubert,	and	by	the	1830s	in	the	Rossini-influenced	operas	of	Adolphe	Adam	(link	to	an	
essay	on	Adam’s	one-act	opera	Le	Châlet).	With	the	polka's	quick	rise	to	universal	popularity	in	the	1840s	and	with	
Offenbach's	operas	bouffes	and	operettas	starting	in	the	1850s,	the	change	was	complete	and	rising	cadence	gestures	
became	not	just	an	alternative	but	a	category	equal	to	other	cadence	types.

In	this	and	other	essays,	a	broader	range	of	examples	was	made	possible	in	part	because	the	selection	was	not	so	
constrained	by	abstract	Schenkerian	background	models	and	their	idealist	voice	leading.	The	result	is	a	much	better	picture	
of	musical	practices	over	the	several	centuries	separating	16th-century	bicinia	(two-voice	pieces	mainly	for	pedagogical	use)	
from	nineteenth	century	waltzes,	polkas,	and	other	instrumental	and	vocal	compositions.

I	have	restricted	the	repertoire	to	waltzes	because	they	make	up	the	largest	percentage	of	Lanner’s	and	Strauss’s	published	music—
and	have	the	added	benefit	that	they	provide	a	very	smooth	continuation	from	the	waltzes	of	Schubert,	who	we	know	was	familiar	
with	Lanner’s	work	(Schubert	heard	Lanner’s	orchestra	in	live	performance,	probably	on	multiple	occasions	and	possibly	even	while	
Strauss	was	still	a	member	of	the	band).	The	limitation	to	the	waltz	has	also	given	me	an	excuse	to	write	a	preliminary	section	on	
the	special	problem	of	melodic	motions	and	voice	leading	in	the	cadences	of	Ländler	and	waltzes.
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Introduction,	section	2:	The	Violin	and	the	Cadence:	On	the	Complexity	of	the	Relations	of	
Melodic	Figures	and	Voice-leading

Ländler	

The	violin	became	the	favored	solo	
and	ensemble	instrument	for	dance	
music	by	no	later	than	the	third	
quarter	of	the	seventeenth	century.	
The	pochette	or	pocket	violin	was	also	
routinely	used	by	dance	teachers	for	
much	the	same	purpose	as	a	modern	
dance	instructor	uses	the	CD	player.	

Music	for	the	Ländler	was	known	in	the	
early	18th	century	already,	primarily	
for	solo	violin	in	the	"native"	violin	keys	
of	D,	A,	or	G.	The	Ländler	can	be	
specifically	located	as	a	folk	or	
common	dance	at	least	as	early	as	
1700.	Its	music	was	strongly	violinistic,	
very	simple	in	its	harmonic	
construction,	and	relatively	slow	in	
tempo	(Litschauer,	XI).	Sometimes	used	as	a	wedding	dance	for	couples,	it	featured	figures	with	intertwining	arms;	these	figures	
were	so	characteristic	that	they	gave	the	name	to	the	contredanse	allemande	in	the	1760s,	not	any	specific	style	of	music.	A	
sophisticated	urban	salon	version	called	the	"Strassburger”	was	very	popular	in	French	cities	in	the	late	18th	and	early	19th	
centuries.	

Franz	Boehme,	in	his	Geschichte	des	Tanzes	in	Deutschland	(1886),	reproduces	several	of	these	early	violin	pieces.	No.	230	(above)	is	
typical.	Note	the	key	of	D	major	and	the	arpeggiated	figures	that	are	a	"simplification"of	underlying	double	stops	(shown	in	the	
incomplete	staff	at	the	top).	These	are	a	line	of	parallel	sixths	in	the	first	phrase	but	the	basic	interval	of	the	piece	is	clearly	F#4-D5.	
which	receives	repeated	neighbor-note	treatment.
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No.	232:	Broken	sixths	and	neighbor	note	figures	
prevail	in	this	Ländler	as	well.	Notice	the	way	the	
pickup	beat	is	transformed	into	a	small	flourish	
as	it	leads	from	bar	4	to	bar	5.	In	the	second	
strain,	this	element	becomes	the	basis	for	more	
persistent	boundary	play	that	converges	on	the	
principal	upper	note	G5	at	bar	12	(and	again	at	
bar	16).	Given	all	the	arpeggiation	(not	to	
mention	repetition	of	figures),	it	is	not	surprising	
that	the	voice	leading	moves	in	more	than	one	
voice.	Whether	the	lower	one—which	I	have	
marked	“alto”—is	really	an	inner	voice	or	the	
principal	voice,	to	which	the	upper	one	is	
persistent	boundary	play,	is	a	basic	problem	in	
analysis	of	Ländler	and	waltzes	alike.

Boehme’s	no.	243	is	very	similar	to	no.	232	in	its	
basic	pitch	design:	neighbor	figures	at	the	
beginning,	small	flourishes	near	phrase	ends	that	
are	increasingly	expanded	later,	in	the	final	
phrase.	(Only	the	first	strain	of	two	is	shown	here.)
The	cadence	figure	leaving	a	strong	implication	of	
a	“missing”	upper	voice	in	the	final	chord	is	very	
typical—indeed,	stereotypical—of	the	Ländler.
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Schubert	

Schubert	was	an	excellent	violinist,	and	from	an	early	age.	There	is	every	reason	to	suppose	that	he	would	have	had	an	instrument	
in	his	living	quarters	through	most	or	all	of	his	adult	life.	Regardless	of	whether	this	last	was	in	fact	the	case,	Schubert	did	write	
highly	violinistic	Ländler	tunes,	some	of	which	were	turned	into	keyboard	versions	for	publication.	Here	is	an	example,	from	
documents	available	on	the	Schubert	Online	site	(link).	

The	original	violin	version	(first	in	a	set	of	6	Ländler)	is	of	course	in	A	major	(the	others	in	the	set	are	in	A	or	E).	

And	here	is	the	keyboard	version,	D365n17,	from	the	first	edition	(1821).	In	this	instance,	Schubert	has	kept	the	original	key,	rather	
than	transposing	down	a	half-step,	as	in	the	first	twelve	numbers	in	D365	[see	the	link	in	the	Brown	quote	below].
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Maurice	Brown	writes	about	this	in	the	context	of	the	publication	of	Schubert’s	dances:

There	is	clear	evidence	that	Schubert	did	take	some	trouble	over	his	preliminary	plans	for	the	publication	of	Op.	9	[D365],	.	.	.	
and	we	find	at	the	end	of	a	song	manuscript,	“La	pastorella	al	prato,”	D.	528,	of	January	1817,	the	incipits	of	six	dances,	all	in	
A	major	[link	to	this	item	on	Schubert	Online].	.	.	.	Another	similar	memorandum	can	be	found	on	the	back	of	the	manuscript	
of	the	part-song	“Ruhe”	D.	635,	undated	but	of	the	same	period.	Here	a	further	six	dance-melodies	are	written	down,	four	in	
A	major	and	two	in	E	major	[those	linked	to	on	the	previous	page].	But	when	the	time	came	for	the	publication	of	Schubert's	
first	set	of	dances,	a	varied	assembly	of	thirty-six	pieces,	ranging	in	date	from	1816	to	1821,	was	published.		(219)

The	single	best-known	dance	in	D365	is	n2,	the	so-called	Trauerwalzer—	so	called	by	
the	publisher,	not	Schubert	himself,	though	apparently	once	D365	appeared,	his	
friends	began	calling	it	by	that	name	(Brown,	218).	In	the	set	of	incipits	mentioned	by	
Brown	(“at	the	end	of	a	song	manuscript,	‘La	pastorella	al	prato’”),	the	Trauerwalzer	is	
included	and	it	is	in	A	major	(Brown,	228)—edited	image	at	the	right.	Yet	early	in	the	
next	year,	Schubert	gave	manuscript	copies	of	what	became	D365n2,	in	Ab	major,	to	
his	friends	Anselm	Hüttenbrenner	and	Ignaz	Assmayr	(Brown,	230).	

The	first	strain	of	the	Trauerwalzer	is	split	texturally:	a	first	phrase	appropriate	to	the	keyboard	in	its	chordal	fullness	is	followed	by	a	
Ländler	response	phrase	that	lightly	echoes	the	traditional	violinistic	figures.

The	second	strain	repeats	the	design	but	with	a	pronounced	chromatic	excursion	of	the	sort	that	is	rare	in	the	early	dances,	but	of	
course	common	in	Schubert’s	music	later	on.	Notice	that	the	chromaticism	runs	over	into	the	second	phrase	this	time	and	infects	
the	Ländler	figures,	pushing	the	simplest	ones	to	the	end	(the	two	final	bars	repeat	bars	7-8	from	the	first	strain).
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Allen	Forte’s	analysis	of	this	waltz	brings	out	the	arpeggiations	as	triads—circled	at	(a),	then	up	a	step	at	(b).	The	reading	then	finds	
an	enlargement	of	the	arpeggiated	triad	figure	in	the	second	strain—at	(c)	as	Eb5-Cb5-Ab4.	“Enlargement”	refers	to	time,	not	
register:	five	bars	at	(c)	where	it	had	been	two	bars	at	(a)	and	(b).2
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text	here,	is	dated	1970.	I	am	assuming	without	further	evidence	that	all	three	pages	come	from	the	same	time.



