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Abstract:

This essay charts formal functions (after Caplin) in named menuets by Johann Christian Bach (1735-1782) and compares 
them with menuets by Mozart. Bach is notable for exploiting the “galant theme,” presumably because of its ability to 
emphasize melody and to maximize contrast, in accordance with aesthetic ideals of the galant style.
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1. Introduction          
 

 1.1. Mozart series, parts 1 & 2

I recently published two essays on the Texas Scholar Works platform: 

1. Formal Functions in Menuets by Mozart, Part 1: Orchestral Works and Independent Sets: link 
2. Formal Functions in Menuets by Mozart, Part 2: Sonatas and Chamber Music: link. 

Here are the abstracts:

[Part 1]   A study of formal functions (after Caplin) in named menuets by Mozart, the larger 
goal being to historicize more fully form-design practices in European music during the 
second half of the eighteenth century, especially emphasizing the importance of the “galant 
theme” or anticipation + continuation/contrast model. The essay includes a table of data along 
with comprehensive musical examples drawn from the orchestral compositions and from the 
independent sets of menuets, many of which are either orchestral or keyboard reductions of 
ensemble pieces.

[Part 2]   Continuation of a study of formal functions (after Caplin) in named menuets by 
Mozart. A table of data and comprehensive musical examples cover the trios, string quartets, 
string quintets, quartets and quintets with other instrumentation, piano sonatas, and violin 
sonatas.

For both parts of the study, the principal results were:1

(1) An older historical narrative is discredited, according to which 18th century composers 
used period themes but Beethoven turned toward sentences instead. The menuet 
designs are remarkably and consistently varied.

Mozart formal functions, part 3 -- J.C. Bach, p. 3
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(2) The antecedent + continuation theme is so important to the menuet repertoire that I 
have named it the “galant theme.”

(3) A small but still significant number of presentation + consequent themes appear.
(4) The available theme categories do not account for some features of an 8-bar theme’s 

second phrase. In particular, “continuation” is too broad to account for the difference 
between “development” (as in fragmentation or sequence) and “continuing melody” (as 
in a new basic idea).

(5) As Mozart wrote many of these dances, and to different purposes, it should not be 
surprising that every possible way of combining two-bar units appears somewhere in 
this repertory, as do a variety of ways to expand the basic 8-bar unit to 10, 12, 14, and 
larger themes and form sections.

1.2. This essay (part 3): Named menuets by Johann Christian Bach

Part 3 extends the context to Johann Christian Bach (1735-1782), by general agreement one of the strongest musical influences on the 
young Mozart. As Robert Gjerdingen puts it, for instance, "[Mozart] always viewed [J.C. Bach] as the great model, the man whose 
style he worked to emulate more assiduously than any other during his early years” (2007, 263). Stephen Roe, similarly, notes that 
“Bach’s influence on Mozart is . . . general and fundamental, notably in the sensual slow movements and in particular in Bach’s 
highly developed sense of musical balance” (Oxford Music Online).

The table below identifies theme types in the first strains of named menuets for all Bach’s instrumental compositions that were 
available on IMSLP. The number of compositions to canvas was not as large as I had hoped it would be, and the number that 
contained named menuets was smaller than I expected, given the importance that the “art menuet”2 had acquired for instrumental 
composition after 1750 (and held till the end of the century). As with Mozart, I could have produced a longer list by including 
movements that were obviously in the character of a menuet, but not named,  and that (usually) were placed in the position we 
might expect for a dance movement. In Mozart’s case, I decided against it because the numbers—more than 400 as it was—would 
have become overwhelming; here I have not included the “unnamed menuets” in order to facilitate direct comparison with Mozart.
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TABLE

Legend:
W# = Warburton number; that is, item identifiers in Ernest Warburton, Johann Christian Bach: Thematic Catalog
Period, sentence, galant, and pres-cons are 8-bar themes
Galant = Caplin’s antecedent + continuation
Pres-cons = presentation + consequent
10, 12, or 14-bar galant = antecedent + continuation enlarged with any arrangement of internal elements (e.g. 4 + 6, 6 + 6, 4 + 4 + 4).
10, 12, or 14-bar sentence = sentence enlarged with any arrangement of internal elements (e.g. 4 + 6, 6 + 6, 4 + 4 + 4).
16 bar theme = 16-bar periods and sentences without distinction. Themes or form sections of greater length (17-24 bars) are included and 

named in this column; but they do not figure in the tallies for the running totals. his is consistent with my method of counting 
Mozart’s menuets.

* A complete theme, but as the first unit in a multi-part form section, not forming the entire first strain on its own nor as the first unit in a 
compound theme. 

