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Chapter 1: Introduction1

Sergei Prokofiev’s Visions fugitives, Op. 22 is one of a number of highly chromatic
works written towards the beginning of his professional career. In his youth and into early
adulthood, Prokofiev had a tendency to push back against the conservative style of his teachers,
preferring more adventurous harmony and a higher concentration of dissonance over Classically
functional compositional technique.2 Despite this, his works retain a coherent sense of phrasing,
consisting of prolongations that establish a style, movement towards contrasting content, and
closure. Though his phrases do not typically follow an established formal model per se, musical
indications common throughout the Western musical tradition can still be heard throughout
Prokofiev’s compositional output. This is well illustrated in the first movement of the Visions
fugitives.
Shown in its entirety in Example 1.1, the first movement introduces this set of 20 short
piano works with a consistent use of chromatic alterations spread over the course of its 27
measures, all without becoming texturally dense. 3 At a glance, or upon first listening, two nearly
identical phrases are apparent, with the second elaborating on the first through the addition of a
chromatic scale, slight changes to the bass line, and a different ending. The first phrase sets the
stylistic tone with the melody in the uppermost voice supported by planing trichords in the left
hand. These first six measures could be described as the antecedent or presentation of a
Classical-era period or sentence respectively: prolongation of a base sound (or tonic, in the case

1

Listening is a very important part of this theory of closure. Recordings of all of the examples in this thesis can be
accessed via the Recording Appendix.
2
Sergei Prokofiev, Prokofiev by Prokofiev: A Composer’s Memoir, trans. Guy Daniels (London: Macdonald
General Books, 1978).
3
Because Visions fugitives is a set of short pieces, it can be debated whether to address them as movements or by
their numbers. I will be referring to them as movements in this thesis, as most performances are played as a whole or
in groups of movements.
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of functional harmony). They establish a clear style and texture: left-hand planing with chromatic
alterations accompanying the right-hand melody. The stylistic tone is prolonged through the
consistent use of technique, texture, harmonic rhythm, and the interaction between lines. There is
also no clear destination for the melody, any indication of forthcoming closure, or any deviation
from the established style. Change begins in measures 7 and 8, but becomes a true contrast in
measures 9–11 with the departure of the left-hand planning harmonies, replaced by the voicing
converging on itself before reaching an approach to and an arrival of closure in measures 11–13.
The second phrase functions similarly to the first, the biggest difference being the addition of a
descending chromatic line in measures 15–21. Additionally, the final four measures of the
movement present a sense of closure, like the final four measures of the first phrase, but this
closure event is stronger than the first. This is due to the increased number of half steps in the
approach pulling the active line towards the arrival.

3

Example 1.1: Visions fugitives, movement 1. Boxes indicate moments of closure.

4
These phrases, the first ending in a weaker closure followed by the second ending in a
stronger closure, are reminiscent of tonal musical traditions and suggest a period-like structure.
But how can one convincingly use terminology so closely tied to functional tonality in its
absence? Indeed, many scholars have attempted to address this very question in post-tonal
compositions.4 But for now, if we consider the moments of closure in measures 11–13 and 24–26
in terms of their musical qualities (things such as texture, counterpoint, voice-leading, etc.), we
can begin to get a clearer picture of how Prokofiev signals phrase endings in otherwise highly
chromatic music.
The approach to and closure of the first phrase, shown in Example 1.2, begins with a
sudden textural shift and establishes the previously left-hand-only planing motion in both hands.
Two additional and important differences announce the beginning of closure in measure 11. The
first is the inclusion of a nearly complete chromatic line in the middle of the texture from A4 to
F4. The second is the metric placement of the planing figure itself. This causes the planing
harmonies and the chromatic line to progress at different times, resulting in an alternation of each
sound. Until this point, the planing has been the focus, occurring on strong beats. This is shifted
in measures 11 and 12, allowing the chromatic line to take metric precedence. Though there has
been numerous uses of chromatic alterations until this point, this is the first occurrence of
consecutive chromatic pitches. Despite the incompleteness of the chromatic line (G-flat is
missing before the arrival of F), the gravity established by even a nearly complete chromatic
motion is enough to signal the importance of the line’s presence and directionality. 5
Additionally, the introduction of this new line, especially a chromatic line that pulls in a specific

4

A review of this literature is discussed in Chapter 2.
Steve Larson, Musical Forces: Motion, Metaphor, and Meaning and Music (Bloomington: Indiana University
Press, 2012).
5

5
direction, marks this line from the music around it. 6 When heard in conjunction with the metric
shift of the planing harmonies that places the chromatic line on strong beats, these final measures
draw the music to a point of rest.

Example 1.2: Visions fugitives, movement 1, mm. 9–13. Excerpt emphasizing the incomplete
chromatic linear motion leading to closure.
Measures 22-26, shown in Example 1.3, essentially function the same way, yet this is
perceived as a stronger closure than the first. Just as before, the planing thirds metrically give
way to another line of consecutive chromatic pitches that direct the music to a final destination. 7
There are, however, several important differences from first point of closure. In measures 25–26,
the bass motion mimics a tonal motion from dominant to tonic, but here spans a diminished fifth
(B-flat to E). This could be interpreted as a cadential substitute, and it may indeed add to the
finality of the arrival, yet the B-flat could also be heard as moving linearly to the B-natural. As in
the previous point of closure, a chromatic line appears in the final measures, metrically displaced
from the planing harmonies around it. But while the previous chromatic line was incomplete, this

6

Robert Hatten, A Theory of Virtual Agency for Western Art Music (Bloomington: Indiana University Press, 2018).
Due to the lack of an established tonal center and functional harmony, the change in pitch level from the
previous arrival of closure does not affect the perceived strength of this approach to closure over the other.
7

6
time a complete chromatic descent from D5 to B4 is present. This seemingly small change adds
more weight to the approach and continuously (and completely) maintains the draw towards the
arrival.

Example 1.3: Visions fugitives, movement 1, mm. 22–27. Whole chromatic linear motion
leading to closure.

Although the implication that consecutive chromatic motion drives the approach and
arrival of closure is supported by observations of texture, metric placement, and directed linear
motion, it raises questions about why chromatic linear motion can create a sense of closure, both
in this piece specifically and possibly in Prokofiev’s compositions as a whole. Why are the
chromatic lines at measures 11–13 and 24–26 given preference through the metric placement?
Why does the complete chromatic line help create a stronger sense of closure? Why are
chromatic alterations in the piece not considered a crucial factor in any specific formal function?
These questions can be addressed initially by the context of their placement in the music. The
second phrase of this movement is a nearly direct repetition of the first, and as such the
chromatic lines at the end of each phrase function as an element in the texture of the music. The
chromatic alterations observed in the planing passages are simply a natural part of planing, as
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evident in the works of many other composers from around the same time. 8 The lines found in
the approach to points of closure are different in construction, location, and function than other
chromatic moments in the piece.
As to the questions of how a sense of closure is created, there is a solution that remains
familiar, yet does not rely exclusively on Classical expectations. Directed linear motion is
reminiscent of closing figures in contrapuntal textures. The change in motion in these two
examples from Prokofiev reflects the idea that linear direction and line itself becomes the driving
force for closure in the absence of functional harmonic motion. The introduction of chromaticism
as linear motion as opposed to harmonic color reinforces this idea. Dominant to tonic motion in
the bass and specific tones that demand resolution are no longer required to create a sense of
destination and arrival when approached in this manner. Lines created of consecutive chromatic
pitches work rhythmically and contrapuntally with the surrounding pitches, bringing the
horizontal, linear motion to the forefront of the texture. Furthermore, despite there being only
one chromatic line in each occurrence in this piece, the possibility of more than one line working
in tandem becomes viable when viewed from a contrapuntal perspective. The shift from vertical
to horizontal thinking also supports the common musical trend of change from an established
norm being an indication for transition to closure.
This thesis builds on the ideas explored here to create a cohesive method to accurately
identify, describe, and define moments of closure in Prokofiev’s music. Chapter 2 is an in-depth
discussion of the methodology used to create and utilize the hierarchical system, beginning with
a review of existing scholarship before addressing the three main categories of closure. Chapter 3

8

Planing is most commonly associated with Impressionism, specifically the music of Claude Debussy and Maurice
Ravel. This technique can also be found in works by Richard Strauss, Arnold Schoenberg, Lili Boulanger, Rebecca
Clarke, and many others.
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introduces and explores the subcategory of dominant closure. Chapter 4 delves into applications
of this method of closure to theme types, small forms, and other formal events associated with
the ending of phrases, and Chapter 5 presents conclusions and explores the potential for
expanded use.

Chapter 2: Methodology

Prokofiev’s approach to closure is remarkably consistent throughout his music, with the
same devices for preparation and arrival appearing in many pieces. As I introduced in the
previous chapter, certain prevalent features guide his unique type of closure. The most important
of these is the presence of one or more consecutive chromatic lines. These lines signal the
importance of counterpoint in Prokofiev’s notion of closure, rather than a reliance on functional
harmony, as established by Classical cadence. The relationships between the chromatic lines
themselves, as well as between them and other voices in the texture, create a drive towards
phrase endings. Other traits that contribute to Prokofiev’s sense of closure include the length and
content of the chromatic line, its destination, the presence of dominant-to-tonic motion in the
bass, change of texture, contrapuntal motion, and the point of arrival itself. Because of the
consistency with which Prokofiev used these musical devices at points of closure in his more
chromatic compositions, three main categories emerge, which I refer to as chromatic, mixed, and
open. This chapter will define each category with examples focusing on Visions fugitives and
other early works, further refining them by defining subcategories that work towards a
comprehensive labeling system span Prokofiev’s compositional output.