On	another	page,
Forte	aligns	a	
harmonic	reduction	of	
the	first	strain	with	a	
more	detailed	version	
of	the	analysis.	He	
also	notes	that	he	has	
a	source	in	Schenker’s	
Free	Composition,	and	
here	I	will	have	to	
apologize	to	my	
readers	that	I	cannot	
confirm	how	closely	
Forte’s	reading	
follows	Schenker’s.	I	
suspect	that	it	does,	
based	on	personal	
knowledge	of	Forte’s	
other	work	at	the	
time,	but	when	I	
retired	last	year,	I	
gave	away	almost	all	
of	my	library,	
including	my	personal	
copy	of	the	1978	
American	edition	of	
Free	Composition.

In	any	case,	one	can	
readily	see	the	
separation	of	the	pianistic	first	phrase’s	figures—as	a	first	structural	tone	C5	followed	by	a	neighbor	note	Db5,	the	arpeggiations	
depending	from	these	two	notes—from	the	higher-register	Ländler	figures.	“Uebergr.”	is	“Übergreifen”	or	“reaching	over”:	Eb4	
from	the	beginning	“reaches	over”	C5	and	Db5	to	become	a	cover	tone	^5.	In	this	context,	Ab5	then	is	a	one-too-far	gesture.
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Note	that,	in	order	to	make	this	separation	of	
registers	work,	Forte	(and	presumably	Schenker)	
is	obliged	to	contradict	the	voice-leading	
symmetry	of	10-8-10-8	that	would	result	if	bar	4	
were	treated	as	is	bar	2;	that	is,	if	one	took	an	
implied	Eb5	as	the	melody	note,	rather	than	a	
held-over	Db5.	None	of	this	is	out	of	the	realm	
for	Schenkerian	analysis,	but	it	does	generate	a	
significant	problem	of	the	same	sort	in	the	
ending	of	the	piece.	In	the	third	bar	from	the	end	
(see	the	score	excerpt	at	the	right)	C5	is	the	principal	melody	note,	the	“soprano”;	in	the	penultimate	bar,	in	order	to	bring	a	line	
down,	one	is	obliged	to	suppose	that	the	“alto”	Bb4	is	the	principal	note	and	F5-Eb5	simply	a	recall	of	the	cover	tone	figure.	All	this	
while	the	back	beats	in	the	left	hand	clearly	sound	a	neighbor	note	figure,	C4-Db4-C4.

I	have	introduced	Forte’s	analysis	here	because	it	highlights	the	problem	with	registers	in	the	Ländler	repertoire,	if	your	goal	is	to	
flatten	out	the	voice	leading	and	generate	stepwise	melodic	shapes.	The	contradiction	between	violinistic	figuration	and	abstract	
vocal	patterns	will	be	at	the	heart	of	the	discussion	of	music	by	Lanner	below.3

A	summary	of	issues	in	analysis	of	cadence	gestures	for	the	waltz	repertoire,	roughly	1815-1850:

1. Arpeggiated	figuration	creates	2-3	voices,	any	of	which	may	conclude.
1. Any	voice	may	be	left	“open”	in	the	final	chord,	with	a	strongly	implied	note	due	to	previous	figuration	(especially	

when	repeated,	as	most	figures	are	in	waltzes).	This	is	the	case	with	the	“cover	tone”	Eb5	in	D365n2.
2. For	traditional	Schenkerian	readings,	one	is	often	obliged	to	violate	the	integrity	of	the	voice	leading	in	order	to	

locate	a	unidirectional	line	reaching	^1.	This	was	discussed	above	in	Forte’s	analysis	of	D365n2.
3. Because	of	the	routine	ease	of	movement	between	the	violin	registers,	voice	leading	is	further	complicated	by	octave	

shifts,	especially	in	the	common	closing	gesture	in	which	a	high	point	is	reached	in	the	second	or	third	bar	from	the	
end,	followed	by	a	drop	to	the	final	tonic.	I	will	call	this	feature	the	“fall	from	the	dominant.”

2. Unlike	D365n2,	strains	in	a	binary	dance	sometimes	work	individually,	so	that	one	cannot	automatically	assume	it	is	
acceptable	to	use	“clues”	from	one	strain	to	make	convincing	interpretative	decisions	about	lines	in	an	adjacent	strain.	
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3. One	must	be	even	more	careful	about	menuet-trio-menuet	designs,	which	were	by	no	means	universal	in	performance	
for	dancing,	however	common	they	were	in	publication	and—one	presumes—in	performance	for	concerts.	Regardless,	
the	level	of	abstraction	required	to	fit	a	trio’s	voice	leading	under	one’s	reading	of	the	menuet	often	leads	to	
unconvincing	analyses	overall.

Needless	to	say,	the	issues		listed	under	1.	are	not	confined	to	the	Ländler	or	waltz	repertoire;	they	will	be	factors	to	keep	in	mind	in	
any	music	that	is	native	to	the	violin.	At	the	same	time,	however,	the	particular	stylistic	features	of	the	Ländler	and	the	repetition	of	
a	few	gestures	make	the	items	listed	above	of	special	importance	in	analysis	of	the	repertoire	to	be	considered	here.	It	should	also	
be	remembered	that	both	Lanner	and	Strauss,	sr.	were,	first	of	all,	violinists	themselves.

A	series	of	analyses	of	design	for	cadences

Gowatschische	Ländler,	Op.	
2.								Unlike	his	
contemporary	(and,	for	a	
time,	employee)	Johann	
Strauss,	sr.,	Josef	Lanner	
rarely	used	obvious	rising-
line	cadences	in	his	many	
waltz	sets.	On	the	other	
hand,	his	dances	contain	
many	instances	of	figures	
that	set	up	the	possibility	for	
rising	cadence	formations.	
Numbers	3	&	4	in	a	very	early	
set—Gowatschische	Ländler,	
Op.	2	(prior	to	1827)—are	
typical.	The	violinistic	
Ländler	figures	tend	to	
undermine	a	distinction	between	principal	voice	and	cover	tone	(or	inner	voice),	as	we	saw	above,	and	the	cadences	miss	clear	
definition	of	^6-^7-^8	through	dropping	the	^7	down	an	octave,	the	figure	I	call	“fall	from	the	dominant.”
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The	fourth	waltz	has	the	stolid	sound	of	a	deutscher	Tanz.	Its	first	(principal)	strain	easily	suggests	a	rising	line	with	its	strong	
emphasis	on	F5,	G5,	and	Bb5.	The	lower-register	A,	however,	was	already	defined	as	a	separate	inner	voice	in	bar	2	(and	again	in	
bars	6,	10,	and	14).	As	a	result,	it's	difficult	to	define	any	Schenkerian	fundamental	line	for	this	waltz;	a	stationary	^5	(F5)	with	
neighbor	notes	is	less	satisfactory	than	neighbors	or	neighbor	figures	around	^8,	but	in	this	instance	it	may	be	the	best	solution.	I	
would	greatly	prefer	a	proto-background	frame	Bb4-F5,	which	expands	outward	to	A4-G5	and	then	contracts	again	to	close.4
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Lanner,	28er	Ländler,	Op.	20,	ns	1	&	2.										Score	(keyboard	transcription)	on	the	next	page.	The	first	strain	of	n1	follows	a	trajectory	
quite	similar	to	Schubert’s	Trauerwalzer:	a	registral	separation	between	phrases,	where	a	repeated	basic	idea	defines	a	melodic	
shape	Bb4-C5	(notes	circled)	over	I-(	)-V,	and	the	second	phrase	introduces—indeed,	consists	of	little	else	than—a	cover	tone	
gesture,	as	F5-Eb5,	the	latter	note	seeking	a	resolution	to	D4	that	does	not	occur	(see	my	annotation	^4-^3	in	bars	7-8).	At	the	same	
time,	an	unmistakable	rising	alto	line	works	it	way	across	the	strain:	beamed	notes	starting	in	bar	1,	beat	3.

The	beginning	of	the	second	strain	shouts	^3	(D6)	loud	and	clear,	reinforces	it	within	the	bar	and	later	repeats	the	bar	as	the	
beginning	of	a	consequent	phrase.	At	(a),	Eb5	as	7	of	V7	even	resolves	cleanly	into	D5.	The	problem	arises	in	the	final	three	bars—
exactly	as	I	have	been	suggesting,	it	is	the	cadences	of	Ländler	(and	later	waltz)	strains	that	do	not	necessarily	finish	in	a	
stereotypical	voice-leading	fashion	the	pattern	set	up	by	the	preceding	bars.	At	(b),	we	hear	Eb5	as	7	of	V7	again	and	C5	as	^2	on	the	
second	beat	(arrow).	Same	again	with	notes	reversed	in	bar	7	of	the	strain,	but	there	is	no	D5	to	follow	the	same	Eb5	from	the	bar	at	
(a)	and	we	do	continue	to	hear	the	cover	tone	into	the	final	bar—brought	out	more	by	the	expressive	appoggiatura,	the	ninth	of	the	
dominant,	that	precedes	it.