W # Type Year Theme in the first strainTheme in the first strainTheme in the first strainTheme in the first strainTheme in the first strainTheme in the first strainTheme in the first strain

Period Sentence Galant Pres-
cons

10, 12, or 14 -
bar galant

10, 12, or 14-
bar sentence

16 bar theme

C49-54 Concertos, op. 1 1763 2* 1*

B43-48 Trios, op. 2 1763 (65) 1* 1*

A1-6 Sonatas, op. 5 1765 1 1; 1*

C1-6 Symphonies, op. 3 1765 1*

C55-60 Concertos, op. 7 1770 1* 22-bar theme

B51-57 Quartets 1770 1 2 1* 1* 1

B70-75 Quintets, op. 11 1772 1 2 1 1

C17b-18b Symphonies, op. 9 1773 1*
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W # Type Year Theme in the first strainTheme in the first strainTheme in the first strainTheme in the first strainTheme in the first strainTheme in the first strainTheme in the first strain

Period Sentence Galant Pres-
cons

10, 12, or 14 -
bar galant

10, 12, or 14-
bar sentence

16 bar theme

Z6 Trios (with Abel, 
Kammel)

1775-6 1 2* 1*

C62-67 Concertos, op. 13 1777 7-bar 
sentence

2*

A21 Sonata for 2 pianos 1778 1

B10-15 Sonatas c.1780 1 20-bar period; 
22-bar period 
(2)

B30-35 Trios 1780 4 5 1

A7-12 Sonatas, op. 17 c.1780 1

B2-7 Violin sonatas c.1780 1 1 2

A16-20 Sonatas, op. 18 ? 28-bar period

Totals. n = 45** 0 9 20 0 9 1 6

            ! ! ! ! ! ! ! ! ! ! ! ! ! ! Table © 2017 David Neumeyer

**Without the longer, untallied themes in the last column. Adding them in would make n = 50.
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1.3.  Mozart and Johann Christian Bach

Adena Portowitz summarizes the first meetings of J. C. Bach and Mozart as follows:

Mozart’s lifelong admiration for Bach began during the family’s first trip to London, 1764-65, when Mozart was only eight 
years old. This trip marked the beginning of an extraordinary relationship. . . . Mozart met Bach at the height of the latter’s 
fame, when he was completely at home in the active musical and social life of the metropolis. While in London, Mozart 
enjoyed a close relationship with Bach. . . . After only one month, Leopold wrote: “What he had known when he left 
Salzburg is nothing compared with what he knows now; it defies the imagination . . . right now, Wolfgang is sitting at the 
harpsichord playing Bach’s trios.” Nannerl added in her diary, written after Mozart’s death: “Herr Johann Christian Bach, 
music master of the queen, took Wolfgang between his knees. He would play a few measures; then Wolfgang would 
continue. In this manner they played entire sonatas. Unless you saw it with your own eyes, you would swear that just one 
person was playing.”  (2006, 93-94)

The Mozarts stayed in London for more than a year, from April 1764 to June 1765. Shortly after their arrival, and already through 
Bach’s assistance, “Wolfgang and Nannerl . . . performed for the royal family . . . , Wolfgang became very familiar with Bach's music; 
he was asked to play pieces by Bach (among other composers) for the King, he attended the Bach-Abel concerts, and they 
improvised together at the piano” (Goodchild 2008, 2).

The effect of Mozart’s interactions with Bach at this time and later may be seen in that the young composer

realized J.C. Bach’s music, in contrast to Handel’s, represented the charm and grace of the new style, and that his style 
pointed to the future. Moreover, Mozart was attracted to the main genres in which Bach excelled—keyboard sonatas, 
keyboard concertos, symphonies and operas. Bach’s singing-style themes, tasteful use of expressive motives, such as 
appoggiaturas, suspenseful harmonic ambiguities, and consistent thematic contrasts became permanent features of 
Mozart’s writing. . . . [Both also] valued close interaction with their audiences. Accommodating amateurs, who valued their 
musical experience despite limited professional knowledge, as well as connoisseurs, kenners, well-versed in the deeper 
workings of the Classical style, they composed music that was accessible to everyone. (Portowitz 2006, 94-95)

Daniel E. Freeman, writing about the keyboard works, describes the early meetings and influence this way:

The keyboard music of J. C. Bach has long been of interest to Mozart specialists on account of its presumed influence on the 
latter’s style. This claim is certainly not without merit as regards the piano sonatas. Mozart’s cordial personal contact with 
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Bach, begun during a visit to England in 1764-1765 and renewed in Paris in 1778, are well known; and his familiarity with J C. 
Bach’s solo sonatas cannot be questioned. . . . Moreover, letters of Leopold Mozart from 1774 record the use of Bach’s sonatas 
in the Mozart household. Finally, a letter of Wolfgang Mozart from 1778 alludes to his use of them as teaching pieces in 
Mannheim. The similarity in melodic style is immediately recognizable to most listeners, and one wonders whether Mozart 
may actually have found in J. C. Bach’s specific models for some of his movements. (2016, 174-75)

Despite the statements above, I will not claim here that Bach 
introduced Mozart to the galant theme and thus, suddenly, 
that this particular model appears and dominates Mozart’s 
menuets -- it’s impossible to draw that conclusion directly 
from the evidence in the Part 1 and Part 2 essays for two 
reasons: 

(1)  there are almost no relevant compositions by Mozart 
before 1764, when he first met and made music with 
Bach; 

(2) the galant style was a good thirty years old by the 
mid-1760s -- the galant theme was firmly established as 
an alternative to the period and sentence by Bach’s 
father’s generation. See the table. (For more 
information, see my essay on Bach menuets (link), pp. 
16, 36.) Chédeville’s collection of pieces for the musette 
is an outlier, but only in its large number: galant themes 
are also well represented relative to periods and 
sentences in Rameau, Fux, J. S. Bach, Gottlieb Muffat, 
and Telemann.