Review and Consideration of Literature

To avoid the baggage associated with the term “cadence,” I refer to the phrase endings
explored in this thesis as “closure.” The term “cadence” implies functional harmony, a cadential
progression, root position dominant and tonic triads, etc. Detailed definitions drawn from a wide
variety of Classical examples have been written, notably by William Caplin and William

9
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Rothstein, and the term is widely acknowledged, so it is weighted by a clear set of expectations
on how the cadence is approached and created. 9 This is not to say that the closure addressed in
the first movement of Visions fugitives, and other examples to be addressed later, does not hold
similarities to the approaches used by other scholars in their definitions and uses of cadence in
the greater context of formal theory. My approach to closure, in fact, is treated with the same
level of importance as Caplin’s emphasis on cadential progression. For example, elements of
closure are reminiscent of, and may equate to, Caplin’s expanded cadential progressions. As seen
in the example from Chapter 1, weak and strong closure mirrors the placement of corresponding
cadence strength in phrases and small forms as described by Caplin. 10 This extends to large
forms and structurally important cadential moments presented by James Hepokoski and Warren
Darcy.11 How closure is created also affects phrase construction and alteration, relating to work
done by Janet Schmalfeldt, most notably her “One More Time” technique. 12 Closure in
Prokofiev’s music does not stray from the formal function addressed by these theorists’ findings,
but is approached and created through a uniquely chromatic, contrapuntal method in a post-tonal
context.
The chromatic tendencies of twentieth-century works are often described as obscuring
textures and formal divides, making the form difficult to distinguish. However, Deborah Rifkin
and Kristy Ann Bryden discuss elements of closure within a work, allowing deviations from

9

William Caplin, “The Classical Cadence: Conceptions and Misconceptions,” Journal of the American
Musicological Society 57, no. 1 (2004): 51-117.
William Rothstein, Phrase Rhythm in Tonal Music (New York: Schirmer Books, 1989).
10
William E. Caplin, Classical Form: A Theory of Formal Functions for the Instrumental Music of Haydn, Mozart,
and Beethoven (New York: Oxford University Press, 1998).
11
James Hepokoski and Warren Darcy, Elements of Sonata Theory: Norms, Types, and Deformations in the LateEighteenth-Century Sonata (New York: Oxford University Press, 2006).
12
Janet Schmalfeldt, "Cadential Processes: The Evaded Cadence and the “One More Time” Technique," Journal of
Musicological Research 12, no. 1 (1992): 1-52.
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local norms via motion and chromaticism in post-tonal contexts to define phrase endings. 13
Rifkin’s examples focus on the different levels of modernity and approach in the phrase
construction, focusing primarily on the music of Prokofiev and Poulenc for their distinct
chromatic style. She discusses how these two composers use Classical conventions to subvert
formal and cadential expectations and challenge the conventions of tonal structure. By discussing
varying levels of chromaticism in neoclassical works, Rifkin is able to bring to light how even
with harmonic deviation, Prokofiev and Poulenc retain familiar, Caplinian formal functions.
Bryden discusses elements of closure other than harmony that contribute to the creation of arrival
that are present and useful when approaching closure in twentieth-century works. These focus on
melodic lines, but also include other musical qualities such as dynamics, articulation,
tension/intensity, and expectations set by the surrounding music. Christopher Segall has also
contributed to formal construction in Prokofiev’s compositional output, incorporating formal
function theory’s framework and alteration techniques to variation movements. 14 While these
studies in early twentieth-Century Russian music have contributed greatly to an understanding of
formal structure, a common theme among them all is the difficulty of addressing closure in a
consistent way.
In her article “Bridging Common Practice and the Twentieth Century: Cadences in
Prokofiev's Piano Sonatas,” Courtenay Harter addresses the issues of chromaticism, “wrong
notes,” dominant substitutions, and the use of multiple half-step resolutions by creating unique
cadence labels for Prokofiev’s various approaches to closure; to expand the inclusivity of

13

Deborah Rifkin, "Making It Modern: Chromaticism and Phrase Structure in Twentieth-Century Tonal Music,"
Theory and Practice 31 (2006): 133-58.
Kristy Ann Bryden, "Musical Conclusions: Exploring Closural Processes in Five Late Twentieth-Century Chamber
Works" (Ph.D. dissertation, University of Wisconsin-Madison, 2001).
14
Christopher Segall, “Form-Functional Modification in Prokofiev’s Variation Movements,” Conference Papers-Society for Music Theory (2018 Annual Meeting).
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established labels, Harter omits “perfect” and “imperfect” in favor of simply “authentic
cadence.”15 From there, if there are alterations, such as including more than one tendency/leading
tone or a dominant substitution, “lt” and “sub” are added respectively as prefixes to the base
identifiers. Dissonant arrivals can also be accounted for through “dissA.” By using additional
abbreviations alongside commonly-used labels for authentic, half, deceptive, and plagal
cadences, Harter provides a new layer of specificity that links the twentieth-century alterations to
familiar, common-practice approaches.
While Harter’s method is helpful in clarifying some moments of closure with comparison
to common understandings of cadence, her main concern is the treatment of the cadential
progression and harmonic function, with emphasis on the dominant and tonic harmonies. In
Prokofiev’s music, the use of traditional harmonies and voice-leading can be found in his more
conservative works, but it is certainly not the norm. It is more likely to find irregularities within a
conservative framework around points of closure than consistent tonal harmonic language
comparable to Classical cadential patterns. Most frequently, though, is chromatic linear motion
found a variety of contexts, from neoclassical to post-tonal styles.
The consistency of chromatic, contrapuntal closure as seen in the first movement of
Visions fugitives is notable and found throughout Prokofiev’s compositional output. Because
these moments become a problem in formal analysis in the large and small scale when trying to
address them in a Classical sense, a solution to address this type of closure must be approached
in a manner that takes into account the common features that arise. Harmony is no longer the
driving force for the creation of closure in these cases, either with or without chromatic additives

15

Courtenay L. Harter, “Bridging Common Practice and the Twentieth Century: Cadences in Prokofiev's Piano
Sonatas,” Journal of Music Theory Pedagogy 28 (2009): 57-77.
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or alterations. Thus, established labels for cadence cannot be reliably used. Focusing on the
Visions fugitives and supplementing with examples from a variety of other pieces, I examine
Prokofiev’s approach to closure, focusing on consecutive chromatic linear motion as the basis to
create a cohesive labeling system. This system also takes pitch content, contrapuntal motion,
temporal placement, and bass motion into consideration to determine the relative strength of
closure, as well as the specific type of closure, falling into the three main categories of chromatic
closure, mixed closure, and open closure. This chapter will introduce these categories, explain
how they are defined, and discuss how they relate to and, work in tandem with, established
formal theory.

Chromatic Closure

Chromatic closure is the most common of the three main types. Its central feature is the
presence of one chromatic line that distinguishes itself within the texture before ultimately
arriving at a final pitch. The beginning of such a line functions in much the same way a I6 chord
does in a cadential progression: signaling the drive towards the end of the phrase, and thus,
closure. For this system, “C” is used to indicate the broad “chromatic” type. Slight variations in
how Prokofiev employs chromaticism at phrase endings contribute to a series of related closures
that all fall under the larger category of chromatic closure. Accounting for these common subtypes, a labeling system emerges that is both specific and capable of addressing the strength of
any given arrival of closure.
The first trait to consider when identifying a point of chromatic closure is the contents of
the chromatic line itself. Whether the line contains every chromatic pitch from its beginning to
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end helps determines the strength of the closure. The omission of one or two chromatic pitches
leaves a distinct incomplete sound that weakens the preparation of closure. 16 Such incomplete
chromatic lines are indicated with the addition of the label “I.” In contrast, if the chromatic line
contains every pitch from its beginning to end, it is considered whole and labeled with a “W.”17
Having every half step present increases tension and pull towards the arrival, creating a stronger
sense of closure when compared to incomplete lines. Chromatic closure that is achieved through
an incomplete chromatic line is labeled “CI,” and chromatic closure using a chromatic line with
every half step present is labeled “CW.”
In addition to the presence of the chromatic line, bass motion remains an important
factor, just as in identifying Classical cadence. The presence of a dominant-to-tonic motion aids
in emphasizing the goal of the phrase, clarifying and strengthening any given arrival to closure.
It is important to note, however, that despite the distinct pull this motion has due to tonal
tradition and expectation, a dominant-to-tonic motion is not necessary for Prokofiev to achieve a
sense of closure. Based on the expectations created and the norms that are set over the course of
his compositional output, Prokofiev appears to favor the use of chromatic motion as a central
signifier for the approach and arrival of closure, setting these moments apart from his occasional
usage of a clear-cut Classical cadence model. 18 When the bass does follow the typical dominantto-tonic motion, it supplements the chromatic line, strengthening the moment of arrival. To

16

This is similar to using a progression that includes an inverted IV as its main predominant, or viio as a functional
dominant substitute. Closure/a weak cadence is achieved, but it is not as satisfying or convincing as it has the
potential to be.
17
I acknowledge that “complete” would be much more consistent with the other labels in the system, but it would
add yet another “C.” To avoid confusion with the same letter being used multiple times with different meanings,
“whole” is the favored term.
18
This claim is made through my own experience of Prokofiev’s music in developing this analytical methodology.
Joel Mott has noticed similar trends of stepwise motion. Though not correlated with closure, he finds linear patterns
within phrases, combining them with reductive and harmonic analysis.
Joel Mott, “Striding Over Shifting Floors: Stepwise Motion, Disjunct Harmony, and Quasi-Tonal Accomplishment
in Prokofiev’s Soviet Symphonies,” Conference Papers-- Texas Society for Music Theory (2019 Annual Meeting).
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indicate this, the signs of “+” or “–“ are added to show the presence or absence of the dominantto-tonic bass motion.