The	sum	of	all	this	is	shown	in	the	figure	at	the	right.	The	sound-
image	that	we	are	left	with	in—and	after—the	final	bar	is	the	
literally	sounding	note	Bb4,	as	^1	reached	from	upper	and	lower	
steps,	D5	as	the	expected	(and	already-once-heard)	resolution	of	
Eb5,	and	F5	as	the	prominent,	not	liquidated	cover	tone	^5.
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In	Op.	28n2,	we	see	a	more	
radical	consequence	of	an	
interval	frame	that	avoids	
the	third	of	the	tonic	triad.	
What	is	mostly	a	turning	
figure	about	Bb4	(as	^8)	is	
framed	by	prominent	fifths	
above	and	below—see	F4	
circled	in	bars	1,	2,	3,	6,	&	7
—and	the	striking	(in	fact	
surprising)	octave	leap	
from	F4	to	F5	in	bar	4	(also	
circled).

Lanner,	Altenburg-Ländler,	
Op.	40.									Six	waltzes,	not	
the	five	that	Lanner	himself	
went	much	of	the	distance	to	
establish	as	the	standard	
(with	introduction	and	finale)	
for	the	Viennese	waltz.	We	
will	look	at	all	six	in	turn.

After	a	brief	introduction	(in	
later	sets,	these	expand	
dramatically),	the	first	strain	
of	n1	focuses	throughout	on	
unfoldings	of	C#5-G5	to	D5-
F#5,	with	a	strong	implication	
of	^3	left	in	the	final	bar.	
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Op.	40n1	is	somewhat	unusual	in	that	its	formal	design	is	that	of	a	small	ternary:	the	second	strain,	shown	below,	is	followed	by	a	
reprise	of	the	first.	[NB:	Once	again	I	caution	that	this	was	only	one	of	the	possible	designs	in	performance.	Publication	in	this	
format	may	represent	the	composer’s	preference,	but	even	he	might	very	well	have	played	the	two	strains	alternativo	(ABAB)	
depending	on	the	circumstances.	Incidentally,	Johann	Strauss,	jr.,	quite	often	writes	waltzes	in	an	alternativo	design	where	the	
second	strain	modulates.	Three	of	the	waltzes	in	the	Blue	Danube	set	are	published	as	alternativo—so	it	not	a	question	of	the	design	
being	somehow	primitive,	to	be	abandoned	in	the	post-1850	“high	style.”]

The	distinction	of	registers	is	very	strong	in	details	of	the	very	first	few	notes,	but	the	overall	design	of	each	phrase	is	strongly	linear,	
as	the	beamed	fifth-lines	show.	Note	that	even	here,	however,	the	cliché	figure	in	the	cadence	leaves	a	^3	(C#6)	open	for	the	ear.

Op.	40n2	is	indeed	published	as	a	modulating	alternativo,	the	first	strain	in	D	major,	the	second,	as-if-Trio,	strain	in	G	major.	The	
beginning	of	n2,	shown	below,	repeats	the	schema	of	the	first	strain	in	n1:	D-C#,	G-F#,	with	the	latter	covering	the	former:	the	
principal	line	is	^1-^7-^1,	as	D-C#-D,	and	^4-^3,	as	G-F#,	covers	it.	As	in	n1,	^3	is	strongly	implied	in	the	final	bar.	5
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The	second	strain	works	in	the	
manner	of	the	old	Ländler	quoted	
by	Boehme:	its	frame	and	figure	
consists	of	broken	sixths	(boxed).	
Here	again,	the	abstract	schema	
is	^8-^7-^8,	as	G5-F#5-G5,	and	B4	
is	an	alto	voice,	just	once	thrown	
up	above	as	a	covering	note	(bar	
4).	This	time	the	positions	of	the	
voices	in	the	closing	bar	are	quite	
clear—and	audible.

The	design	of	n3	is	
unusual:	two	strains	
repeated	as	a	single	unit,	
where	the	first	strain	is	
laid	out	as	if	a	double	
period:	A1a,	A1b,	then	
A2a	(=	A1a),	A2b.	The	last	
phrase,	however,	acts	as	
an	internal	introduction	
to	the	second	strain.	
There	is	no	doubt	that	
^5	(A5)	is	the	principal	
melodic	tone.	The	figure	
is	^5-^4-^6-^5;	in	voice	
leading	terms,	^6	would	
be	an	overlap	and	^4	
would	resolve	into	an	
inner	voice.
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The	second	strain	is	much	
simpler	in	its	4+4	design:	
this	is	the	presentation-
consequent	design	that	
William	Caplin	does	not	
recognize	in	the	circa-1800	
repertoire.	The	promise	of	
an	initial	^3,	as	F#6,	is	not	
realized	as	a	line.	Instead,	
a	plainly	audible	rising	line	
dominates	throughout:	
circled	notes	A5-B5-C#6-
D6.	

The	curiosity	is	that	D6	is	
sounded	at	the	end	of	the	
first	phrase,	but	avoided	at	
the	end	of	the	second.	I	
take	this	to	be	a	nod	to	the	
sterotypical	“fall	from	the	
dominant”	in	the	Ländler.	I	do	not	have	access	to	an	orchestral	score	for	this	piece;	it	is	always	possible,	of	course,	that	the	flute	or	
oboe	part	may	repeat	the	upper	D.	But	I	will	work	from	what	I	have;	in	that	case,	an	upper	D	is	strongly	implied	in	the	final	bar.

N4	opens	with	a	“Hungarian”	strain	in	the	
minor	key	so	rare	in	waltzes	of	any	style.	It	has	
little	to	offer	for	my	purpose	here.	A	principal	
melodic	note	A5	(^3)	is	obvious	at	the	outset,	
but	^2	(as	G#4)	would	have	to	be	implied	in	the	
penultimate	bar	for	a	simple	Schenkerian	line.	
What	looks	like	another	“fall	from	the	
dominant”	at	first	glance	is	actually	to,	not	from	
it,	and	in	I	am	even	more	worried	about	what	
the	upper	winds	do	in	the	orchestral	version	than	I	was	in	n3.
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The	second	strain,	
likewise,	has	little	to	
offer	us	here,	except	in	
the	closing	cadence	of	its	
double	period.	Both	^2	
and	^1	are	confirmed	by	
metric	placement,	but	a	
“ghost”	of	^3	(as	C#6)	is	
still	present	over	the	final	
tonic,	thanks	to	the	D6	in	
the	previous	bar	and	a	
“fall	within	the	
dominant”	that	both	
isolates	D6	and	starts	an	
ascent	from	below	to	^1.

In	n5,	where	^3	is	
unquestionably	the		
principal	melodic	
tone	and	an	obvious	
line	descends	from	it
—see	the	various	
circled	notes	in	bars	
1-4	and	in	the	
second	strain—the	
point	of	interest	for	
me	is	the	ending	of	
the	first	strain.	There	
is	no	cadence,	just	a	
third	statement	of	a	
“falling	from	the	
dominant”	bar.	
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The	final	waltz	in	the	set	is	
similar	to	a	small	number	of	
Schubert	waltzes	that	start	in	
the	minor	key,	but	quickly	
move	to	the	relative	major	and	
stay	there.	G	major	is	reached	
as	III	of	E	minor	by	the	end	of	
the	first	strain.	In	the	first	part	
of	the	double	period,	^5,	as	B5,	
is	quite	obviously	the	principal	
structural	tone.	In	the	
consequent	part,	E	minor:	^5	
becomes	G:^3	by	the	third	bar:	
see	circled	notes	and	
annotation.

The	cadence	has	a	figure	we	haven’t	seen	before	but	that	is	particularly	interesting	and—more	to	the	point—is	commonly	found	in	
the	Ländler	and	waltz	repertoire:	see	boxed	notes	in	the	final	two	bars.	In	a	3/4	meter,	a	six-note	scale	run	is	both	easy	and	
convenient,	as	the	interval	covered	within	a	single	bar	is	also,	in	most	cases,	within	the	same	underlying	triad	or	seventh	chord.