* [in the table to the right]   “Other” includes 
all themes more than 8 bars, as well as 
what I call “presentation themes” and 
“antecedent themes” of 4 or 6 bars.
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If the galant theme, then, was obviously not invented by J. C. Bach, we can say that he certainly did make extensive use of it (as we 
shall see below). It is especially important to note that he tended to radicalize the contrast elements, so that in his galant themes the 
second phrase is more often a contrasting phrase than it is a developmental continuation. In the Part 1 and Part 2 essays, I sometimes 
referred to this antecedent + contrast design informally as a “6+2 theme,” where a new idea was offered in each two-bar unit. 
Regardless of whether Mozart did or did not adopt the galant theme—including its 6+2 extreme form, from him—J. C. Bach’s 
treatment of themes is among the most distinctive and interesting by any eighteenth-century composer.

In the table below, I have reproduced the “Totals” rows from the table for J. C. Bach above and from the Part 2 essay for Mozart. 
Because of the great discrepancy in “n” I have also included two rows showing percentages: thus, the nine sentences I found in J. C. 
Bach are 17% of the 45 total, the 82 sentences by Mozart are 21% of 391.

Theme in the first strainTheme in the first strainTheme in the first strainTheme in the first strainTheme in the first strainTheme in the first strainTheme in the first strain

Period Sentence Galant Pres-
cons

10, 12, or 14 -
bar galant

10, 12, or 14-bar 
sentence

16 bar 
theme

J. C. Bach totals; n = 45J. C. Bach totals; n = 45J. C. Bach totals; n = 45 0 9 20 0 9 1 6

Mozart totals; n = 391 (all)Mozart totals; n = 391 (all)Mozart totals; n = 391 (all) 97 82 90 33 38 30 21

J. C. Bach by percentageJ. C. Bach by percentageJ. C. Bach by percentage 2 17 42 0 22 2 14

Mozart by percentageMozart by percentageMozart by percentage 25 21 23 8 10 8 5

I realize that I could be more forceful in asserting J. C. Bach’s influence over Mozart’s treatment of themes—I just don’t think the 
simple evidence of the menuet first strains is sufficient on its own to make that claim. But contemporary, recent, and current 
opinion is not shy in affirming a strong relationship between the two composers, and we do know that Mozart’s earliest significant 
compositional efforts came during and just after the family’s “grand tour,” of which the London stay was an important part.3
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1.4. The Menuet and the Galant Aesthetic

In a recent article, James K. Palmer explains humor in music of the galant era (roughly 1730-1800) in terms of juxtapositions, 
specifically, “incongruous deployments of musical topics (semantics) and formal functions (syntax)” (2017, 1.3). Contrast between 
topical or affective elements, such as high/low, is central to the workings of this model, an idea borrowed from Poundie Burstein 
(Palmer 2017, 2.5; Burstein 1999).

In her final book, published posthumously, Wye Jamison Allanbrook goes further. She does note that contrasts emerge locally, 
“from the immediate aural comparison of things side-by-side,” but argues that it was not merely in service of humor, wit, or 
“cleverness,” for in fact “contrast was a ubiquitous value of ‘modern’ taste in the late eighteenth century” (2014, 118; emphasis added). 
She points out, among other things, the importance of contrast in pedagogy:

Johann Friedrich Daube made local contrast a crucial teaching in his Musikalische Dilettant, a treatise for 
the composition of galant instrumental music written for the elite circles of Viennese musical amateurs. 
Daube urges composition by topical contrast on his pupils, advising them to alternate the "brilliant or 
rushing" and the singing style: . . . . "The ear likes something new and unexpected. Therefore the 
melody must necessarily possess a beautiful continuity, but it certainly ought to be constructed so that 
the listener could not tell what to expect from one passage to the next." (Allanbrook 2014, 126-27)

The well-documented influence of Johann Christian Bach on a young Mozart—as described in the previous section—is another 
pedagogical example. To this, Allanbrook quotes Charles Burney, who offers that Bach “seems to have been the first composer who 
observed the law of contrast, as a principle. Before his time, contrast there frequently was, in the works of others; but it seems to 
have been accidental. Bach, [however,] seldom failed, after a rapid and noisy passage to introduce one that was slow and 
soothing'' (119).

Allanbrook's concern was with musical topics, but I will argue that contrast as a "ubiquitous value" also operates at a smaller level 
than the phrase or passage-length duration associated with expression of a musical topic. For the purposes of this study, that 
“smaller level” is the menuet’s two-bar step-unit, “a collection of individual steps, hops or springs [involving] at least two changes of 
weight from one foot to another. . . . The pas de menuet . . . contains four changes of weight, always beginning with the right foot 
(RLRL); . . . [it] takes six beats in 3/4 time to complete and begins on the upbeat with a bending of the knees” (McKee 1999, 236). 

In this respect, the menuet appears to be unique among eighteenth century dances: others use one-bar step-units (McKee 1999, 240) 
(as in the bourrée and rigaudon) or stereotyped figures that stretch to four bars (as in the gavotte and the contredanse-gigue) 
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(Neumeyer 2006): see below two typical examples from the early 1760s (in Le répertoire des bals by La Cuisse, sr.). The first is “La 
Mienne,” the second “L’Intime. The minutiae of two-bar ideas present their own opportunities for expressive contrast, if not 
necessarily fully formed presentations of musical topics.