Example 2.1: Visions fugitives, movement 2, mm. 1–6. An example of incomplete chromatic
closure with no dominant-to-tonic motion.
These features can be found in the second movement of Visions fugitives. Measures 5 and
6, shown in Example 2.1, conclude the first phrase through a chromatic line descending from C4
to A-flat3, moving from the upper voice to a middle voice. There is one tone missing from the
line, an A-natural. Despite the chromatic nature of the surrounding music, this specific
chromatic line emerges through the use of consecutive tones and a distinct change in texture. The
surrounding voices in the now-chordal texture act as pedal tones, preventing them from
interfering with the chromatic line vital to the perception of closure. Through the entire phrase,
the left hand contains a consistent arpeggiation, therefore a dominant-to-tonic motion is absent at
the point of closure. The presence of the chromatic line (which itself is distinct and separate from
the surrounding music) situates this as an example of chromatic closure, but the lack of an Anatural in the line (incomplete) and the lack of dominant-to-tonic motion in the bass weaken this
closure. A label of CI- (Chromatic, Incomplete, no D-T) describes these events and others like it
as equally weak in effect.

16

Example 2.2: Visions fugitives, movement 2, mm. 11–13. An example of whole chromatic
closure with dominant-to-tonic motion.
Measures 11–13 of the same movement create a slightly stronger arrival to closure,
shown in Example 2.2. Like the previous example, the chromatic line spans from C4 to A-flat3.
In this instance, however, the line is complete, reaching A-flat on the downbeat of measure 13.
The line is further distinguished with the addition of a considerable slowing of rhythms in the
upper voice and specific articulation markings to the consecutive chromatic pitches seen in all
chromatic closure. Another difference that increases the strength of this example is the bass line.
Although the arpeggiation has remained consistent throughout the movement, the shift in where
the line arrives changes how the bass line is heard for a moment. This is also a moment of
significant change in the left hand, returning to the A-flat, F, and D arpeggiation of the opening
phrase. This moment is not only notable for the return to the original pitches, but also for the
relationship between the last pitch of measure 12 and the first of measure 13. The D-sharp to Aflat is heard (enharmonically) as a perfect fifth, adding dominant-to-tonic motion at this moment

17
of closure. Therefore, this chromatic closure would be described as CW+ (Chromatic, Whole, DT). Considering these two phrases together, the first ending with a weaker closure than the
second, a Classical period structure become apparent; and while a sense of this period might be
ascertained without this terminology, an analyst would be forced to describe this moment as
“period-like.” The establishment of an hierarchical system of weaker and stronger closure allows
for more precise definitions of these types of moments. Further discussion of how this system of
closure relates established formal theories is found in Chapter 4.
In addition to the features of chromatic closure already discussed, Prokofiev sometimes
includes a second chromatic line working in tandem with the first to help achieve closure. These
lines interact through parallel or contrary motion, and, like the bass dominant-to-tonic motion, it
is a supportive device and therefore not essential to the perception or creation of closure. The
effect of two lines moving through chromatic space at the same time further emphasizes the pull
towards the lines’ destinations. The use of contrary motion in the approach to closure brings both
lines out of the texture, thus increasing the strength of the approach by a great deal. Parallel
motion has a weaker effect due to the lines functioning as support rather than as separate,
independent voices, but it nonetheless adds its own level of additional strength to the closure.
These two kinds of motion, if present, are accounted for through the inclusion of subscript p or c
(parallel or contrary).

18

Example 2.3: Piano Sonata No. 6, movement 4, mm. 431–440. Whole chromatic closure with
parallel motion between multiple lines.

An example of chromatic closure consisting of more than one line in parallel motion can
be seen in last movement of Piano Sonata No. 6, Op. 82. The final arrival of closure in the sonata
utilizes all of the voices to ensure it is unmistakable. Example 2.3 shows the last 10 measures of
the piece, from the approach and arrival of the final large section-defining closure in measure
435 (fillO, discussed later in this chapter) to the final closure of the coda at the end. The brief
coda, beginning at measure 435, emphatically restates the core motive of the sonata over a long
whole chromatic line in the bass, combining the movement’s opening gesture with an ending
function of CWp- closure. Each hand then leaps two octaves in either direction for the final two

19
measures. Paired with the change in register, the diatonic nature of the main motive fully gives
way to consecutive chromatic motion in multiple lines. Both the lower voices and the lower line
of the right hand complete a whole chromatic line from D-flat to A in octaves. The upper line
contributes to making this codetta-like moment more conclusive than the first. It remains
stationary for the first four sixteenth notes before motiving in parallel thirds with the lower
voices, forming a second whole chromatic line. This brings even more emphasis to the chromatic
lines, and creates a stronger approach and arrival of closure, labelled CW p-.

Example 2.4: Visions fugitives, movement 12, mm. 15–19. Whole chromatic closure with
contrary motion between multiple lines.

20
Contrary motion adds individuality to different lines, thus giving a stronger effect to
those moments over those created with parallel motion. 19 This becomes more evident when
applied to closure. As seen in the previous example, the addition of chromatic lines in parallel
motion aids the approach and adds strength to the closure. Yet by making each line individually
significant and independent through contrary motion, the moment of closure achieves a
significant increase in strength. Example 2.4 illustrates this from the 12 th movement of Visions
fugitives, measures 16-19. The upper voices of the left hand begin their whole chromatic ascent
in parallel motion (from E-flat to A and G to C-sharp, respectively). This at first appears to begin
a lengthy form of a CWp closure. However, when a short, whole chromatic line appears
descending from A to G in the lower voice of the right hand immediately before the closure, the
contrary motion intensifies an already strong approach to closure, labeled here as CW c-.
As stated previously, one of the most important distinctions between closure in the music
of Prokofiev and cadence in a Classical sense is how arrival is achieved. Prokofiev’s use of
closure is similar to music from the Baroque era and earlier, where closure is not necessarily
reached through functional harmonic motion, but rather through an interaction between voices.
Contrapuntal motion and textural shifts from surrounding styles set Prokofiev’s approach to
closure apart from his contemporaries. 20 Because his approach to closure more closely mimics
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Kent Kennan, Counterpoint (New Jersey, Prentice Hall, 1999).
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How composers of this time approach form and closure vary wildly. Poulenc, for example, adds a considerable
amount of chromaticism to what otherwise can be heard as typical formal functions that remain in typical
proportions. His approach to closure, however, retains V and I harmonies and bass motions. Even when the
harmonies are not explicitly spelled in their entirety, the upper voice and bass very often arrive on the root of one or
both of these chords. Depending on the genre, Shostakovich ranges from wholly Classical cadence models (his film
music and Classically-modelled works such as Symphony No. 9) to dissonant arrivals (later works, especially during
experimental phases with sets and twelve tone). At times, though, he mirrors Prokofiev’s approaches, favoring
linear, consecutive chromatic motion to vertical harmony. This is more prominent in small ensemble works, such as
the string quartets. Berg, more conservative/tonal-leaning than his teacher and fellow students in the Second
Viennese School, carefully constructed his rows to imply semi-functional harmonic motion and linear progression
that inherently creates a sense of closure. For example, the row used in his Violin Concerto outlines triads, until it
becomes a whole tone scale leading into the repetition of the row. Because so many different styles are being
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pre-Classical endings, the use of Classical formal language is problematic, as Classical cadence
relies on functional harmony and tonal understanding. Incorporating Harter’s more additive
system that accounts for “wrong note” harmony, dissonant arrivals, dominant substitution, and
multiple half-step resolutions provides a solid methodology for arrivals that more closely
resemble Classical harmonic closure.21 However, Prokofiev’s consistent use of contrapuntal
chromatic lines coupled with texture and style changes at points of closure require a more
nuanced and specific analytical system that accounts for these stylistic tendencies.
Of particular note in the previous example is that the arrivals of the chromatic lines occur
slightly displaced from each other. Temporal displacement typically indicates a slight weakening
of the moment of closure. To further illustrate this, Example 2.5 shows measures 6–10 of the
first movement of Piano Sonata No. 9, Op. 103, movement 1. The chromatic line is incomplete,
skipping A-flat on the way to G, coupled with the temporal displacement at the arrival of closure.
The temporal displacement in this case is striking, as the arrivals take place a half measure apart.
In fact, by the time the bass line sounds, the right-hand voices have already released, leaving
only the resonance of the chord and the musical understanding of the listener to reconnect the
displacement as a single point of closure. As an example of CI+, this closure is already fairly
weak, but the displacement further weakens it.

experimented with in the early to mid-20th century, composers are more likely to use a wide variety of methods to
achieve functional closure, be they wholly unique or similar to their immediate colleagues.
Sarah Reichardt Ellis, “Expressive Doubling and the Narrative Rebirth in Shostakovich’s String Quartet No. 3, op.
73,” in Music and Narrative Since 1900, ed. Michael L. Klein and Nicholas Reyland (Bloomington: Indiana
University Press, 2013), 346-361.
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Deborah Rifkin, "Making It Modern,”133-58.
Andrew Thomson, "Mélisande's Sickroom and Baudelaire's Angels: Secret Programmes in Berg's Violin Concerto,"
The Musical Times 155, no. 1927 (2014): 55-69.
Chris Walton, "Bach, Brahms, Schoenberg: Marginalia on Berg's Violin Concerto." The Musical Times 149, no.
1903 (2008): 81-86.
21
Harter, “Bridging Common Practice and the Twentieth Century,” 57-76.