At	the	left	of	the	
figure	here,	I	have	
represented	the	
interval	with	an	
unfolding	symbol.	
Note	that	the	
shape	created	is	
the	ancient	
cadenza	perfetta,	
or	6-8	interval	sequence.	Unless	an	octave	is	literally	sounded,	only	one	of	the	two	notes	of	the	sixth	will	be	resolved	audibly,	but	the	
other	will	always	be	strongly	implied.	At	the	end	of	op40n6,	the	context	(preceding	5	bars)	makes	that	implication	about	as	strong	
as	it	could	be,	G5	being	the	end	of	a	third-line	in	its	“obligatory	register”	B5-A5-G5.	
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We	can	see	an	alternative	
in	the	third	waltz	of	
Lanner’s	Op.	167,	Die	
Romantiker.	The	cadence	
of	the	second	strain	also	
includes	the	scale	
unfolding	a	sixth	over	V.	
This	time,	however,	the	
context	suggests	
something	quite	different	than	in	op40n6.	An	unfolded	sixth,	E6-G#5,	defines	soprano	and	alto	voices	in	a	way	that	continues	
through	the	cadence:	a	neighbor	figure	^8-^7-^8,	as	E6-D#6-(E6),	is	the	linear	frame,	^3-^2-^1,	as	G#5-F#5-E,	is	the	inner	voice.

To	return	to	op40n6:	
the	second	strain	
brings	another	
instance	of	the	implied	
^3	in	the	cadence.	
Because	of	the	
insistence	on	^3	in	the	
first	8-bar	segment,	
one	is	obliged	to	read	
a	line	^3-^2-^1	across	
this	16-bar,	two-
theme	unit,	but	it	
makes	more	sense	to	
hear	^5	and	^3	in	
perfect	balance	by	the	
end.

I	wrote	about	four	basic	“positions”	of	^5	and	^3	in	the	essay	Complex	upper-voice	cadential	figures	in	traditional	tonal	compositions:

(COVER	TONE	AND	STRUCTURAL	VOICE).	The	5-3-4-2-(3)-1	figure	might	be	understood	as	arising	from	confusion	over	the	
roles	of	structural	soprano	and	cover	tone.	The	potential	for	this	confusion	is	already	present	in	the	fundamental	line	itself,	
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even	the	simplest	of	them,	the	line	from	^3	.	The	tonal	space	of	this	line	is	the	third	^1	-^3.	When	the	^3	"descends	to	its	
rest"	(as	Schenker	puts	it)	in	^1	(or	to	the	fundamental	of	the	triad),	is	the	tonal	space	extinguished,	or	is	the	^3	somehow	
still	active	as	a	cover	tone—is	it	still	there	in	memory?	I	suggest	that	the	latter	is	the	case:	the	^3	is	always	present,	but	the	
force	of	that	presence	varies	widely,	from	barely	audible	through	plausibly	implied	to	strongly	implied	(even	to	literally	
present).	Context	will	usually	supply	a	measure	of	that	presence.	When	^5	can	be	heard	as	a	cover	tone,	things	become	more	
complicated,	as	another	continuum	comes	into	play:	^5	as	a	"casual"	cover	tone,	^5	as	focus	of	more	elaborate	boundary	
play,	^5	as	"in	balance"	with	^3,	to	^5	as	the	first	tone	of	a	fundamental	line.	These	four	positions	can	be	notated	as	follows	
(Exs.	a-d).						[This	is	all	written	in	terms	of	Schenkerian	theory.	For	a	related	but	distinct	model	of	intervals	underlying	linear	
patterns,	see	my	essay	Proto-backgrounds	in	Traditional	Tonal	Music	and	my	article	"Thematic	Reading,	Proto-backgrounds,	
and	Transformations."]

Here	is	an	abbreviated	version	of	the	summary	list	from	earlier	in	this	section,	with	annotations	about	Lanner’s	Op.	20	and	Op.	40.	
Note:	in	hyphenated	numbers,	the	first	is	the	number	of	the	dance,	the	second	the	number	of	the	strain;	so,	“Op.	40n1-1”	is	the	first	
strain	of	Op.	40n1.

4. Arpeggiated	figuration	creates	2-3	voices,	any	of	which	may	conclude.
1. Voice	left	“open”	,	with	a	strongly	implied	note.		In	Op.	20n1-1;	Op.	40n1-1;	Op.	40n2-1;	Op.	40n6-1;	Op.	40n6-2.
2. Schenkerian	readings	of	an	Urlinie.

1. Clear	unidirectional	line	reaching	^1	was	possible	in	Op.	40n1-2;	Op.	40n4-2;	Op.	40n5;	Op.	40n6-1.
2. In	Op.	20n2-1,	^8-^7-^8.	Also	in	Op.	40n2-2;	Op.	40n3.
3. In	Op.	40n2-1,	^1-^7-^1	(lower	register,	rather	than	upper	register	as	with	^8-^7-^8).

3. Octave	shifts	and	the	“fall	from	[or	within]	the	dominant.”
1. In	Op.	40n3;	Op.	40n4-1;	Op.	40n5-1;	Op.	40n6-1.
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5. Relation	of	the	two	strains.
1. All	except	Op.	40n5	are	distinct	from	one	another	in	figures	and	rhythms.	The	same	is	true	for	over-reaching	melodic	

figures,	again	excepting	Op.	40n5	but	also	excepting	Op.	40n6,	where	B5	in	the	first	strain	does	help	substantially	in	
confirming	B4/B5	as	the	principal	melodic	tone	in	the	second	strain.

6. Dance	designs.6
1. Op.	40n1:	D	major;	small	ternary
2. Op.	40n2:	D	major-G	major;	small	binary	alternativo
3. Op.	40n3:	D	major;	small	binary	with	an	internal	introduction;	two	strains	repeated	as	a	single	unit,	not	

independently,	thus	effectively	alternativo
4. Op.	40n4:	F#	minor-A	major:	small	binary	alternativo
5. Op.	40n5:	D	major;	small	binary
6. Op.	40n6:	E	minor-G	major;	small	binary,	modulating	within	the	first	strain.
7. Op.	40	finale:	D	major,	quotes	all	of	the	first	strain	of	n1	before	an	extended	coda.
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Examples	in	the	work	of	Joseph	Lanner,	part	1:	Steyrische	Tänze,	Op.	165	

In	the	preceding	section,	the	concern	was	with	the	impact	of	violinistic	figures	on	pitch	design,	especially	with	respect	to	cadences;	
here	it	is	with	respect	to	dances	or	strains	of	dances	with	rising	cadence	gestures.7

The	Steyrische	Tänze,	
Op.	165,	(1840)	is	one	of	
the	best-known	of	
Lanner's	waltz	sets	now
—especially	thanks	to	
the	appearance	of	a	
warped	version	of	the	
second	waltz	in	
Stravinsky's	Petrushka.	
This	set	is	unique	among	
Lanner’s	compositions	
for	the	number	of	
ascending	gestures	and	
cadences.	Using	
traditional	Schenkerian	
methods,	one	can	potentially	read	rising	cadences	(with	register	changes	or	implied	notes)	in	both	first	and	second	strains	of	the	
first	waltz,	the	first	strains	of	numbers	2,	3,	and	5,	and	the	second	strain	of	number	4.		Given	that	the	circumstances	of	composition	
were	also	unusual—the	set	was	written	for	professional	dancers	as	part	of	the	divertissement	Die	Macht	der	Kunst,	premièred	in	the	
Kärntnerthor-Theater	in	January	1841—it	is	perhaps	fair	for	us	to	speculate	that	Lanner	was	aiming	more	for	a	distinctive,	original	
sound	than	he	normally	might	in	music	for	his	popular	social	dance	and	concert	audiences.
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7	Some	of	the	examples	and	text	in	this	section	come	from	my	essay	Scale	degree	^6	in	the	19th	Century:	Ländler	and	Waltzes	from	Schubert	to	
Herbert	--	link	--	but	I	have	provided	substantial	new	text	and	annotations.	I	have	written	about	rising	cadence	gestures	in	music	by	Schubert	
many	times,	but	the	essay	named	and	linked	to	here	cites	the	largest	number	of	individual	pieces,	all	of	them	called	Ländler	by	the	composer—
or	at	least	published	under	that	label	(see	the	introduction	to	the	essay	for	more	details).

https://repositories.lib.utexas.edu/handle/2152/34172
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In	n1,	the	design	is	a	small	ternary	but	with	each	section	contained	within	its	own	repeat	signs,	thus	AABBAA.	Note	the	unusual	6+6	
phrase	structure	in	the	first	strain,	another	bit	of	evidence	that	Lanner	was	writing	for	professional	dancers—see	the	keyboard	score	
on	the	previous	page.	