The eight-bar theme (terminology follows 
Caplin 1998) that is most conducive to the 
expression of contrast is the antecedent-
continuation hybrid. This type is in fact so 
important to the music of the galant style, 
especially after 1760, that I have named it the 
“galant theme”; I regard it as the equal of the 
usual sentence and period. The hierarchical 
model that favors the latter two, confining 
others to variants, is anachronistic, that is to 
say, it repeats nineteenth century biases, with the result that analyses of eighteenth century music remain incompletely 
historicized.

Here are several characteristic examples. First is the menuet from J. C. Bach’s piano sonata, op. 5n2. In this instance all four ideas 
(two-bar units) are distinct. One can of course locate family resemblances between motivic elements—especially between 2 and 4
—but in this small frame it is obvious that the expressive effect aimed at is contrast, not the Baroque inventio or the nineteenth-
century organic/developmental connection so prized by Schoenberg in Beethoven’s sentences.
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From the Keyboard sonata, op. 17 no. 1, II. Here again all four ideas are distinct.

Flute Quartet no. 1 in D major, trio, the principal part only. Here it is the second and third ideas that are related (nearly identical 
rhythms). Mozart, you may recall, is particularly fond of “overlapping” the articulation of the two phrases, either in this way by 
repeating ideas or by picking up a motive in bar 3 or 4 and using it for a developmental continuation.

Speaking of a developmental continuation, this keyboard reduction from the first in the set of six quintets shows what the effect of 
a very small change can be -- bar 6 alone makes the difference between a continuation (developmental, as here) and a contrasting 
phrase (a new idea).
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From the violin sonata, Op. 10n4,4 a 16-bar period with galant theme as its 8-bar antecedent. Note the piano/forte contrast between 
the two units, a device that Bach can employ at any level but is especially striking when used to emphasize (or exaggerate) the 
difference between two-bar ideas. Also note that Bach has turned the final four bars into a (minimally) developmental continuation 
by literally repeating bar 13 in bar 14.

Mozart formal functions, part 3 -- J.C. Bach, p. 13

4 This is from the set identified as WB 2-7. The IMSLP documentation says c. 1785 for a publication date. The score facsimile comes from the 
Eda Kuhn Loeb Music Library, Harvard, where it carries a note that the sonatas were published for flute as op. 16, perhaps in 1773, and for violin 
as op. 10 c. 1780.



A still more complex example: 6 Overtures, op. 3n4, violin 1. This shows how easily the galant theme model can be developed to 
create a form section. Themes 1 & 2 fit Caplin's tight-knit/loose-knit model like a glove: eight bars per the textbook to begin, with a 
contrasting phrase as continuation, then another theme that balloons outward to 22 bars through expansion and repetition of the 
(developmental) continuation phrase. Note that, in the first fourteen bars, every two-bar unit has a different idea.
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Even in sentences, Bach will often make a point of bringing out contrast by some means. Here is the trio to the menuet in Sonata, 
op. 5n2 (the menuet is the first example in this section, above). The presentation phrase is a simple statement-response design, the 
tonic-level statement transposed to the fit the dominant response, the tonic “close” coming on the first beat of bar 5. The 
continuation, however, is a strongly contrasting phrase with a new idea, not fragmentation.

From a set of trios, no. 4. A simple 16-bar theme, but note how sharply the continuation phrase ideas (bars 5-8) are marked off from 
the presentation phrase and its reprise.

Mozart formal functions, part 3 -- J.C. Bach, p. 15

https://4.bp.blogspot.com/-7ABSxv2bFuk/WUriRd7UxrI/AAAAAAAACq4/Wcp9YBR6seIKbTDZF0yJ4he5e7D4LVY4QCEwYBhgL/s1600/6_16-bar%2Bp_JCBach_trios_n4.jpg
https://4.bp.blogspot.com/-7ABSxv2bFuk/WUriRd7UxrI/AAAAAAAACq4/Wcp9YBR6seIKbTDZF0yJ4he5e7D4LVY4QCEwYBhgL/s1600/6_16-bar%2Bp_JCBach_trios_n4.jpg


1.5. Themes in the keyboard solos (on Goodchild 2008)

Meghan Goodchild’s thesis “Formal Structures in the Solo Keyboard Music of J.C. Bach and their Influence on Mozart” (2008) is a 
Caplin-based study that focuses on overture-sonata movements, necessarily so as these dominate the early keyboard “Solos” as 
well as the keyboard sonatas in Opp. 5 and 17. The repertoire is: “the Solo in A minor from Berlin (1750-55), three sonatas from the 
Milan collection (1755), six sonatas from London Op. 5 (1767), and six sonatas from London Op. 17 (1773-4).” Goodchild’s argument is 
that, over the course of these twenty four years, “Bach gradually refines phrase and thematic functions of the exposition of first-
movement sonatas.” She also examines “Bach's use of core technique and subordinate theme-like units in development sections 
and discuss[es] the reasoning behind different recapitulation strategies.” This work is the major part of the task, but she also 
compares “the sonata forms of the first movement to the second and third movements, and discuss[es] other types of large-scale 
formal design (theme and variations, minuet and trio, and rondo) (2008, ii). 