22

Example 2.5: Piano Sonata No. 9, movement 1, mm. 6–10. An example of CI+ closure with
temporal displacement between arrival points.

Mixed Closure

Mixed closure, indicated with “M,” is similar to chromatic closure in that it involves
more than one chromatic line in the approach to closure, however, one of the lines is incomplete
while the other is fully realized. Mixed, therefore, refers to the mixing of whole and incomplete
chromatic lines at the same time. The lines may be parallel or contrasting ( p or c) and may or may
not contain a dominant-to-tonic motion in the bass to bolster the strength of closure (+ or -).
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Example 2.6: Visions fugitives, movement 10, mm. 20–23. SubAC closure with an extension
reached through Mp- (mixed closure, made of incomplete and whole chromatic lines).

Mixed closure can be seen in Example 2.6, showing measures 20–23 of movement 10 of
Visions fugitives. Closure is first achieved in measure 21, with what Harter describes as a subAC,
a point of closure where the dominant is substituted with a dominant 7 th chord built on the tritone
(E dominant in the context of the B-flat center). 22 This arrival is reinforced by another closure
functioning as a cadential extension in measure 23, which is approached with two chromatic
lines moving in parallel motion. The two arrivals work together by expanding the half step
resolution of the 7th into multiple chromatic lines, travelling through the same pitch space as
measure 20. The lower of the two moves from F4 to B-flat3, forming a whole chromatic line.
The upper chromatic line moves from A4 to D-flat4, omitting F4 and thus forming an incomplete
line. The duality of an Mp- arrival situates it between a CIp- and a CWp- in terms of strength. The
whole line lifts up the incomplete, but does not reach the level of two whole lines working in
tandem.
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Because mixed closure is a combination of the “whole” and “incomplete” factors of
chromatic closure, one would assume it would occur with similar frequency as chromatic
closure. However, mixed closure is not often heard until Prokofiev’s later works, especially after
Op. 100. Out of all twenty movements of Visions fugitives, the above example is the only mixed
closure (save for an exact repetition of this moment concluding the next phrase). In addition, this
type of closure is more often found in pieces written for two or more players, as those genres
allow for more individual, independently moving lines. Consider, for example, the first
movement of the Cello Sonata in C Major, Op. 119 measures 47–49, shown in Example 2.7.
Like the previous example, one of the consecutive chromatic lines is found in the lowest
sounding voice. However, the Cello Sonata’s bass motion is much more striking, sounding in a
much lower register and in octaves. The line’s prominence in unmistakable due to range, timbre,
and dynamic, but is missing B-flat. This is coupled with the right hand of the piano and the cello
with a short, whole chromatic line in contrary motion from D to E, emerging from the texture
both through octave doubling (mimicking the bass) and the brighter register of the cello. The
lines only work in tandem for the time span of three eighth notes, though many performances
add a ritardando at this moment to further emphasize the arrival of closure. Mixed closure,
contrary motion, and the lack of dominant-to-tonic motion classify this closure as M c-.
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Example 2.7: Cello Sonata in C Major, movement 1, mm. 47–49. An example of mixed closure,
with whole and incomplete lines moving in contrary motion.

Open Closure

The last main type of closure, open, occurs almost exclusively at important formal
divisions, between larger sections of a piece, or at structurally “essential” points of sonata form
movements.23 Open closure provides a stark difference from both Classical, functional harmonic
cadence and the chromatic and mixed types of closure thus far. Classical cadence requires
functional harmony that drives to the arrival through specific chordal function and a change of
harmonic pacing.24 In Prokofiev’s music, similar patterns occur when alterations are at play
(such as tritone substitutions), and even more often, chromatic lines emerge from the texture to
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James Hepokoski and Warren Darcy, Elements of Sonata Theory: Norms, Types, and Deformations in the LateEighteenth-Century Sonata (New York: Oxford University Press, 2006), 17. These are typically in the same
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in this section.
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harmonic motion, often found in the continuation of a Classical sentence theme type.
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define the approach and arrival of closure. Therefore, when the texture clears completely, leaving
only simultaneous dominant-to-tonic motion in all voices, the effect is strikingly strong and in
complete contrast from the surrounding music.
Open closure, like the other two types, is defined at the most basic level as a contrast in
texture at the moment of arrival. However, the effect of open closure is the sudden appearance of
sparsity as opposed to increased complexity. As such, considerations for slight deviations and
labeling must be accounted for in a unique manner. Since open closure primarily defines large
formal boundaries, they are uncommon in smaller-scale pieces, though some exceptions are
possible, such as closure found in small ternary movements. Additionally, open closure is
remarkably consistent throughout Prokofiev’s output. Mixed, for example, is primarily found in
Prokofiev’s later works and in works for ensembles. Open closure, by contrast, is dictated almost
entirely by form, with an occasional preference for certain genres. 25 Like chromatic closure and
Harter’s altered cadence models, the “obscuring” feature of tritone substitution is possible here
as well. In addition, some rare iterations of open closure have scalar fill that bridges the gap
between large register changes of the dominant and tonic pitches. In these cases, the scalar
motion must not have consecutive chromatic motion or functional tonal harmonic implications,
while also not interfering with the prominence of the dominant-to-tonic motion in all voices. As
for labeling, open closure is indicated simply by “O.” Altered versions that include tritone
substitutions and scalar fill are indicated with “subO” and “fillO” respectively. 26 Dominant-totonic motion is the only essential feature and it occurs in all voices, so all of the features that are
accounted for in addressing other closure and cadence are not present or in need of additions.
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Example 2.8: Cello Sonata in C Major, movement 1, mm. 231–234. An example of open
closure.
Example 2.8 shows measures 231 through 234 of the Cellos Sonata in C Major’s first
movement, which is the equivalent of the essential structural closure (ESC) of this sonata form
movement.27 Unlike chromatic or mixed closure, this example illustrates how open closure does
not utilize any contrapuntal chromatic motion at all. Instead, the texture clears, providing only
the tones necessary for open closure: dominant-to-tonic motion in the upper and lowermost
voices.28 The preparation is equally minimal, in that the piano uses only a few neighbor tones to
create momentum towards closure. The clearing of texture and melodic lines stands out in this
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This example has the cello filling in the C major chord at the arrival. I believe this classifies more as an open
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style of composition, which is usually comprised of dense chromatic movement. The stark
difference in the surrounding material and this arrival of closure secures the importance and
strength of this moment.
Example 2.9a shows the end of the first movement of Piano Sonata No. 9, measures 174–
175. The ESC of this sonata-form movement occurs in measure 175 and features the clearly
articulated bass motion and clear texture of other structural cadences. The coda begins after the
ESC and despite being “after the end” and unimportant to the overall structure of the piece, the
arrivals of closure that occur within the coda are meant to rearticulate the open closure ESC. 29
The closure that occurs in measure 198, shown in Example 2.9b, utilizes the same bass motion as
the ESC, but adds a short, whole chromatic line into the dominant (F2 to G2) in measures 196
and 197. There is also a whole consecutive chromatic line in a middle voice from G-flat3 to E3,
leading to the final arrival of closure for the movement (CW+). This is a common pattern seen
across Prokofiev’s sonata form movements.

Example 2.9a: Piano Sonata No. 9, movement 1, mm. 174–175. An example of open closure.
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Example 2.9b: Piano Sonata No. 9, movement 1, mm. 193–198. Whole chromatic closure with
dominant-to-tonic motion that reinforces the previous open closure.
As most of the movements in Visions fugitives are quite short, open closure only occurs
twice, the second a reiteration of the first within the same movement. Measures 13–16 of
movement 11, shown in Example 2.10, are the last four measures of the A section of this
movement’s small ternary form.30 The bass in measures 15 and 16 moves directly from
dominant to tonic, pairing with the soprano in a clear, texturally distinct way. However, the
soprano, after a scalar motion that moves from the dominant to two octaves higher in register,
arrives on what Harter would describe as the “wrong note” F rather than the expected G. But
because of the strength of the bass line, the presence of dominant at the beginning of the run, and
the sudden shift to a distinctly open texture, the F does not dissuade hearing this moment as open
closure.
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As implied by the form, the other occurrence of open closure is what ends the return of the A section, ending the
piece in an identical fashion. These are the only occurrence of open closure in Visions fugitives, and the earliest
example found thus far. It may be because it is such an early occurrence that it is unique even among other altered
arrivals of open closure, being the only one found thus far to include a “wrong note.”
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Example 2.10: Visions fugitives, movement 11, measures 13–16. Open closure with a tritone
substitution in the upper voice.

Since open closure is more common in larger works, a final example from Piano Sonata
No. 6 illustrates the more common alterations of open closure. Example 2.11 presents the end of
the work and both voices clearly articulate E-flat in measure 431, emphasized with longer
rhythmic values and accents. Chromatically altered scales transport the two lines two octaves in
either direction, adding extra weight to the accented destination of this movement’s pitch center
of A. The chromatic alterations are not consistent, so they do not move the attention away from
the emphatically stated tritone substitution of E-flat or the arrival of A. Despite having both of
the two possible alterations, this arrival of open closure stands out in articulation, texture, and
register to clarify its classification (sub/fillO).
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Example 2.11: Piano Sonata No. 6, movement 4, mm. 431-440. Open closure that includes a
tritone substitution and scalar fill.
Prokofiev’s approach to closure primarily through chromatic linear motion functions
consistently throughout his compositional output. The consecutive half steps increase tension,
and switching from vertical, harmonic motion (or another post-tonal style) to linear, contrapuntal
motion drives the music to the end of the phrase. 31 Chromatic closure’s approach employs one
line, either whole or incomplete in construction, and can increase in strength through the addition
of dominant-to-tonic motion in the bass. If there is more than one line of the same type, the way
they interact becomes a factor following ideals of counterpoint, with contrary motion being
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stronger than parallel. Two or more lines of different types create mixed closure. The whole line
lifts up the incomplete, generating more pull towards closure, and placing this category in the
middle of the overall spectrum of strength. Unlike chromatic and mixed closure, which alter the
texture to include consecutive chromatic linear motion, open closure clears it to include only
dominant-to-tonic motion. Open closure can have two deviations, and thus two sub-types:
dominant substitution, usually a tritone away from the following “tonic” pitch, and/or scalar fill
to create a dramatic change in register. Because of its clarity and strength, this type occurs most
frequently in structural points of a large form, but can also be found elsewhere. The most
frequent sub-type in this system, dominant closure, is defined and explored in Chapter 3. Despite
being a sub-type of chromatic closure, its frequency, unique features, and individual level of
strength distinguish it form the other classifications, warranting individual consideration.