An	interval	frame	as	a	voice-exchange	gesture	begins:	at	(a).	That	same	figure	returns	as	the	last	figure	over	the	dominant	in	the	
cadence	--	see	bar	11.	The	upper	element	of	the	gesture	is	the	starting	point	for	a	simple	line	that	is	easily	traced	through	the	long	
series	of	parallel	sixths	--	at	(b)	and	through	bars	1-6.	At	(c),	the	line	is	lifted	a	third	and	the	result	is	a	very	strongly	implied	^3	(as	
C#5)	in	the	final	bar.	A	strictly	traditional	Schenkerian	line	from	^3—with	the	^5	in	bar	7	as	a	cover	tone—would	require	a	particularly	
clumsy	intrusion	into	inner	voices,	a	result	all	too	obvious	in	my	own	graph	(made	for	teaching	purposes,	probably	in	1995	or	1996,	
though	possibly	as	late	as	2005	or	2006).
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Here	is	my	draft	of	a	sketch	
based	on	an	ascending	
Urlinie	from	^5.	In	the	first	
strain,	overlapping	(Allen	
Forte’s	name	for	reaching	
over)	is	required,	a	device	as	
disdainful	of	voice-leading	
continuity	as	the	
unidirectional	line	from	^3.	In	
the	second	strain,	the	ascent	
is	much	simpler	and	more	
obvious,	but	the	entire	line	
from	^5	to	^8	depends	on	
carrying	over	the	^5	from	the	
first	strain.

The	second	strain,	in	the	
usual	eight	bars,	brings	an	
energetic	contrast	to	the	
laconic	first	strain,	another	
feature	very	common	in	the	
early	Ländler	repertoire,	
including	multiple	examples	
in	Schubert.

The	circled	A5	is	the	primary	
melodic	note,	not	the	C#6	
(my	graph,	above,	
notwithstanding),	a	decision	
that	seems	clear	enough	
given	notes	on	the	beat	but	
that	is	confirmed	by	the	
orchestral	score:	see	circled	figures	in	the	string	section	excerpt	below.	These	figures	are	substantially	reinforced	by	doubling	in	the	
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horns,	clarinets,	and	flutes.	Returning	to	the	keyboard	version	above,	note	that	the	first	phrase	resolves	^4,	the	seventh	of	the	V7,	to	
^3,	whereas	bar	8	leaves	that	^3	implied.	

Two	additional	features	of	interest:	(1)	
above	the	^4	in	bars	3-4	is	^6,	the	ninth	
of	the	dominant,	which	resolves	directly
to	^5	in	bar	4,	another	early	instance	of	
a	true	dominant	ninth	chord	(the	same	
is	implied	by	F#5	in	bar	7,	but	E5	doesn’t	
literally	appear);	(2)	an	inner-voice	figure	
at	the	end	brings	^6	upward	through	^7	
to	^8—in	the	second	violin	part,	see	the	
smaller	circles—and	at	the	last	second	
joins	the	figure	in	the	first	violin	(lines	
connect	them).	I	have	mapped	out	the	
secondary	line	with	circled	notes	F#4-
G#4-A4.

Second	strain	score	at	the	right:
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The	abundantly	obvious	interval	frames	in	the	
second	strain	suggest	that	readings	using	proto-
backgrounds	would	be	productive.	The	version	at	
(a)	follows	my	description	above	but	expresses	it	
more	formally	in	terms	of	the	proto-background	
^3/^8.	The	“grace	note”	C#6	is	notated	as	a	cover	
tone.	Note	in	particular	the	density	of	the	ending	
sonority	if	one	follows	all	the	voice-leading	
strands.	The	version	at	(b)	is	simpler	and	is	
essentially	a	“background”	to	(a).	

In	n2,	the	design	is	the	same	as	in	n1:	two	strains,	then	a	reprise	of	the	first,	each	of	them	inclosed	in	its	own	repeats,	so	AABBAA.	
The	first	strain	has	a	remarkably	prominent	^6	that	has	apparently	displaced	^5	entirely	and	so	has	generated	a	proper	Iadd6	chord.	
The	frame	of	the	melody,	then,	is	^3/^6	(boxed	in	bar	1),	which	then	moves	to	^4/^7	and	resolves	back	to	(^3)/^8	to	end	the	first	
phrase—but	to	a	sounded	and	doubled	^3	to	end	the	strain	(circled	notes	in	bars	7-8).
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And	for	sake	of	completeness,	my	strictly	traditional	Schenkerian	graph	of	n2	from	1995	or	1996	(or	perhaps	2005	or	2006):

The	essentials	of	a	reading	with	an	ascending	
Urlinie	are	at	the	left.	This	follows	the	
melodic,	but	not	the	harmonic,	form	of	one	of	
the	variants	I	show	in	Example	13	of	my	JMT	
article	(1987)—see	(f)	at	the	right.	Because	of	
the	striking	add6	as	^6	I	was	obliged	to	
assume	a	“proper”	^5	preceding	the	piece	(or,	
more	likely,	imply	it	over	the	first	beat,	before	
F#5	enters	on	the	second	beat),	not	an	
uncommon	requirement	for	analyses	of	
nineteenth-century	pieces.	The	unfolded	^5-^7	
occurs	here	over	the	dominant	seventh	chord,	rather	than	the	cadential	
dominant	figure—I	could,	of	course,	have	reduced	that	one	further	step	to	
produce	a	unidirectional	rising	line,	but	I	think	the	unfolding	leaves	in	the	ear	a	
better	sense	of	the	melodic	design.
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The	second	strain	of	
n2	is	written,	trio-
fashion,	in	the	
subdominant	key.	It	
is	a	double	period	
with	simple	arch	
shapes	in	all	four	of	
its	phrases,	the	
ascent	being	
compressed	into	a	
single	bar,	followed	
by	a	leisurely	
stepwise	descent.

A	strictly	traditional	Schenkerian	reading	
would	probably	require	a	divided	octave	line	
—so,	^8	down	to	^5	in	the	first	phrase,	
repeated	in	the	third,	then	down	from	^5	to	
^1	in	the	final	phrase.	It	is	a	pleasant	
curiosity	that,	when	^8	(as	D5)	is	first	
sounded	(end	of	bar	1)	the	sonority	formed	
is	Iadd6.		A	reading	using	a	proto-background	
^3/^8	(as	in	the	second	strain	of	waltz	n1)	
does	a	better	job	of	capturing	the	stable	
patterning.	In	addition	to	elaborating	lines,	
the	transformations	are	interval	inversions	
(shown	with	the	“x”-like	figures	that	account	
for	the	second	and	fourth	phrase	openings.)
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A	slightly	different	way	of	reading	one’s	way	
through	the	proto-background	frame	is	shown	
at	the	right.	In	the	upper	staff	I	have	pulled	out	
the	main	elements	from	the	analysis	above,	
but	I	have	added	one	more	inversion:	in	the	
fourth	phrase,	the	third	F#5-A5	inverts	to	A4-
F#5	in	the	cadential	dominant	figure.

The	lower,	incomplete	staff	reads	the	ending	
differently.	By	combining	interval	and	line,	A5	
goes	down	(first	to	A4,	not	shown	this	time)	to	
G4	to	end	on	F#4;	F#5	goes	down	by	step	
through	E5	to	end	on	D5.	The	result,	as	shown	
in	the	annotation,	is	that	A	is	displaced	by	F#	
and	the	initial	F#	is	displaced	by	D.	
In	other	words	there	is	an	element	of	transformation	from	
the	interval	in	bar	1	to	the	otherwise	identical	interval	in	bar	8.

In	n3,	we	find	(at	last),	a	
simple,	directly	expressed	
ascending	line	from	^5	to	^8,	
the	only	one	in	op165.	

The	analytic	sketch	below	
works	this	all	out.	A	bit	of	
manhandling	of	the	voice	
leading	was	needed	in	bar	4,	
otherwise	the	progressions	
are	straightforward.	The	
graph	would	have	been	too	
dense	if	I	had	brought	out	the	
boundary	play:	neighbor	note	
figures	A5-G#5-A5,	repeated.	
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Do	note,	however,	that	one	might	not	
unreasonably	have	read	this	boundary	play	as	
a	background,	doubled	in	the	fourth	octave	
below.	Finally,	I	should	say	that	the	second	
ending	in	this	keyboard	transcription	does	
not	follow	the	orchestral	score,	where	the	
first	violins’	close	is	in	the	fourth	octave,	as	in	
the	first	ending.

The	second	strain	of	n3	does	have	a	rising	
line,	too,	but	as	an	inner	voice.	Here	^3,	as	
G#5,	is	defined	and	maintained	sufficiently—
and	^5	is	an	obviously	ornamental	cover	tone
—that	a	unidirectional	line	makes	the	most	
sense.	

The	basic	movements	of	the	“soprano”	and	“alto”	voices	are	shown	most	clearly	in	the	clarinet	parts,	which	I	have	extracted	from	
the	orchestral	score:
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The	first	strain	of	n4	is	as	
simple	a	descending	fifth-
line	as	one	could	want,	one	
interesting	detail	being	the	
strong	implication	of	the	
ninth	(D5)	of	the	dominant	
ninth	chord	in	bar	2	
resolving	into	^5	(as	C5)	in	
bar	4.