In her repertoire, there are only three named menuets: Sonata, op. 5n1, second movement; Sonata, op. 5n2, third movement; and 
Sonata, op. 17n1, second movement. I will compare her readings of the opening themes with mine in Part 2 below. It may at first 
seem to be  a tangential point for my purposes in studying menuet first strains, but since Goodchild provides complete analyzed 
scores in her Appendix (pages A1-A79), I found it quite easy to extract her readings of the main themes for every movement type. 
For this set, n = 38. The first table below reproduces her analysis, with bar-numbers, for each theme.
  

Composition (Goodchild 2008)  Main theme analysis Bars

Solo in A minor, I MT: cbi-cad (failed)/Transition: bi-ci-cad (failed)-cad. 14

Solo in A minor, II MT: cbi-cad/Transition Part 1: bi-bi-cad 12

Solo in A minor, III presentation as bi-bi-bi-cad 8

Toccata in Bb minor presentation/continuation as model-s1-s2-standing on the 
dominant

8 as R = 
1/2 N

Sonata in Ab major, I presentation 1-presentation 2-continuation 12

Sonata in Ab major, II sentence 8 + 1 
beat
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Composition (Goodchild 2008)  Main theme analysis Bars

Sonata in Ab major, III hybrid (cbi + consequent) 8

Sonata in Bb major, I presentation + continuation --> transition 9

Sonata in Bb major, II hybrid (cbi + consequent) 8

Sonata in Bb major, III cbi + continuation + continuation repeat 11

Sonata Op. 5n6, I sentence 6

Sonata Op. 5n6, III period 8

Sonata Op. 5n1, I consequent? + consequent repeated 8

Sorlata Op. 5n1, II antecedent + transition/consequent 12

Sonata Op. 5n2, I cbi + cbi repeated 8

Sonata Op. 5n2, II cbi + continuation 8

Sonata Op. 5n2, III antecedent + transition 8

Sonata Op. 5n3, I sentence (as presentation + continuation --> cadential) 8

Sonata Op. 5n3, II cbi + continuation 8

Sonata Op. 5n4, I sentence 8

Sonata Op. 5n4, II 16-bar period with sentence as 8-bar antecedent 16

Sonata Op. 5n5, I sentence 8

Sonata Op. 5n5, II cbi + continuation 8
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Composition (Goodchild 2008)  Main theme analysis Bars

Sonata Op. 5n5, III period 8

Sonata Op. 17n1, I antecedent + transition (as cbi + consequent) 15

Sonata Op. 17n1, II cbi + continuation 8

Sonata Op. 17n2, I sentence as presentation-continuation-continuation repeated 11

Sonata Op. 17n2, II cbi + transition (as presentation + cad) 12

Sonata Op. 17n2, IlI cbi + continuation + standing on V 13

Sonata Op. 17n3, I Cbi (as bi-ci-cad) + transition 13

Sonata Op. 17n3, II cbi + continuation (all repeated) 16

Sonata Op. 17n4, I presentation + transition (MT material) 14

Sonata Op. 17n4, II sentence as presentation-continuation-continuation repeated 13

Sonata Op. 17n5, I cbi + consequent (failed) 8

Sonata Op. 17n5, II sentence (all repeated) 16

Sonata Op. 17n6, I sentence + cadential 12

Sonata Op. 17n6, II cbi + transition 11

Sonata Op. 17n6, III sentence + transition 13
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From this table, it is easy to see that, when Goodchild asserts “Bach gradually refines phrase and thematic functions of the 
exposition of first-movement sonatas,” the point applies equally well to the first themes of all movement types. That is, the complex 
functional designs of the earliest keyboard pieces turn toward the readily recognizable Classical models early in Opus 5. To 
facilitate comparison with my own work on main themes for Mozart in earlier essays and J. C. Bach below, I have “translated” 
Goodchild’s analyses (see column 2 below) into the smaller number of categories I have been using (see column 4).  Some of my 
labels differ from hers because I regard the compound basic idea (cbi) + consequent as a period for most mid- to later-eighteenth 
century music (that is, once again, giving priority to melodic functions over clichéd harmonic patterns), as for example in the early 
Ab major sonata, third movement. Similarly, the cbi + continuation is referred to the galant theme (or antecedent + continuation), 
as in the second movements of Op. 5ns 2, 3, and 5. 

Composition (Goodchild 2008) Main theme analysis # bars Theme in my labels

Solo in A minor, I MT: cbi-cad (failed)/Transition: bi-ci-cad 
(failed)-cad.

14 ?

Solo in A minor, II MT: cbi-cad/Transition Part 1: bi-bi-cad 12 ?