Chapter 3: Dominant Closure

The three main types of closure as defined and discussed in the previous chapter
(chromatic, mixed, and open) have different levels of strength that correspond with authentic
cadences and their placement in various forms. Just as imperfect authentic cadences are
subordinate to perfect authentic cadences, chromatic and mixed closure have comparative
strength based on specific, consistent characteristics that align with phrase structure and
organization. As perfect authentic cadences at structural points in the overall form have strength
that defines formal boundaries, open closure creates an equivalent sense of finality. While these
three classifications are the most frequently occurring when addressing closure in a chromatic,
contrapuntal way, Prokofiev does not limit his approach to effects similar to authentic cadences.
Though much less common, some arrivals at points of closure are open-ended in much the same
way as a half cadence. Consequently, they have a distinctly “dominant” sound, and will be
described as dominant closure. This chapter will discuss how this type of closure is achieved,
where it is most likely to be found, and how it may create alternate hearings with other types of
chromatically-based closure.
The approach to analyzing dominant closure follows the same procedures as seen in
chromatic and mixed closures. The difference, however, is the destination of the chromatic line.
In the case of chromatic and mixed closure, the consecutive chromatic line that distinguishes the
approach and arrival of closure directs itself towards a relatively stable point of rest, central
pitch, local tonic, etc. In dominant closure, the line is instead directed towards an arrival point
that is in some way heard as “dominant,” or weakly restful. This could be established in one of
three ways: local movement that suggests a scale degree 1 to 5 relationship; the establishment of
a pitch center and arrival on the dominant in relation to it; or, if the closure is in the context of a
33
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tonal harmonic system, a chromatic line replaces the arrival of a more traditional half cadence
progression. In each of these instances, the bass plays a pivotal role. Having the dominant pitch
in the bass greatly influences whether an arrival is heard and classified as dominant or chromatic.
It is also important to note that, as in Harter’s labeling system accounting for cadential deviation,
Prokofiev will at times substitute other harmonies in the place of a traditionally voiced dominant
triad or seventh chord.32 This is also true of dominant chromatic closure. Unlike dominant
substitutions, though, the substitution in dominant chromatic closure is almost always a tritone
relationship. Depending on the stylistic context of the piece being addressed, the tritone
substitution may be more frequent, or even be paired with, the perfect fifth relationship. An
example of these considerations and concepts can be found in movement 12 of Visions fugitives.
The first eleven measures of movement 12 are shown in Example 3.1. Because dominant
closure is more likely to be found in large-form works (as they have more time to establish
norms, centricity, and style) this is the only phrase in any of the twenty short movements of
Visions fugitives to end in dominant closure. The approach and arrival in measures 10 and 11,
boxed in the example, contain all of the same key features of chromatic and mixed closure as
discussed previously. There is an incomplete consecutive chromatic line in the middle voice
from E4 down to B-flat3, distinguished rhythmically and texturally. The main difference here in
contrast to a typical chromatic or mixed closure is the context of the arrival with consideration of
the bass. This particular arrival includes two of the above factors that clarify dominant closure:
local scale degree 1 to 5 motion, and a tritone substitution relationship with an established
center. The last beat of measure 10 in the bass sounds an A-flat, moving to an E-flat on the
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Example 3.1: Visions fugitives, movement 12, mm. 1–12. An example of dominant closure using
an incomplete chromatic line.
second half of beat one in measure 11. This creates a local sense of tonic to dominant, reinforced
by the repetition of E-flat on beat two. When taking into account the phrase as a whole, the bass
strongly suggests A as the central pitch, with an almost tonal pull from the perfect fifths based on
A and E for the first seven measures. Because the center is suggested for such long span of time,
the rest of the phrase is heard in relation to it, as well as the immediate surroundings. This leaves
the bass sounding a tritone away from the center, and paired with the upper voices sounding an
E-flat dominant seventh chord, is heard convincingly as dominant. Dominant closure is achieved
through these two factors combining with the chromatic line arriving concurrently on the
dominant equivalent pitch.
Due to the qualities and function of dominant closure acting as a subtype of chromatic
closure, the labeling for dominant closure is similar to those found in Chapter 2. As discussed,
the main difference between dominant and chromatic closure is the destination of the chromatic
line. Arriving on “dominant” or a less definitive pitch thwarts the possibility of dominant-to-
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tonic motion and the level of strength held by chromatic or mixed closure. To illustrate the
connection created by the similarity between chromatic and dominant closure, the labels used for
dominant closure will retain the branching options of C (chromatic) or M (mixed), W (whole
line) or I (incomplete line), and p (parallel motion) or c (contrary motion). To distinguish between
the two, “Dom” is added to the beginning. Lastly, because there can be no dominant-to-tonic
motion in dominant closure, “+” and “-“ are no longer possibilities. Thus, the closure achieved in
Example 3.1 is classified as DomCI.
Another example of dominant closure is found in the opening movement of Piano Sonata
No. 5, Op. 38/135. Shown in Example 3.2, the first four measures of this more tonally grounded
work culminate in closure that appears to match the tonic chord of the home key. B-flat appears
regularly in this opening phrase and establishes C mixolydian. Though there is less of a dramatic
shift to contrapuntal motion towards the end of the phrase, the harmony supports the quick
change from vertical to linear motion, and back again. The first three measures move
functionally, with very few chromatic alterations and only one borrowed chord. The G dominant
seventh chord in measure 3 sets up the expectation of the return of tonic, but is evaded with
deceptive motion to vi, a minor. The deception acts as the moment of change for this arrival of
closure. A short, incomplete chromatic line from A to C emerges from the texture as the only
time up to this point that the bass voice has an active, stepwise motion. In addition, it takes the
form of a common linear, contrapuntal motion that ascends a third, arriving on the fifth. This
creates the approach and arrival of DomCI closure.
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Example 3.2: Piano Sonata No. 5, movement 1, mm. 1–5. Dominant chromatic closure created
with an incomplete chromatic line.
The shift from harmonic to contrapuntal motion and the chromatic line coming from a
harmonic deceptive motion changes the way the B-flat functions. Whereas previously it acted
within its modal role and/or as harmonic borrowing, this instance of B-flat in this stepwise
pattern harnesses forward momentum towards its arrival point on C. In another context, this line
would greatly resemble a scale degree 3-4-5 progression in F major. With the addition of rhythm
change and directionality of the other voices, the moment that was set up to be an authentic
cadence in C mixolydian is subverted and transformed into a dominant sounding form of
chromatic closure. This arrival is strengthened further in the context of where this line moves to
in the following measure. The C arrival pitch leaps down a perfect fifth, and is supported by the
harmony once again. The linear figure remains what drives the phrase to the point of closure, but
the harmony it arrives on, C major, moves to F major for the beginning of the next phrase.
Because the melodic content is structured to recall the opening, the harmony seems in hindsight
seems like a harmonic event, but the approach abandons harmonic function in favor of linear

38
chromatic motion. The harmony flows from importance, to functioning in the background, and
back again around the functional closing of the phrase, once again raising the forward-moving
chromatic lines to the forefront in the approach to closure. The balance illustrated here between
modality, tonal harmonic function, and chromatic linearity is seen throughout Sonata No. 5. The
movement in and out of these three different compositional approaches, with special attention to
where in larger formal structures they occur, will be further explored in Chapter 4. Like this
example, another instance of closure walks the line between chromatic and tonal leanings.
In the second movement of the Cello Sonata in C Major Op. 113, the arrival of closure
that elides the end of the A section with the beginning of the B section of this large ternary form
appears at first glance to function in the same way as a typical open closure. Shown in Example
3.3, the texture is cleared by the extended rests in the cello part and a reduction to the bass line of
the piano, eventually leading to clear dominant-to-tonic motion. The texture dying away to only
one voice allows increased potential for chromaticism, but the pitch alterations simplify along
with the pitch density. As the defining bass movement approaches, the longer note values in
measure 48 and 49 reveal a short, whole chromatic line into the dominant (G to F), overlapping
with an almost tonal bass progression of scale degree two, five, one in measures 49 and 50. The
chromatic line moving towards the dominant does not signal open closure, but dominant closure.
These contrasting elements, both crucial to their individual types of closure, raise the question of
how closure is achieved in this moment, how it functions, and how it can be described.
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Example 3.3: Cello Sonata in C Major, movement 2, mm. 44–52. An example of closure that
can be interpreted as dominant closure or an elision through open closure.
This example brings to light the importance of different performances and recordings.
Depending on the interpretation of the performer, closure can be heard arriving in different
places and with different strengths. In Mischa Maisky and Martha Argerich’s recording, the
chromatic line leading into the dominant is emphasized more than the dominant-to-tonic motion.
The dramatic ritardando lingers on the dominant, and the arrival on tonic is very light, creating a
hearing and interpretation of half cadence-like dominant closure (DomCW). The interpretation in
Natalia Gutman & Sviatoslav Richter’s recording takes the opposite approach. The ritardando
here is not as dramatic as the Maisky recording, with the cello line beginning closer to the tempo
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of the following theme. The dominant-to-tonic motion is more easily heard, and defined in a
connected manner. Thus, it is more plausible to hear their interpretation as an elision of authentic
cadence-like open closure with the beginning of the new theme. 33
Using the definitions and labels established for chromatic, mixed, open, and dominant
closure in the examples thus far, the following chapter will demonstrate how each of these types
of closure are integrated into established theories of musical form and formal function.
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Chapter 4: Application