The	second	strain	of	n4	is	more	
elaborate	and	more	dramatic.	The	
design	is	neither	double	period	nor	
“double	sentence”	but	instead	a	
chain	of	two	8-bar	themes,	the	
second	of	which	is	a	transposition	of	
the	first,	except	for	the	closing	
cadence.	The	overall	effect,	
admittedly,	is	very	close	to	a	double	
period,	but	“intensified”	because	of	
the	move	upward	and	the	
continued	forte.	Note	the	
elaborately	textured	cadence:	a	
sforzando	chord,	then	suddenly	
piano	for	the	“fall	from	the	
dominant.”
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The	two	strains	of	n4,	taken	together,	might	be	
read	as	one	of	the	rising	line	variants	with	
neighboring	^6—as	I	have	shown	it	at	the	right—
but	that	cuts	uncomfortably	across	the	harmony.	
A	figure	^5-^7-^8—which	I	have	called	a	
“primitive”	form	of	the	ascending	Urlinie—works	
better.

In	n5,	a	framing	^3-^8	appears	again,	and	the	inversion	to	a	third	plays	a	major	role—see	the	circled	notes	in	the	first	strain.	In	the	
second	strain,	the	sixth	E5-C#6	is	fundamental	and	starts	a	clearly	descending	line—see	boxed	notes	in	the	second	strain.	Note	that	
an	internal	voice	moves	upward	from	C#5	in	both	both	antecedent	and	consequent	of	the	first	strain,	but	its	role	is	certainly	that	of	
an	“alto”	and	its	pattern	is	not	traced	by	the	clarinets	this	time	(as	they	were	in	the	second	strain	of	n3).
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Examples	in	the	work	of	Joseph	Lanner,	part	2:	Other	waltz	sets

A	(typically)	undated	but	certainly	nineteenth-century	Peters	edition	of	Lanner’s	“Favorite	Waltzes”	consists	of	six	sets	arranged	for	
piano	four-hands:	Pesther-Walzer,	Op.93;	Die	Schönbrunner,	Op.200;	Die	Werber,	Op.103;	Hoffnungs-Strahlen,	Op.158;	Abendsterne,	
Op.180;	and	Steyrische	Tänze,	Op.165.	The	last	of	these	we	have	just	looked	at	in	detail	in	the	previous	section.	In	this	section	I	
discuss	a	few	examples	chosen	from	each	of	the	other	sets.	If	the	concern	in	the	second	part	of	the	introduction	was	the	impact	of	
the	Ländler’s	violinistic	figures	on	melodic	design	and	cadence	figures,	and	in	part	2	the	various	sorts	of	rising	lines,	in	this	final	
section	the	concern	is	with	both,	but	mostly	the	former	once	again,	as	these	sets	are	more	typical	of	Lanner’s	work	than	are	the	
Steyrische	Tänze,	in	that	rising	lines	are	a	relative	rarity.	Spatially	open	cadences,	on	the	other	hand,	are	as	common	in	the	later	sets	
(from	the	early	1840s)	as	they	were	in	his	earliest	Ländler	(written	and	performed	before	the	death	of	Schubert).

Die	Pesther,	Op.	93	(1834)

By	this	time,	Lanner	
was	close	to	changing	
from	a	6-waltz	design	
to	the	5-waltz	model	
that	Johann	Strauss,	
sr.,	had	settled	on	
several	years	earlier	
and	that	remained	the	
standard	throughout	
the	waltz’s	later	
history.

Die	Pesther	may	
contain	more	minor-
key	waltzes	or	strains	
than	any	other	Lanner	
set.	The	motivation,	of	
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course,	is	the	Hungarian	theme.	In	waltz	n1,	a	minor-key	first	strain	closes	with	a	half	cadence,	then	the	second	strain	is	entirely	in	
the	relative	major.	The	primary	melodic	note	is	clearly	B5	in	the	first	strain	(see	above),	and	the	unfolded	sixth	D5-B5	that	opens	the	
second	strain	would	seem	to	continue	that	focus	(see	below).	The	lines	one	might	expect	to	follow,	however,	are	quickly	disrupted.	
From	^3,	the	step	down	to	^2	(A5)	in	the	second	bar	is	plain	enough,	but	B5	is	immediately	substituted,	as	the	13th	of	a	V13	chord	
(bar	3);	A5	is	touched	again	as	an	appoggiatura	in	the	fourth	bar,	and	^1	(as	G5)	follows.	In	the	alto	voice,	^5	goes	to	^4	but	there	is	
no	^3	in	the	melody	for	the	tonic	resolution	in	bar	4.	Bar	5	equals	bar	1	but	then	B	and	D	switch	places,	a	phrase-to-phrase	pattern	
we’ve	seen	previously	and	will	see	again	several	times	in	the	examples	below.	This	time	^5	comes	down	in	an	uncomplicated	way	to	
^3	(in	bar	8),	but	now	the	^3	fails	to	close	with	a	sounded	^1.	

The	form	of	the	
strain	is	the	rather	
unusual	16-bar	
sentence,	where	
the	second	8	bars	
vary	and	develop	
material	of	the	first	
rather	than	largely	
recapitulate	it.	The	
change	happens	by	
bar	10,	as	^5	rises	
rather	than	falls,	
and	^3	is	contained	
in	a	neighbor	figure	
(bars	9-12).	The	
final	four	bars	start	
as	an	inversion	
analogous	to	bar	5
—^#5	goes	to	^6;	
does	^3	go	to	^#4?
—but	the	more	
plausible	lead	is	^3	moving	down	to	^b3	over	the	augmented	sixth	chord,	then	returning	to	^3	over	the	cadential	dominant;	^2	has	
to	be	implied	in	the	penultimate	bar.	Overall,	the	broken	intervals	create	a	complex	upper-voice	pattern.
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In	n2,	the	first	strain	is	a	16-
bar	period.	At	the	right,	I	
have	shown	the	antecedent	
and	the	cadence	of	the	
consequent.	The	strong	
focus	on	^5	(circled	notes)	
makes	it	easy	to	hear	the	
“primitive”	ascending	line	
^5-^7-^8.

In	the	second	strain,	I	have	
shown	only	the	final	six	
bars,	still	another	example	
of	the	open	cadence	
figure	that	leaves	a	
strongly	implied	^3	(B5).
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In	n5,	the	first	strain	is	
still	another	16-bar	
period—by	now	the	
standard	for	Lanner—in	
which	an	unfolded	third	
in	the	first	phrase	(E5-
C4)	is	answered	by	a	
fourth,	G5-D5,	in	the	
second	phrase.	
Unexpectedly,	that	G5	
in	the	consequent	
sweeps	upward	by	line	
to	C6	at	the	end.	This	
“Leerlauf”	figure	above	
the	dominant,	by	the	
way,	is	the	most	
common	way	that	
Schubert	creates	an	
ascending	Urlinie.

Formal	designs	for	all	five	waltzes	in	Op.	93:	

	 n1:	two	strains,	small	binary	(where	the	first	has	a	non-tonic	close)	
	 n2:	two	strains,	tonic	close	in	both
	 n3:	three	strains,	the	second	and	third	repeated	=	ABBCC
	 n4:	two	strains,	small	binary	(where	the	first	has	a	non-tonic	close)
	 n5:	two	strains,	tonic	close	in	both

	 All	strains	are	16	bar	themes.
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Die	Werber,	Op.	103	(1835)

Formal	designs	for	all	five	waltzes	in	Op.	103:	

	 n1:	two	strains,	tonic	close	in	both	(F#	minor;	A	major)
	 n2:	two	strains,	small	binary	(where	the	first	has	a	non-tonic	close)
	 n3:	three-bar	introduction,	then	two	strains,	tonic	close	in	both
	 n4:	two	strains,	tonic	close	in	both;	first	strain	8-bar	theme	+	16-bar	theme;	second	strain	16-bar	theme
	 n5:	two	strains,	tonic	close	in	both;	second	strain	in	the	subdominant,	not	marked	as	a	trio.

	 All	strains	are	16	bar	themes,	with	the	exception	of	the	first	strain	in	n4.

The	first	strain	of	the	third	
waltz	is	interesting	on	
three	counts:	at	(a),	the	
direct	resolution	of	a	V9;	
(b)	the	sudden	emergence	
of	E6	as	an	obvious	cover	
tone;	(c)	the	drop	from	the	
cover	tone	to	the	position	
of	the	principal	melodic	
tone	(from	bar	4)	and	one	
of	the	most	sharply	
profiled	open	closes	in	the	
repertoire	(D#	resolves	to	
E;	above,	B5	is	very	
strongly	implied).
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The	second	strain	of	n3	
is	notable	as	another	
example	of	an	
unambiguous	and	
staunchly	maintained	
interval	frame,	in	this	
case	^1-^5	(as	E5-B5),	
which	is	still	prominent	
in	the	cadence	(see	the	
boxed	notes).