Solo in A minor, III presentation as bi-bi-bi-cad 8 presentation + consequent 

Toccata in Bb minor presentation/continuation as model-s1-s2-
standing on the dominant

8 sentence

Sonata in Ab major, I presentation 1-presentation 2-continuation 12 12-bar sentence

Sonata in Ab major, II sentence 9 sentence

Sonata in Ab major, III hybrid (cbi + consequent) 8 period 

Sonata in Bb major, I presentation + continuation --> transition 9 sentence

Sonata in Bb major, II hybrid (cbi + consequent) 8 period 

Sonata in Bb major, III cbi + continuation + continuation repeat 11 galant theme

Mozart formal functions, part 3 -- J.C. Bach, p. 19



Composition (Goodchild 2008) Main theme analysis # bars Theme in my labels

Sonata Op. 5n6, I sentence 6 sentence

Sonata Op. 5n6, III period 8 period 

Sonata Op. 5n1, I consequent? + consequent repeated 8 period 

Sorlata Op. 5n1, II antecedent + transition/consequent 12 period 

Sonata Op. 5n2, I cbi + cbi repeated 8 period 

Sonata Op. 5n2, II cbi + continuation 8 galant theme

Sonata Op. 5n2, III antecedent + transition 8 galant theme

Sonata Op. 5n3, I sentence (as presentation + continuation --> 
cadential)

8 sentence

Sonata Op. 5n3, II cbi + continuation 8 galant theme

Sonata Op. 5n4, I sentence 8 sentence

Sonata Op. 5n4, II 16-bar period with sentence as 8-bar antecedent 16 16-bar period

Sonata Op. 5n5, I sentence 8 sentence

Sonata Op. 5n5, II cbi + continuation 8 galant theme

Sonata Op. 5n5, III period 8 period 

Sonata Op. 17n1, I antecedent + transition (as cbi + consequent) 15 ?

Sonata Op. 17n1, II cbi + continuation 8 galant theme
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Composition (Goodchild 2008) Main theme analysis # bars Theme in my labels

Sonata Op. 17n2, I sentence as presentation-continuation-
continuation repeated

11 sentence

Sonata Op. 17n2, II cbi + transition (as presentation + cad) 12 12-bar galant theme

Sonata Op. 17n2, IlI cbi + continuation + standing on V 13 galant theme

Sonata Op. 17n3, I cbi (as bi-ci-cad) (+ transition) 7 7-bar galant theme

Sonata Op. 17n3, II cbi + continuation (all repeated) 16 galant theme

Sonata Op. 17n4, I presentation + transition (MT material) 14 14-bar period

Sonata Op. 17n4, II sentence as presentation-continuation-
continuation repeated

13 sentence

Sonata Op. 17n5, I cbi + consequent (failed) 8 period 

Sonata Op. 17n5, II sentence (all repeated) 16 sentence

Sonata Op. 17n6, I sentence + cadential 12 12-bar sentence

Sonata Op. 17n6, II cbi (+ transition) 11 7-bar galant theme

Sonata Op. 17n6, III sentence + transition 13 13-bar sentence

I had to make largely ad hoc judgments about whether a transition grew out of or was otherwise dependent on the initial theme 
statement, or whether it represented an independent, “post-thematic” unit. Here are two examples of the problem, which we will 
see repeated often in Bach’s orchestral and chamber music menuets as well. For the second movement of Op. 17n2, Goodchild reads 
the opening twelve bars as a compound basic idea + transition (as presentation + cadential idea)—see the annotated score below.
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The main theme is a galant theme of six bars with a truncated continuation consisting of a single cadential idea. Note the PAC in 
bar 6 that confirms closure. The transition is another six-bar theme, a sentence this time, also with a truncated continuation 
consisting of a single cadential idea, but ending on a half cadence. Hearing the andante as slow rather than “walking,” or R = ½ N 
(that is, where ideas are one bar long, rather than two), one still hears the two six-bar units as independent but the first is a sentence 
expanded by the cadential element and the second is a period expanded by the cadential element.  In Goodchild’s version or the 
alternate one, I would prefer to call the transition “MT2” because it has strong lyric melodic character throughout—it simply 
doesn’t sound anything like a stereotypical transition. 

A more radical way to solve the problem would be to regard bars 1-12 as a single theme with two six-bar phrases, such that bars 1-6 
are an antecedent (expanded by two bars) and 7-12 are a continuation (expanded by two bars), though not as a developmental 
continuation but as a contrasting rather than of the kind we saw frequently in Mozart (in the Part 1 & 2 essays). It is this last version 
that I included in the table above: a 12-bar galant theme.

In the first movement of Op. 17n3, Goodchild reads the opening thirteen bars as a compound basic idea + transition (as 
fragmentation + standing on the dominant)—see the annotated score below. We have the same sequence of units as in the 
preceding example—cbi + transition—but to quite a different effect. Here we do have a stereotypical transition with motivic 
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material entirely unlike anything in the main theme. The two units, again, are (almost) balanced, the main theme as 6 bars plus a 
beat, the second as 7 bars. Because of the very rapid tempo, however, I would be willing to hear a compound galant theme, with 
Goodchild’s main theme as the antecedent and her transition as the continuation. The impediment to that hearing is the very firm 
PAC in bars 6-7—much more decisive than the one in Op. 17n2, II—and the abrupt change of functional expression (from a tight-
knit theme to a loosely-knit set of continuation figures). Thus I called this an anomalous 7-bar galant theme.
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From the table above, we derive the following information from the fourth column (themes in my labels). Where n = 38:

Period = 8
Sentence = 10 
Galant theme = 8
! 7-bar galant theme = 2
Pres+cons = 1
12-bar galant theme = 1 
12-bar sentence = 2
! 13-bar sentence = 1
16-bar period = 1
! 14-bar period = 1
? = 3

The two remarkable things we can see in this are: (1) there are many readily recognizable Classical themes (eight-bar period, 
sentence, and galant theme make up 26 out of the 38); and (2) their numbers relative to each other are close to those in the Mozart 
menuets, but not in the menuets by J. C. Bach himself. For reference I repeat part of the table from page 9 above. In the named 
menuets, the eight-bar galant theme dominates; if one looks at all lengths, the galant theme, at 29 out of 45, is overwhelming. 