Theme types and large forms as understood and widely practiced by music theorists are
largely dependent on cadence. The relationship of relative strength between the different types
provide set end points for phrases, small sections, and essential moments in large forms. Many
post-tonal works fall within the same structural framework of Classical form, such as sonata,
large ternary, and rondo. Phrases in these contexts are then usually described as “period-like” or
“sentential” rather than identifying them as truly falling within either category. This is due to the
importance of harmony, in the case of Caplin’s clear definitions of these theme types. 34 Some
scholars have begun to expand their usage of these terms to include loose-knit features and pitch
centric passages, using only cadential material as the main identifier. 35 This can be further
expanded to include more chromatic works that do not cadence in the Classical sense. The types
of closure defined in the previous chapters and seen in examples from across Prokofiev’s output
have a very similar hierarchy of strength to cadence. Thus, they can be used to better describe
formal and phrase-level events that occur within a wide variety of chromatic, post-tonal works,
ranging from the neoclassical to pieces that have ambiguity of pitch center and no clear key. This
allows “period-like” constructions to be described simply as a period, with a weaker closure
followed by a stronger closure, both using now familiar characteristics of strengths and
weaknesses that set them apart. Because these arrivals of closure have consistent features that
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work in tandem to create a more definitive level of hierarchical strength, theme type and largeform terminology can be understood as if they were using Classical cadence models. This
chapter delves into this concept using examples that illustrate how chromatic, mixed, and open
closure can integrate with existing systems of theme types and other formal elements, such as
Expanded Cadential Progressions (ECPs) and the One More Time technique.

Brief Review of Relative Strength

Because the types of closure discussed in Chapters 2 and 3 were introduced in order of
comparable composition and frequency rather than strength, a brief review of relative strength to
clarify the following examples is necessary. To begin, dominant closure is the weakest type. This
arrival is the most open-ended, distinguishing itself through the destination of the chromatic
line(s) and the relation of the destination to the surrounding music. Chromatic and mixed closure,
because they are so flexible with the additional elements of dominant-to-tonic motion and the
number of chromatic lines, have a wide range of potential strength. In a broad sense, the order of
weakest to strongest closure is CI  M  CW. Incomplete chromatic lines do not have as much
pull as wholly chromatic lines, and if both are present, the whole line lifts up the incomplete to a
middle ground level of strength. The additional elements add more variety to the spectrum.
Dominant-to-tonic motion adds strength, as does the addition of a second or third chromatic line.
As in counterpoint, contrary motion has more pull and linear independence than parallel motion.
When considering these two elements together, parallel motion is the weakest, followed by
dominant-to-tonic motion, with contrary motion being the strongest. For example, CI+ is weaker
than CIc-, but stronger than CIp-. Lastly, open closure is the most texturally distinguished, with
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the fewest amounts of variants. In the typical open closure, the clear fifth/fourth movement is the
strongest type of closure. The voicing of dominant-to-tonic motion without fleshed out harmony
only occurs at structurally important moments in a large form, such as the EEC, ESC, or between
sections in ternary forms. Figure 4.1 illustrates this broad basis of strength. With this system,
which has a clear, established hierarchy of strength for each type, closure can easily and
understandably be incorporated in other formal theoretical systems.

Dom

CI

CIp

CIc

Mp

Mc

CW

CWp

Weakest

CWc

O
Strongest

Figure 4.1: Basic spectrum for strength of closure from weakest to strongest

Theme Types and Small Forms

Though theorists such as William Caplin and James Hepokoski debate whether harmony
or melody is predominant when identifying types of phrases, theme types, and large form, the
importance of cadence and relative strength between them from phrase to phrase remains
consistent.36 For example, sentence structure always has two similar ideas followed by a
continuation ending in a cadence, while periods consist of a phrase ending in a weak cadence
followed by another ending in a strong cadence. When phrases resemble either of these theme
types but lack Classical cadences or functional harmony, they are typically described as “period-
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like” or “sentential.” Using the relative strength of closure as revealed in the system of closure I
propose, I argue these theme types can be identified as being a sentence or period, rather than
described as similar to these models. An example of this is found in the first movement of
Visions fugitive.
As discussed in Chapter 1, this movement consists of two phrases with the second being a
more elaborate repetition of the first. With the methodology established in Chapter 2, the first
arrival in measures 11–13 can be identified as CI-, and the second from measures 24–26 is CW-.
The two phrases are the same length, and the first ends in weaker closure than the second due to
the completeness of the chromatic line. Though this movement certainly does not contain
functional harmony or Classical cadence, the contents of the phrases and the relative strength of
the two arrivals of closure can accurately be described as a period. This analysis is shown in
Example 4.1.
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Example 4.1: Visions fugitives, movement 1.
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Similarly, the eleventh movement’s phrases and overall form can also be accurately
described and analyzed using these types of closure. Shown in Example 4.2, this movement is a
small ternary form. The first A section spans measures 1–16, and is made of two phrases. The
first elides into the second on the first beat of measure 9 through CW- closure, with the
chromatic line of G2 down to E2 in the bass line. Though closure created by a whole chromatic
line achieves one of the highest levels of strength, the second phrase ends in open closure at
measure 16, becoming the concluding arrival of this period. 37 True to typical Classical
construction, the B section contrasts significantly with the A section. Measures 17-24 are largely
unison, outlining functional harmonies in B-flat minor and using melodic contour to suggest this
key. This suggestion of tonality is especially prevalent in measures 20-21 with the motion of
scale degrees 2, 5, 1 in the key of B-flat. Emphasis on B-flat and F without significant chromatic
alterations further highlights the tonality of this section. As a result, the final arrival in measure
24 is heard and can be identified as a half cadence, normative to a small ternary form. The return
to A, measures 25–32, is shortened to only include the second half of the original section, ending
the movement with open closure.
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This is a rare occurrence of open closure, as usually they are found at structural points of a sonata form
movement. Here, however, its strength is needed to complete the period whose first arrival of closure was already
significantly stronger than most. The strength of both events is unusually strong, yet work together to create a
relatively tight-knit theme type for a movement that does not have functional harmony.
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Example 4.2: Visions fugitives, movement 11. The A section, in period structure, using
chromatic and open closure.
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Example 4.2 (cont.): Visions fugitives, movement 11. The B and A’ sections.
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Expansions and the “One More Time” Technique

Common cadential events of the Classical era, such as Expanded Cadential Progressions
and the “one more time” technique as coined and described by William Caplin and Janet
Schmalfeldt respectively, can be applied to Prokofiev’s music as well. 38 An Expanded Cadential
Progression (ECP) in a Classical piece stretches the approach to the cadence (often a I 6,
predominant, V(7), I for a perfect authentic cadence) to span the course of a longer span of time
than expected by established, accelerated harmonic rhythm. Because of this, ECPs can occur
over the course of several measures. 39 The same principle of expansion to clarify and strengthen
a moment of arrival when applied to this system of closure would primarily affect the chromatic
line. Expanding the line to include more half-steps increases the pull towards closure. 40
Example 4.3 shows the first two phrases of Piano Sonata No. 9, measures 1–20. As
discussed in Chapter 2, the opening phrase ends with a CI+. The second phrase is a more
elaborate version of the first, but the approach to closure is markedly different. Though the two
phrases remain the same length, the chromatic line indicating the approaching closure begins
significantly earlier. The line of this CW- closure is stretched over the course of 5 measures,
containing ever half step from G5 to C6 in the uppermost voice. The addition of this ECP adds
an additional element of strength to this approach through the additional upward pull towards the
arrival.
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For ease, ECPs retain the same label as in Classical music. Replacing “cadential” with “chromatic” in the
acronym describes this event accurately while keeping the conceptual and functional similarities intact.
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Example 4.3: Piano Sonata No. 9, movement 1, mm. 1–20. An example of period structure, with
the antecedent concluding with chromatic closure with an incomplete chromatic line and
dominant-to-tonic bass motion.
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Example 4.3 (cont.): Piano Sonata No. 9, movement 1, mm. 1–20. The consequent of the period
structure, ending with an ECP leading to chromatic closure with a whole line and no
dominant-to-tonic motion.
Another example of an ECP is found in a previous example from the Cello Sonata’s first
movement. Previously seen in Chapter 2, Example 4.4 shows an arrival of M c-. This approach,
which elides the subordinate theme’s beginning to its second part, creates a strong sense of
contrast and strength between this arrival and the previous phrase’s. This is achieved not only
from the contents of the chromatic lines, but through the ECP that occurs in the bass. The wholly
chromatic lines in the cello and upper line of the soprano last only three eighth notes, while the
bass line moves downward from B2 to E2 over the course of three measures. Despite missing
one half step, the additional length and motion added to the range emphasize this line’s
importance and its overall increase in strength.
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Example 4.4: Cello Sonata in C Major, movement 1, mm. 47–49. An example of an ECP
leading to mixed closure using contrary motion.