In	the	second	strain	
of	n5,	we	have	
another	opportunity	
to	compare	the	two	
cadences	in	a	16-bar	
period	(as	we	did	in	
Op.	93n2	above).	
What	is	undeniably	
heard	on	that	basis	is	
the	^3	(B4)	in	the	
cadence	at	(a)	as	an	
implied	note	in	the	
cadence	at	(b).
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Here	are	two	plausible	
interpretations	of	lines.	The	
consequent	stands	in	for	the	
entire	strain.	In	the	first	
version,	we	simply	follow	the	
line	that	begins	with	B5.	Not	a	
qualifying	background	or	even	
middleground	line	in	
Schenkerian	terms--neither	^2	
(=	^9)	nor	^7	have	harmonic	
support--the	progress	in	
parallel	thirds	downward	to	a	
convincingly	implied	^5	(with	
^3	below)	gives	even	more	
evidence	for	the	latter.

Since	D5	is	the	focus	tone	in	
the	first	strain,	we	might	read	
a	connection	to	the	fourth	bar	
in	the	second	strain,	with	the	
preceding	being	an	“initial	
descent.”	If	so,	it	is	not	at	all	
difficult	to	hear	a	*rising*	line,	
especially	thanks	to	the	^#5	in	
bar	6.	The	final	^8,	of	course,	
must	be	implied.	Alas,	again	I	
do	not	have	access	to	the	
orchestral	score	to	check	
whether	there	might	be	a	
direct	rising	line	in	one	of	the	
wind	parts.
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Hoffnungs-Strahlen,	Op.	158	(1840)

For	reference,	the	formal	designs	for	all	five	waltzes	in	Op.	158	(all	strains	are	16	bar	themes):	

	 n1:	two	strains,	tonic	close	in	both
n2:	two	strains,	small	binary	(where	the	first	has	a	non-tonic	close),	alternativo	(third	ending	marked	for	the	second	strain);	

so	=	AABBAABB	or	possibly	AABBAB.
n3:	two	strains,	small	binary	(where	the	first	has	a	non-tonic	close),	alternativo	(third	ending	marked	for	the	second	strain);	

so	=	AABBAABB	or	possibly	AABBAB.
n4:	two-measure	introduction;	two	strains,	tonic	close	in	both.
n5:	two	strains,	tonic	close	in	both.

The	second	strain	of	
n2	gives	us	yet	
another	example	of	
the	open	ending	
thanks	to	a	tritone	in	
the	“fall	from	the	
dominant.”	Scale	
degree	^3	(as	F#5)	
plays	no	role	at	all	in	
the	strain,	but	it	still	
plainly	heard	in	the	
end.	

Note	the	three	
endings:	the	first	and	
second	for	the	strain	
and	its	repetition,	the	
third	to	close	the	waltz		
in	the	alternativo.
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The	second	strain	of	n3	exploits	a	
common	rhythmic	trick	in	the	
waltz	repertoire,	where	the	first	
bar	sounds	like	a	pick-up	but	in	
the	overall	design	is	nevertheless	
the	first	bar	in	a	four-bar	phrase.	
When	consistently	maintained	
throughout	the	double	period,	as	
here,	the	effect	is	a	gentle	
unbalancing	of	the	hypermeter.

Note	the	direct	resolution	of	V9	
(circled),	the	“inversion”	of	
registers	distinguishing	the	
second	phrase	from	the	first	(first	
box),	and	the	“fall	from	the	dominant”	that	leaves	^5	(as	E6)	implied	at	the	end	(final	box).	I	have	also	boxed	the	C#	in	the	fourth	bar	
from	the	end	to	suggest	that	an	abstract	(implied)	^2	over	V7	might	not	be	implausible	here.

Abendsterne,	Op.	180	(1841)

The	only	score	available	to	me	
at	time	of	writing	was	the	
Peters	four-hands	edition.	
Apologies,	then,	for	the	many	
artifacts	in	the	graphics.	
Following	from	my	comment	
immediately	above,	the	
possibility	of	a	firmly	defined	
^3	is	realized	in	the	second	
strain	of	Op.	180n4--circled	notes.
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In	the	consequent,	then—
as	in	Op.	158n3—an	
implied	^2	is	relatively	
easy	to	hear	between	the	
“fall	from	the	dominant”	
elements	in	the	final	
cadence	(boxed).	See	the	
scale	degree	annotations	
for	placement.

In	the	second	strain	of	the	last	waltz,	a	steady	rise	through	a	tonic-triad	frame	is	depicted	with	the	circled	notes.	In	the	consequent,	
then,	some	confusion	arises	in	the	voice	leading.	At	(a),	the	uppermost	point	of	the	tonic-triad	frame	in	the	consequent	could	be	
connected	to	A5	(see	the	arrow),	then	understood	to	settle	back	to	G5	in	the	final	bar.	Or	one	might	(more	persuasively)	hear	the	
line	moving	down	from	G5	at	(b1)	return	as	a	rising	line	to	close	at	(b2).	In	the	context	of	either	(a)	or	(b),	C6	is	a	cover	tone	that	is	
then	transferred	down	an	octave—see	the	two	places	marked	(c).
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Die	Schönbrunner,	Op.	200	(1842)

For	reference,	the	formal	designs	for	all	five	waltzes	in	Op.	200	(all	strains	are	16	bar	themes):	

n1:	two	strains,	small	binary	(where	the	first	has	a	non-tonic	close),	alternativo	(third	ending	marked	for	the	second	strain);	
so	=	AABBAABB	or	possibly	AABBAB.

n2:	as	in	n1.
n3:	three	strains	(where	the	second	has	a	non-tonic	close	and	is	not	repeated),	alternativo	(third	ending	marked	for	the	third	

strain);	so	=	AABCCAABCC	or	possibly	AABCCABC.
n4:	as	in	n1.
n5:	as	in	n1.

In	the	second	strain	of	n1,	a	^3/^5	interval	frame	(as	A5/C6)	in	the	antecedent	is	inverted	in	the	(transposed)	consequent,	with	^6	
representing	^5	and	^2	taking	the	place	of	^3	till	the	last	moment.	A	readily	distinguishable	line	down	from	^3	results	(see	the	
second	and	third	endings.
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In	the	second	strain	of	
n2,	we	see	one	last	
instance	of	the	tritone	
forcing	an	open	
cadence.	Others	have	
surely	been	
conspicuous	enough,	
but	in	this	case	the	
antecedent	goes	a	step	
further	and	literally	
spells	out	in	advance	
(first	circle)	what	we	
will	still	hear	by	strong	
implication	in	the	
consequent	(second	
circle;	I	have	not	
shown	the	implied	A5).
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Postscript	on	the	period,	double	period,	AB	designs,	and	quadruple	periods

The	trajectory	of	formal	designs	in	the	waltz	repertoire	across	the	first	half	of	the	nineteenth	century	can	be	roughly	described	as	a	
process	of	lengthening	strains.	In	Schubert,	by	far	the	predominant	length	for	a	strain	is	eight	bars.	The	later	waltz	sets,	especially	
D924	and	D969,	on	the	other	hand,	show	a	tendency	toward	16	bars	in	one	or	both	strains	of	at	least	a	few	waltzes.	In	Lanner	and	
Strauss,	sr.,	likewise,	the	earliest	waltzes—many	written	while	Schubert	was	still	alive—were	mostly	in	eight-bar	strains,	but	these	
had	already	begun	to	lengthen	by	1830.	By	1835,	one	might	occasionally	find	a	second	strain	in	eight	bars,	but	the	standard	practice	
was	16	bars	for	both.	That	remained	the	case	till	at	least	1850,	when	the	waltzes	of	Johann	Strauss,	jr.	and	his	siblings	and	cousins	
occasionally	moved	the	first	strain	toward	a	32-bar	design,	while	the	second	almost	always	remained	at	16	bars.

I	will	use	the	term	“period”	as	William	Caplin	does,	for	an	8-bar	theme	in	antecedent-consequent	form.	Instead	of	Caplin’s	“16-
measure	period,”	I	will	use	the	more	traditional	“double	period,”	to	which	I	will	add	the	(very	rare)	“double	sentence”—rather	than	
“16-measure	sentence”—when	appropriate.	For	the	32-bar	theme,	I	have	invented	the	term	“quadruple	period,”	though	“expanded	
double	period”	might	work	just	as	well.

In	the	dances	of	Schubert	and	his	contemporaries,	a	strain	(whether	first	or	second)	was	as	likely	to	be	a	sentence	or	one	of	Caplin’s	
hybrids	(a	historically	inaccurate	characterization,	by	the	way)	as	it	was	a	period.8	See	again	the	two	dances	from	D365	cited	earlier	
in	this	essay—the	scores	are	reproduced	on	the	next	page.	D365n17	is	unmistakably	a	period	in	both	strains,	but	the	Trauerwalzer,	
n2,	just	as	clearly	is	a	sentence	in	the	first	strain,	whereas	the	second	is	best	called	continuation-->cadential	for	the	eight	bars.	

