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CHAPTER 11: REPEATS

A. The performing arts, a temporal art, begs for variants on repeated 
material.

B. Background
•	 The	Baroque	practice	of	embellishing	on	repeats	continued	into	the	

Classical Era.
•	 In	small	forms	such	as	minuets	and	trios	repeats	are	to	be	observed	

with expressive embellishment of some sort on the repeat, including 
the da capo of the scherzo or minuet.

•	 If	a	composer	did	not	want	a	repeat,	“senza replica” was indicated.
C. Any repeat employed should have a musical purpose, evoke emotion, 

and be done in good taste.
•	 When	contemplating	omission	of	 repeats,	bear	 in	mind	structural	

balance and ultimate climax.
D. Change of dynamics and addition of embellishments are commonly 

employed.
E. Care need be taken in making choices that add to rather than detract 

from the affekt as well as match with the given formal structure and 
harmonic function.

F.	 In	extrordinarily	exquisite	passages,	embellishing	may	best	be	left	out.
G. Repeats in First Movements of Sonatas

•	 Sonata-allegro	 form	 flourished	 in	 the	 keyboard	 music	 of	 the	
Classical Era.

•	 Haydn	and	Mozart	used	double	repeat	signs	in	almost	all	(one	excep-
tion each) opening sonata allegro movements.



•	 Beethoven	 thoughtfully	 wrote	 where	 he	 specifically	 wanted	 and	
expected repeats.

•	 Three	general	schools	of	thought	emerged	regarding	what	to	do	when	
there are two dots on each side of a double bar.
◦ The group led by Türk believed that every marked repeat should be 

followed.
◦	 Clementi	recommended	a	balanced	approach.	If	the	second	half	of	

a movement is excessively long it was advised to forgo the repeat.
◦ Grétry points out the dynamic discourse of the sonata and believes 

that	 repeating	 is	 a	worn	out,	 antiquated	 extension	of	 old	 forms,	
mainly	binary	Baroque	dance forms.

•	 Sonata-allegro	form	moves	to	become	a	new	Classical	event	wherein	
the structure itself does the work that was previously assigned to 
ornaments.
◦ The tension created in the journey of moving into	the	non-tonic	key,	

traversing through several modulations, and dramatically reinstat-
ing themes in the recapitulation now draws the listener’s attention.

◦ To observe the repeats complicates embellishing. Place embellish-
ments carefully to continually move to more complicated material.

H.	 Putting	 aside	 the	 concerns	 surrounding	 repeating	 entire	 sections,	 it	
was still an expected practice to create variants on a repeated phrase 
or segment.

INFLUENCES APPLIED

A.	 Incorporating	ornaments	and	embellishments	into	eighteenth-century	
repertoire is most easily achieved by starting with a less complicated 
work such as something from Mozart’s London Notebook or any of 
Beethoven’s German Dances.

B. Determine the affekt of the work using tools provided in previous 
chapters.

C. Whether adopting a traditionalist attitude and observing all repeats 
faithfully or bearing in mind changing taste through the eras, keep in 
mind “balance, proportion, and length” to come to a tasteful rendition 
of the work.

D.	 Ask: “What	can	I do,	when	should	I do	it,	and	how often?
E. Experiment with many of the various options provided in Table 11.1 in 

the text.
F. Judicious, tasteful choices will infuse creativity, originality, and 

individuality.



G. Exaggerate when experimenting. Oftentimes this alone will eliminate 
bad choices.

H.	 Caution: This	new	set	of	tools	is	exciting	and	one	might	embrace	embel-
lishing to the full. Sometimes less is more.

I.	 Making	note	of	variations	in	the	score	for	many	festivals	and	compe-
titions will be honored when accompanied by the following direction 
for the adjudicator: All variants realized on repeats are in accordance with 
historically informed eighteenth-century performance practice.