The “One More Time” technique (OMT) occurs when cadential material is repeated after
a weak or evaded cadence to conclude a phrase with stronger closing gesture. Many times, they
are found concluding the subordinate theme zone of a sonata form. 41 An instance of a OMT is
located in the first movement of Piano Sonata No. 2, Op. 14. Measures 72-86, shown in Example
4.5, follow the typical expectations for an OMT. The approach to closure begins with a whole
chromatic line in the lower voice of the right hand in measure 78, spanning E4 to G-flat3 over 4
measures and accompanied by a sequence in the upper and low registers. The expected arrival in
measure 81 does not occur, however. Closure is evaded through the continuation of the
sequential pattern in the upper register and the left-hand’s significant departure. Previous
material repeats, compressed and slightly varied, in measures 82-85. The whole chromatic line
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Janet Schmalfeldt, "Cadential Processes: The Evaded Cadence and the “One More Time” Technique," Journal of
Musicological Research 12, no. 1 (1992): 1-52.
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(A-sharp2 up to D-sharp3) is moved to the left hand with the addition of dominant-to-tonic
motion in the lowermost voice. There is only one less chromatic pitch in measures 84–85 than
the ECP in measures 78–81, creating a similar level of strength from the line alone. The
dominant-to-tonic motion increases the strength at the definitive arrival of CW+ in measure 85.
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Example 4.5: Piano Sonata No. 2, movement 1, mm. 72–86. An example of the “One More
Time” technique. An ECP leads to evaded closure, followed by the OMT ending with
strong chromatic closure.
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Comparative Study: Piano Sonata No. 5

The main theme from movement 1 of Piano Sonata No. 5, when using this system of
closure, utilizes all of the features discussed in this thesis. There has been another analysis using
Classical Roman numeral analysis along with formal function theory done by Deborah Rifkin in
her article “Making It Modern: Chromaticism and Phrase Structure in Twentieth-Century Tonal
Music.”42 Because Rifkin’s approach follows Classical analysis methods, her analysis differs
quite a bit from analysis that does not follow tonal convention.
Example 4.6 shows Rifkin’s analysis of measures 1-27. She retains Roman numeral
analysis and typical formal analysis because the style of Piano Sonata No. 5 invokes Classical
precedents, as well as phrase structure. The opening “conforms to many characteristics that
Caplin ascribes to period structure.” 43 The first four measures end with a deceptive cadence, with
a perfect authentic cadence in a new key concluding the period structure in measure 8. Rifkin
acknowledges the approach to the PAC is unorthodox and nonfunctional, defying expectation
through the motion of root position major triads. Because of this, she cites the cadential effect as
being produced by three main factors: the dominant function of measure 8, changes in harmonic
rhythm in measures 7 and 8, and the melodic resolution of F-sharp to G. Measure 8 is yet marked
as ambiguous, as it could be interpreted as a half cadence in the home key of C major or as a
perfect authentic cadence in the key of the dominant. The PAC in G major is favored in this
analysis due to the prominent F-sharp increasing the G’s tonic-like features. The F-natural that

42

Deborah Rifkin, "Making It Modern: Chromaticism and Phrase Structure in Twentieth-Century Tonal Music,"
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Example 4.6: Rifkin’s analysis of Piano Sonata No. 5, movement 1, mm. 1–27.
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occurs in the second half of the measure is then understood as a chromatic passing tone leading
to the return of the thematic material in the original key of C major.
Rifkin makes reference to Haydn’s use of chromaticism and how it serves primarily to
“loosen tight-knit themes by destabilizing harmonic and formal functions.” This restricts his
chromaticism to the confines of transitions and development sections. In the Prokofiev analysis,
Rifkin interestingly notes “the remote chromaticism in measure 7 does not function as a
loosening agent… nor is it part of a sequence or a formal expansion of the phrase.” She also
states that measure 7 “does not unravel the tight-knit symmetry of the phrase structure.” The
“unusual” harmonic support finds direction from the F-sharp’s function as a leading tone to the
G dominant chord in measure 8. 44
The following phrase is a varied repetition of the opening period structure, almost
identical until measure 13. The music then “dissolves into unsettling transitory material” leading
to the subordinate theme.45 Overall, this analysis finds the Classical style and harmonic function
shaping this theme into a familiar period structure, with its repetition becoming the transition
section.46 The chromaticism in this example, found most prominently at cadence points, creates a
unique conflict between the Classical convention, seen in the phrase structure and sections of
functional harmony, and twentieth-century compositional technique.
While this analysis highlights the similarity of this piece’s style with Classical
precedents, a post-tonal approach offers an alternative reading, especially at points of closure.
The analysis incorporating this new approach to closure is shown in Example 4.7. As discussed
in Chapter 3, the closure at measure 4 is heard as DomCI due to the
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change in function of the B-flat to linear motion and the fifth motion in the bass, giving the
impression of a dominant relationship to the following music. In this analysis, the arrival in
measure 8 is identified as a tonicized half cadence with more than one leading tone (ltTHC). 47
This is due to the presence of the 7th. The downbeat of the measure includes the major 7th, which
then moves downward to create a dominant 7th chord in the home key. The approach in measure
7 acts as a short harmonic sequence until the F-sharp functions as a local leading tone to the
arrival on G. This is a very local event, and does not have enough pull to change the function of
the G dominant 7th chord in measure 8 to the level of a true tonic. With both arrivals of closure
identified, this analysis agrees with Rifkin’s. The weakest form of closure followed by a
tonicized half cadence comes to the same conclusion of a period structure for the first half of the
theme.
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Example 4.7: Piano Sonata No. 5, movement 1, mm. 1–23. An alternative analysis utilizing this
theory of closure, including an OMT and ECP.
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Example 4.7 (cont.): Piano Sonata No. 5, movement 1, mm. 1–23. An alternative analysis
utilizing this theory of closure, including an OMT and ECP.
The largest deviation between this analysis and Rifkin’s comes in the varied repetition.
The first closure, DomCI in measure 12, is almost identical to measure 4. The consequent phrase,
however, takes a significant departure. A similar sequential pattern emerges in measures 14 and
15, creating the expectation of closure arriving in measure 16. Closure is evaded through
continued, chromatically altered movement in inner voices and ambiguous harmonic and
melodic arrival points for each voice. 48 Linear, contrapuntal construction comes to the forefront
in the last beat of measure 16 into measure 17, changing the chromatic alterations from harmonic
color to directed motion. Definitive closure is reached in measure 18 through a whole chromatic
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The harmony here is much less straight forward than the arrival in measure 8. Linearly, not all of the voices have
arrived to a stable tone at this point, making it necessary for the music to continue to a true point of closure.
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line in the upper voice from G-flat4 to A4, creating a CW- arrival. Measures 19 and 20 are an
OMT, repeating the approach to closure an octave lower with the addition of an ECP in the
lowest voice, lasting 5 beats and spanning A-flat3 down to A2. The arrival of closure in measure
20 is a much stronger CWc- to end the main theme zone, eliding with the short transition
section.49 Overall, this theme is a slightly expanded compound period.
The examples in this chapter show the versatility of this system of closure. It can be
incorporated into the analysis of theme types, small forms, large forms, and other established
formal theories, such as evasions, expanded approaches to closure, and the “one more time”
technique. The clear hierarchy between the different types allows for smooth integration into
familiar structures. When comparing an analysis utilizing Classical harmony and cadence to one
approaching closure through chromaticism and contrapuntal motion, alternative solutions to
formal problems and similar large-scale analyses are reached. Though all of the examples used in
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this thesis have been from solo piano and chamber works, this system has the potential to reach
large ensemble pieces and the works of other composers.