Menuets Theme in the first strainTheme in the first strainTheme in the first strainTheme in the first strainTheme in the first strainTheme in the first strainTheme in the first strain

Period Sentence Galant Pres-
cons

10, 12, or 14 -
bar galant

10, 12, or 14-bar 
sentence

16 bar 
theme

J. C. Bach totals; n = 45J. C. Bach totals; n = 45J. C. Bach totals; n = 45 0 9 20 0 9 1 6

Mozart totals; n = 391 (all)Mozart totals; n = 391 (all)Mozart totals; n = 391 (all) 97 82 90 33 38 30 21

Goodchild says that her analytical work “draw[s] important phrase-structural connections between the music of Bach and Mozart. I 
discuss the construction of Mozart's early piano pieces (KV. 6 through K. 284) and demonstrate that he adopts particular phrase-
structural and thematic designs similar to pieces from Bach's Op. 5 and 17 collections. Through form functional analysis, I illustrate 
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Bach's development of phrase and thematic structures and provide important phrase-structural evidence of his influence on the 
music of Mozart” (2008, ii). I find her evidence convincing, but of course the argument depends a priori on the assumption that it 
was in fact Bach who strongly and specifically influenced the young Mozart. Only a comprehensive study of overture-sonata and 
finale-sonata movements after about 1750 could hope to establish a context sturdy enough that could hope to confirm (or 
undermine) that assumption.

The same is true of my decidedly more limited claim that Bach may have influenced Mozart’s preference for the galant theme in his 
named menuets. The reader will judge whether he or she agrees with my view that the evidence presented in Part 2 below is 
“convincing enough,” but I suspect that even a more comprehensive study, as I suggest for Goodchild’s sonatas above, would not 
settle the matter because the menuet was a far more predictable design than the overture-sonata and of considerably longer 
standing by the early 1760s—and thus it would be far more difficult (I suspect impossible) to make a wholly convincing case for 
specific influence. Regardless, as I concluded in §1.3 above, I find J. C. Bach’s treatment of menuet themes to be among the most 
distinctive and interesting by any eighteenth-century composer, and therefore worth studying, regardless of any other 
considerations.
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Part 2: Johann Christian Bach (1735-1782), named menuets

In WC 49-54: Concertos, op. 1 (1763)

Concerto no. 1 in Bb, second movement.  The first strain is 36 bars, 13-24 repeating 1-12, 25-36 an extended continuation-->cadential 
phrase.

Concerto no. 2 in A, second movement. The first strain is 36 bars, 9-16 repeating 1-8, the remainder being a subordinate theme.
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Concerto no. 3 in F, second movement. The first strain is 44 bars, with 11-20 repeating 1-10 with ornamentation, 21-28 a subordinate 
theme, and the remainder a coda theme of eight bars, repeated with ornamentaion.

	 	 	

In WB 43-48: Trios (keyboard), op. 2 (1763 or earlier)

Trio no, 1 in F, second movement. The first strain is 30 bars, 13-24 being a subordinate theme, the remainder a coda.
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Trio no. 5 in A major, second movement. The first strain is 24 bars, 11-18 being a subordinate theme, 17-24 a coda.

																	
In WA 1-6: 6 Sonatas, op. 5 (1765) (In WB 2-7: Sonatas with violin, op. 10)

Sonata no. 1 in Bb, second movement. See comments after the score facsimiles.

(Goodchild):
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In the score above, I read bars 1-8 as a galant theme. The first strain is 28 bars, with the now familiar design of main theme, 
subordinate theme (13-20), and coda. An odd feature is bars 9-12, which sound like they might be the presentation phrase of a 
sentence. I have reproduced Meghan Goodchild’s analysis (2008, A-26). I assume she reads bars 5-8 as transition because of the PAC 
in bar 4, the PAC being a primary device for identifying closure in Caplin’s theory. I am less convinced that this is always the case, 
especially in music before the 1780s, but I will say that I do find the idea of the second phrase as a consequent to be plausible.

Sonata no. 2, third movement. 
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This galant theme is one of those extreme cases in which every two-bar idea is different. Meghan Goodchild’s analysis (2008, A-31) 
does strike me as problematic in this instance, because it very difficult to hear the second phrase of a closed eight-bar strain as a 
transition.

The trio to the menuet is a well defined sentence, though with a contrasting rather than developmental continuation. Goodchild’s 
analysis is the same as mine.
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Sonata no. 4 in Eb, second movement. These 24 bars comprise the theme for a five-part rondo. Obviously a menuet, though not 
named one, this is an “extra,” not included in the table in §1.2 above. It serves to emphasize how strongly thematic Bach’s music 
often is, a trait that might very well be among those that he transferred to Mozart. Meghan Goodchild’s analysis (2008, A-39) is the 
same as mine.
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WB 2-7: Sonatas with violin, op. 10

Sonata no. 2 in C, second movement: menuet and trio. A straightforward 16-bar period in the menuet, and equally clear galant 
theme in the trio.