These	two	waltzes	also	serve	as	exemplars	of	common	relationships	between	the	strains.	In	D365n17,	the	two	strains	are	strongly	
contrasting:	neither	melodic	material	nor	characteristic	harmonic	progressions	are	shared	between	them.	In	the	Trauerwalzer,	on	
the	other	hand,	we	hear	the	same	or	closely	related	melodic	figures	in	every	bar,	while	the	harmonies	vary	in	a	rather	extreme	
version	of	the	common	eighteenth	century	pattern	where	chromatic,	unstable,	or	otherwise	distant	material	shows	up	in	the	
beginning	of	the	B-section	of	a	small	binary	form.	Because	the	design	of	contrasting	strains,	as	in	D365n17,	is	very	common	in	early	
waltzes	(and,	incidentally,	is	very	closely	tied	to	typical	successions	of	figures	in	the	dance	itself),	I	have	labeled	that	the	“AB	
design.”	For	waltzes	that	don’t	make	use	of	such	contrast,	like	D365n2,	I	will	continue	to	use	Caplin’s	term	“small	binary.”
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true	for	concert	music	of	the	period	of	Viennese	Classicism	(1770-1830),	this	hierarchy	does	not	successfuly	characterize	most	earlier	historical	
repertoires.	And	in	the	lifetime	of	Haydn,	Mozart,	and	Beethoven,	one	“hybrid,”	antecedent-continuation,	was	still	common	enough	in	a	
specific	repertoire	that	I	have	recently	labeled	it	the	“menuet	theme.”
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By	way	of	documentation,	then,	among	the	first	eighteen	(out	of	thirty	six)	waltzes	in	Schubert’s	D365	(published	in	1821,	some	
written	as	early	as	1816)	,	12	are	small	binary	forms	as	defined	above	(ns	1-4,	6,	8-11,	13-15),	and	6	are	AB	designs	(ns	5,	7,	12,	16-18).	
In	the	Valses	sentimentales,	D779	(published	in	1825;	most	probably	written	in	1823),	the	small	binary	forms	are	15	(ns	1,	5-8,	10-11,	
14,	16,	24,	26,	28,	30,	32-33),	and	the	AB	designs	are	10	(ns	4,	9,	12,	18-21,	23,	31,	34).	Nine—numbers	2,	3,	13,	15,	17,	22,	25,	27,	29—
are	small	ternary	forms	with	varying	degrees	of	contrast	in	the	B-section.	In	Schubert’s	last	published	waltz	set,	the	Valses	nobles,	
D969	(1827),	motivic	connections	between	the	strains	are	close	in	all	twelve	numbers.	Numbers	1-2,	5-6,	9-11	are	small	binary	
forms;	the	others	are	small	ternary	forms;	of	these,	ns	7	&	8	have	varied	reprises.	In	the	small	binary	forms,	n5	has	two	16-bar	
strains;	n9	has	a	written	out	repeat	in	the	first	strain,	and	a	16-bar	second	strain	+	an	8-bar	coda;	ns	1-2,	6,	10-11	have	two	8-bar	
strains.	Of	the	small	ternary	forms,	ns4,	7-8,	12	have	8-bar	themes	in	the	first	strain,	n3	has	a	16-bar	theme.

If	we	now	compare	these	with	Lanner’s	Altenburg-Ländler,	Op.	40	(1830),	we	see	that	the	composer	is	holding	close	to	the	
traditional	Ländler	style,	which	was	much	more	likely	than	the	Deutscher-Tanz	to	use	contrasting	strains.

1. Small	ternary
2. AB	design
3. AB	design
4. AB	design,	second	strain	is	16	bars
5. AB	design,	second	strain	is	16	bars
6. AB	design	with	an	8-bar	interlude;	both	strains	are	16	bars

Note	the	tendency	toward	longer	strains	in	the	latter	part	of	the	set.	In	Die	Schönbrunner,	Op.	200	(1842),	on	the	other	hand,	all	
strains	are	16	bar	themes.

1. AB	design	alternativo	(both	strains	repeated	as	a	group,	so	ABAB	overall)
2. AB	design	alternativo	(both	strains	repeated	as	a	group,	so	ABAB	overall)
3. Three	contrasting	strains,	or	ABC	(also	alternativo,	so	ABCABC	overall)
4. AB	design	alternativo	(both	strains	repeated	as	a	group,	so	ABAB	overall)
5. AB	design	alternativo	(both	strains	repeated	as	a	group,	so	ABAB	overall)

In	contemporaneous	waltz	sets	of	Johann	Strauss,	sr.,	we	find	the	following.	The	Wiener-Carneval-Walzer,	Op.	3	(1827-28)	has	seven	
waltzes,	seven	of	which	have	8-bar	strains	in	both	sections.	Small	binary:	ns	1	&	5;	AB	design,	ns	2-4,	7.	The	first	strain	in	n6	is	eight	
bars;	a	contrasting	middle	has	12	bars,	then	the	first	is	repeated—a	small	ternary	form,	in	other	words.		Das	Leben	ein	Tanz,	oder	Der	
Tanz	ein	Leben!,	Op.	49,	was	published	in	1831.	Its	first	three	waltzes	are	all	AB	designs	where	both	strains	are	16	bars.	Number	4	is	a	
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small	ternary	form	where	B	is	another	waltz	strain,	not	a	developmental	contrasting	middle.	Number	5	has	two	eight-bar	strains,	
but	they	are	played	alternativo	apparently	twice	over,	with	a	resulting	ABABAB	design	in	performance.	The	Musik-Verein-Tänze,	Op.
140	was	published	in	1842,	the	same	year	as	Lanner’s	Die	Schönbrunner.	Five	waltzes	all	have	16-bar	themes	in	both	strains	and	all	
are	in	AB	design.

Die	jungen	Wiener	Walzer,	Op.7	(1845),	one	of	the	earliest	sets	of	Johann	Strauss,	jr.,	has	only	waltzes	with	two	16-bar	strains,	all	in	
AB	design.	In	ns	3	&	4,	however,	a	da	capo	marking	turns	these	numbers	into	ternary	forms.	The	Liebeslieder,	Op.	114	(1852),	opens	
with	a	very	rare	quadruple	sentence	(presentation	and	continuation	each	16	bars),	followed	by	a	16-bar	B	section	and	a	complete	
reprise	of	the	quadruple	sentence.	In	ns	2-5,	both	strains	are	16	bars	and	the	form	is	an	AB	design.	

In	Die	Morgenblätter,	op	279	(1863),	the	earliest	of	the	still	famous	waltzes,	all	strains	are	16	bars	and	all	designs	AB	with	these	
exceptions	or	refinements:	in	n1,	the	repeat	in	the	first	strain	is	written	out	as	an	embellished	version	and	a	da	capo	after	the	second	
strain	turns	the	piece	into	an	ABA	design;	in	n2,	the	first	strain	is	a	true	quadruple	period	and	there	is	a	da	capo	after	the	second	
strain;	ns	3-5	all	have	a	da	capo	after	the	second	strain.	In	the	Blue	Danube	set,	Op.	314	(1866),	the	first	strain	of	n1	is	another	very	
rare	quadruple	sentence	(presentation	and	continuation	each	16	bars),	and,	as	in	Op.	114,	it	is	followed	by	a	16-bar	B	section	and	a	
complete	reprise	of	the	quadruple	sentence	but	also,	alternativo,	a	reprise	of	the	B	section.	In	ns	2-4,	both	strains	are	16	bars,	the	
formal	designs	being	ABA	(n2),	ABAB	(ns3	&	4).	In	n5,	the	first	strain	is	16	bars	and	second	is	32,	as	a	quadruple	period.	

It	should	be	noted	that,	whereas	the	quadruple	sentence	in	the	Blue	Danube	set	is	convincing,	the	quadruple	periods—because	they	
are	not	repeated	immediately—are	barely	distinguishable	from	a	repeated	16-bar	period.	To	qualify—or,	more	precisely,	to	constrain
—my	narrative	from	the	beginning	of	this	section,	it	would	seem	better	to	say	that	a	firm	move	from	8	bars	to	16	occurred	around	
1830	and	that	16	bars	remained	the	norm	from	that	point	forward,	with	variants	of	one	kind	or	another,	including	the	quadruple	
period	and	quadruple	sentence.	The	descriptions	of	the	four	sets	by	Johann	Strauss,	jr.,	also	show	that	overall	designs	of	the	waltzes	
do	not	change	over	the	20	years	from	1845	to	1866	(and	in	fact	the	list	doesn’t	change	even	in	Strauss’s	late	waltzes,	such	as	the	
Kaiser-Walzer,	Op.	437	[1888]).	Finally,	perhaps	the	most	striking	change	is	the	almost	complete	abandonment	of	small	binary	
designs	in	favor	of	the	AB	design,	perhaps	one	of	the	most	enduring	legacies	of	Ländler	dance	practices	from	the	1700s	and	first	
quarter	of	the	1800s.
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