Chapter 5: Conclusion

In Prokofiev’s music, arrivals of closure, familiar theme types, and formal structures are
heard and understood, even when functional harmony is not necessarily present. Chromatic
linear motion leading to closure is a consistent feature throughout his output. Examples from this
thesis range from Op. 14 to Op. 135 (his last completed opus number), and more have been
identified as early as Op. 1. The shift from vertical harmony to linear, contrapuntal motion
becomes Prokofiev’s signifier for forthcoming closure, with consecutive half steps becoming the
primary force driving towards phrase endings. Using this consecutive linear half-step motion, in
combination with contrapuntal technique, texture, and presence of dominant-to-tonic motion, a
cohesive system of identification is created to easily and accurately describe moments of closure.
This hierarchical system covers a spectrum of strength spanning from weak, half
cadence-like dominant closure to strong, structural open closure. The most common types,
chromatic and mixed closure, highlight the prominence of chromatic linear motion and its pull
towards a phrase’s telos in a variety of compositional styles. Contrapuntal elements —
specifically parallel and contrary motion — create an additional draw towards closure by
strengthening a single voice, or by having two voices work in tandem to reach the goal. Bass
motion that resembles and suggests dominant to tonic contributes as well, but this is a
nonessential feature. What was once necessary within the conventions of functional harmony and
cadence is no longer necessary for the creation of closure in chromatic, post-tonal music.
When labeling, the system used for this theory of closure is very flexible, and able to
incorporate all of these element. Chromatic closure is differentiated between incomplete (CI) and
whole (CW). The specifications are refined with the inclusion of dominant-to-tonic bass motion,
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shown with “+” or “-“, and contrapuntal motion between more than one chromatic line
contributing to the creation of closure, illustrated with “ p” and “c”. Mixed closure (M) is treated
with the same system, with the understanding that there are two chromatic lines, one each of
incomplete and whole, present in the approach to closure. Dominant closure uses the same label
indications for contrapuntal motion between two lines, though the destination suggests
“dominant” or a more unstable destination. “Dom” at the beginning of any chromatic or mixed
closure indicates this change in destination. It is also due to this change that specific bass motion
of the other classifications is no longer a factor. Lastly, open closure (O) almost exclusively
occurs at structural points in the form of a piece. The dramatic clearing of the texture to, most
commonly, scale degree 5 followed by scale degree 1, creates a striking arrival of closure by
avoiding the fleshed-out harmony of the other classifications. The clear levels of strength
revealed in this system allow for integration into all levels of established formal theory, from
phrase level events and deviations, to large form analyses. This theory of closure has the
potential to clarify formal structures in Prokofiev’s music, making it more accessible for future
scholarship.
Current scholarship and recent correspondence with colleagues support the pertinence
and importance of this theory and its incorporation into common types of formal analyses. Joel
Mott has presented his work on Prokofiev at various conferences, utilizing Robert Hatten’s four
levels of inference for virtual agency and the linear motion found in the symphonic works. 50 He
makes note of the relationship between harmonic motion and the importance of line through
Roman numeral and reductive analysis. The stable and unstable openings and endings of various
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stepwise motions in these pieces and how they interact with typical and atypical harmonic
motion can reinforce or alter the interpretation and understanding of the music. He, along with
others (including but not limited to, Deborah Rifkin, Courtenay Harter, David Heetderks, and
Christopher Segall), is beginning to make Prokofiev’s work more approachable to a wider
audience and analytical possibilities.51
Many of the expansions these scholars have been exploring involve large scale works.
Despite that all of the examples discussed in previous chapters are drawn from small ensemble or
solo pieces, this system of closure is also applicable to large ensemble works. One such example
is taken from the second movement of Symphony No. 6, measures 66–77. The second statement
of the exposition’s subordinate theme, shown in Example 5.1, takes the form of a period
structure. The first arrival of closure is reached in measure 70, classified as M c-, eliding into the
next phrase. The upper line played by the violins and violas is wholly chromatic, spanning C5
down to A4. The incomplete line in the cellos and bassoons move in contrary motion, ascending
from B3 to D-sharp3, omitting a C-natural. The following phrase is expanded from the expected
four measures to eight with increased chromaticism and reference to main theme material.
Stronger closure is reached in measure 77 with parallel chromatic motion in the flutes, oboes,
horns, violins, and violas. The strings’ whole line descends from B5 down to F-sharp 5, starting
just before wind instruments join with two whole lines (E-sharp4 to C-sharp4 and C4 to A3),
concluding this theme with a dramatic CW p-.
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Example 5.1: Symphony No. 6, movement 2, mm. 66–77. An example of period structure with
the antecedent ending with mixed closure using contrary motion.
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Example 5.1 (cont): Symphony No. 6, movement 2, mm. 66–77. An example of period structure
with the consequent ending in chromatic closure using whole chromatic lines in parallel
motion.
This system also has the potential to be utilized in analysis of other composers with
similar compositional styles. Example 5.2 shows the main theme from Dmitri Shostakovich’s
String Quartet No. 3, movement 1. This theme is written with similar chromatic style, while
retaining a clear centricity around F. The first instance of closure, located in measures 9 and 10,
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conclude a typical eight measure phrase with a DomCW. The cello’s imitation of the violin sets
the expectation for an elision into the next phrase using the same line (A-flat to G-flat), but
abandons it in favor of reestablishing F as the center. This break between the imitation and the
following phrase solidifies measure 10’s weak arrival point over a possible elision with measure
11.52 The closure at the end of the following phrase, measures 20–22, has considerably more
strength. The first violin and cello are once again imitative, though not exact in this occurrence.
The cello reaches its expected destination, F, with the first violin, creating a CW p-. In addition,
the second violin and viola contain chromatic linear motion, though their final pitches are
inconclusive. The lines are abandoned after a delay in motion before the arrival of the first violin
and cello. Because of this, they assist in signaling the approaching closure (they move with the
first violin until the final change) but are ultimately not part of the arrival. This example shows
that it is possible to utilize this system effectively outside the music of Prokofiev without the
need for any alterations or exceptions. In addition, this excerpt shows it is unlikely that this level
of utility in another composer’s music is an isolated event. Though this theory of closure was
created through the frequency of its characteristics in the music of Prokofiev, but is versatile
enough to apply to the music Shostakovich and other composers that utilize chromaticism in a
similar way. Future research will continue to investigate these possibilities, and further explore
the use of closure and form in the works of Prokofiev.
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The F that begins the next phrase would continue the consecutive chromatic motion, but the length of the arrival
pitch in the 1st violin and the cello’s role as discussed eliminate this possibility.
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Example 5.2: Shostakovich String Quartet No. 3, movement 1, mm. 1–19. An example of
dominant closure outside the context of Prokofiev.
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Example 5.2 (cont.): Shostakovich String Quartet No. 3, movement 1, mm. 20–26. An example
of dominant closure outside the context of Prokofiev.

The possibilities for the application of this theory expand beyond the scope of twentiethcentury chamber and symphonic works. Any music that has chromaticism at points of closure
can utilize it. Expansion into other genres can include opera, musical theater, film music, and
more. The theory of closure could also provide depth or additional context when paired with
analysis methods such as narrative, harmony, or perception. There are a multitude of possible
avenues yet to be explored when considering and addressing closure in this way.
Closure created by consecutive chromatic linear motion is consistently used by Prokofiev
throughout his collected works. A labeling system that addresses the presence or absence of this
central feature creates new opportunities and possibilities for future scholarship of his music and
that of his contemporaries that used a similar compositional style. The flexibility and variety of
options available when considering these types of closure allow for multiple interpretations and
conclusions that add to existing studies through a clear hierarchy of strength for any given
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arrival. By incorporating this theory of closure into formal theory, more accurate and descriptive
analyses can be created, opening the door for further research into the works of Prokofiev.

Recording Appendix

The recordings for all of the examples can be found on this Google Drive:
https://drive.google.com/open?id=1WxlhEOfpzgFnAGymiGEtKifwH6WwL8v7 .

Recordings Used

Argerich, Martha, and Mischa Maisky. Cello Sonata in C Major, Op. 119. By Sergei Prokofiev.
2003, audio streaming, YouTube,
https://www.youtube.com/watch?v=kREKLh4TO7o&t=320s.
This is Example 3.3a.
Berman, Boris. Visions fugitives, Op.22. By Sergei Prokofiev. Complete Piano Music, Vol. 2:
Prokofiev: Visions Fugitives, Sarcasms, Tales of an Old Grandmother & Sonata No. 7.
1990, streaming audio, YouTube,
https://www.youtube.com/watch?v=7PCAkEfkHKU&t=733s.
———. Piano Sonata No. 2 Op. 14 in D Minor. By Sergei Prokofiev. Streaming audio,
YouTube, https://www.youtube.com/watch?v=PZN7XLKzLDI.
Fitzwilliam String Quartet. String Quartet No. 3 in F Major, Op. 73. By Dmitri Shostakovich.
Streaming audio, YouTube, https://www.youtube.com/watch?v=IDeJeBvln6E&t=36s.
Gutman, Natalia, and Sviatoslav Richter. Cello Sonata. By Sergei Prokofiev. Live recording,
Rottach-Egern, 12.VII.1992, streaming audio, YouTube,
https://www.youtube.com/watch?v=6Jh5hRL7U6A.
This is Example 3.3b.
Lugansky, Nikolai. Piano Sonata No. 6 in A Major, Op. 82. By Sergei Prokofiev. Tchaikovsky:
Grand Sonata Nikolai Lugansky (Piano), Octavia Records Inc, 2004, streaming audio,
YouTube, https://www.youtube.com/watch?v=jTk7lP9ScVI&t=1384s.
Richter, Sviatoslav. Piano Sonata No. 9. By Sergei Prokofiev. Live in Japan, 1980/1981,
streaming audio, YouTube, https://www.youtube.com/watch?v=u_6t7SrlU5Y.
Rozhdestvensky, Gennady. Symphony No. 6. By Sergei Prokofiev. Performed by Moscow Radio
Symphony Orchestra. Streaming audio, YouTube,
https://www.youtube.com/watch?v=fqUIiHC3C14&t=1008s.
Vedernikov, Anatoly. Piano Sonata No. 5. By Sergei Prokofiev. 1959, streaming audio,
YouTube, https://www.youtube.com/watch?v=5LexvrEC0B0.
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Abstract

In Prokofiev’s music, arrivals of closure, familiar theme types, and formal structures are
heard and understood, even when functional harmony is not necessarily present. Chromatic
linear motion leading to closure is a consistent feature throughout his output. Examples from this
thesis range from Op. 14 to Op. 135 (his last completed opus number), and more have been
identified as early as Op. 1. The shift from vertical harmony to linear, contrapuntal motion
becomes Prokofiev’s signifier for forthcoming closure, with consecutive half steps becoming the
primary force driving towards phrase endings. Using this consecutive linear half-step motion, in
combination with contrapuntal technique, texture, and presence of dominant-to-tonic motion, a
cohesive system of identification is created to easily and accurately describe moments of closure.
The hierarchical system I propose covers a spectrum of strength spanning from weak,
half cadence-like dominant closure to strong, structural open closure. The most common types,
chromatic and mixed closure, highlight the prominence of chromatic linear motion and its pull
towards a phrase’s telos in a variety of compositional styles. Contrapuntal elements —
specifically parallel and contrary motion — create an additional draw towards closure by
strengthening a single voice, or by having two voices work in tandem to reach the goal. Bass
motion that resembles and suggests dominant to tonic contributes as well, but this is a
nonessential feature. What was once necessary within the conventions of functional harmony and
cadence is no longer necessary for the creation of closure in chromatic, post-tonal music. This
thesis explores these ideas to create a cohesive method to accurately identify, describe, and
define moments of closure in Prokofiev’s music.