           

 ! !       ! !
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Sonata no. 6 in D, second movement: menuet and trio. As in the second sonata, a straightforward 16-bar period in the menuet, this 
time with an equally clear sentence in the trio.
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In WC 1-6: 6 Symphonies, op. 3 (1765)

Symphony no. 4 in Bb, third movement. The first strain is 30 bars total. I analyze all of it in Part 1.3 above.

In WC 55-60: Concertos, op. 7 (1770)

Concerto no. 1 in C, second movement. The first strain is 36 bars, where 13-20 are a subordinate theme, part 1, and the remainder is a 
subordinate theme, part 2, plus coda.
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Concerto no. 2 in F, second movement. The movement is ~190 bars, in the form of a nine-part rondo (ABACADACA), where couplet 
2 (C) is an expansion of couplet 1 (B) and couplet 3 (D) an expansion of couplet 2. Couplet 4 repeats couplet 2. After the initial 
statement, the rondo theme is represented by its 10-bar consequent.
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In WB 51-56: String quartets (1770)

Quartet no. 1 in F, 
second movement.

Quartet no. 3 in C, second movement. The first strain is 38 bars, analyzed on the score below. The basic sequence of formal 
functions is familiar, a main theme followed by a subordinate theme—in this case, a chain of three sentences—and a codetta/
extension.
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Quartet no. 5 in Bb, 
second movement, 
menuet and trio. 
The first strain is 33 
bars, where 13-25 are 
a subordinate 
theme, and the remainder a coda theme. The odd number of bars in the subordinate theme is due to imitative play.

Trio: 

                                

In WB 57: Flute quartets (year?)

Quartet no. 1 in D, second movement.
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Trio:

In WB 70-75: 6 Quintets, op. 11 (1772)

Quintet no. 1 in C, third movement, menuet and trio with variations.

Trio: 
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Quintet no. 4 in Eb, second movement, menuet and trio.
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Quintet no. 5 in A, second movement.

In WC 17b-18b: 3 Symphonies, op. 9 (1773)  

Symphony no. 2 in Eb, third movement. The first strain is 28 bars, where 13-28 are an expanded continuation + cadence.
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In WZ_6 Trios (Bach, Abel, and Kammel) (1775-76)

Trio no. 1 in Bb, third movement: menuet and trio. In the menuet, 22 bars, where 9-22 are an expanded subordinate theme.

                       
Trio. 

Trio no. 3 in Bb, second movement. The composer is Kammel. The total is 28 bars.

									

Trio no. 4 in A, third movement. The composer is Abel.
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Trio no. 6 in A, third movement. The composer is Abel.
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In WC 62-67: Concertos, op. 13 (1777)

Concerto no. 5, second 
movement. 

Mozart formal functions, part 3 -- J.C. Bach, p. 43



Concerto no. 6, second movement, menuet and trio. The total for the menuet is 78 bars; there is no repeat sign separating sections. 
The overall design is small ternary. In the example below, I have tried to simplify matters by calling bars 1-22 a 22-bar sentence, 
where presentation and continuation are contrasting, but I suspect it makes more sense to follow the precedent established earlier 
in this essay and in Goodchild’s thesis and label two themes: 1-12 a 12-bar galant theme, 13-22 a 1o-bar sentence. 
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The trio is 43 bars, 
likewise without a 
repeat sign to separate 
sections. The design is a 
small ternary form, 
where 36 complete the 
form and an additional 7 
are a transition back to 
the menuet. The A-
section is 19 bars and 
consists of the 7-bar 
main theme and a 12-bar 
transition/subordinate 
theme. In the reprise, the theme is “completed” by expanding it to become a 10-bar sentence.

      

Mozart formal functions, part 3 -- J.C. Bach, p. 45



In WA 21: Sonata 2 pianos (1778)   

Second movement. The first section is 34 bars, where 17 ff. are a subordinate theme and coda phrase.
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In WB 10-15 Sonatas (c. 1780)

For this collection I have broken my rule. The two movements labeled “Andante grazioso” are so obviously menuets—by character 
and placement—that I have decided to include them here.

Sonata no. 1 in D, 
movement 2 “Andante 
grazioso” (menuet and trio).
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Trio:
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Sonata no. 2 in G, movement 2 
“Andante grazioso.”
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Sonata no. 3 in C, movement 2 
“Tempo di Minuetto.”
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In WB 30-35: Trios (1780) = 4 Sonate notturne; three trios from Op4: ns 2, 4, 6

Sonate notturne no. 1 in G; Trio, op. 4n2 in G, second movement: menuet and trio.

      

																															

Sonate notturne no. 2 in Bb, second movement: menuet and trio.
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Sonate notturne no. 3 in Eb, second movement: menuet and trio.

Sonate notturne no. 4; Trio, op. 4n6 in A, second movement: menuet and trio.
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Trio, op. 4n4 in C, second movement: menuet and trio.
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In WA 7-12: 6 Sonatas, op. 17 (c. 1780)

(Goodchild 2008, A-53)
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In WA 16-20: Sonatas, op. 18 (year?)

Duet no. 1 in A, second movement
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