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ABSTRACT

This thesls 18 a comparative analytlcal study of
the quintets K. 174, K. 406, K. 407, K. 452, K. 515,
K. 516, K. 581, K. 593, and K. 614 by Wolfgang Amadeus
Mozart. This paper is primarlly a study of compositional
techniques and Includes analysls of the following‘parameters:
contrapuntal devices, homophony versus polyphony, tech=
niques of voloe-pairing, use of speclial effects, such
ag mulivlple stops, plzzicato, and muting, use of dynamics,
and range and tessltura. Harmonie rhythm, unusual formal
treatment, use of ormamental melodic flgures, chromatioism;
and the role played by the fifth volce are also examlned.
Rates of change'in harmonic rhythm were sampled by com= '
paring the openings of first movements, the beglnnings of
the Developments of firat movements, and the openings of
slow movements. Predominant rgtea of change of entire
novements are the subjective evaluatlion of the author,
as are remarks on tessltura. All other parameters are
dlsoussed after detalled examiﬁationvof the scores.
Analysls reveals that although there 1s a great
deal of varliety in the applicatlion of compositlional
techniques, many of ihem do not qhangéxin conslatent
patierns from one quintet to the next. Devices falling

into thils category include: muting and plzzicato,



dolce and tenuto markings, formal irregularlties,
unusual key relationships, use of grand pauses, range,
non-harmonic tones, harmonlc progressions, harmonlec
rhythm, melodic embelllshment, rocket figures, and
syncopation.

Other techniques show conslstent chdnges in use‘
when comparing the earlier quintets with the later ones.
The broadest techniques in this category are the
homophonic writing of the earlier works as opposed
to the generally polyphonic texture of the later works.
Several other techniques which depend on‘the textural
element include: changes in spacing of chords,
divergification of tesslturas among the volces of an
ensemble, changes in melodic doubling, the dlvlision

of melodic lines among several voices, differences in

"~ the use of multiple stops, and generally lncreasing use

of contrapuntal devices. Other techniques whlch appear
more frequentxy in the later works are incressed use
of both melodic and harmonic chromaticiéﬁ,.use of
ninth chords, and unusual cadences. Augmented chords
appear only in the later worke and major seventh chords
are used sparingly throughout the quintets.

Although much of Mozart's writing includes many
.irregular'phrase 1engﬁhs, the earlier quintets make more:
use of standard four- and elght-bar phrages than do the

later ones.



Studies of accompaniment figures, artlculatlion,
and the use of rests do not reveal signiflcant differ-

ences in these parameters among the quintets.
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PREFACE

This thesis contains a survey of the development
of compositional techniques in the qulntets of Wolfgang
Amadeus Mozart. Use of contrapuntal devices, homophony
versus polyphony, technlques of volce pairing, use of
speclal effects, such as multiple stops, plzzicato,
and muting, use of dynamics, and range and tessltura
are all examined in detail. Harmonic rhythm, unusual
formal treatment, use of ornamental mglodic figures,
chromaticlsm, and the role played by the fifth volce
are also examined. The results of these studles are
Tound in the conclusions.

The string quintet listed in the Kochel catalogue
as X. 46 18 not included in this thesis, as Alfred
Einstein considers the quintet arrangement of these
movements spurious,l and other authors fall to mention
'. the work at all when dlscussing the quintets. Its
four movements are found as the first, second, third,
and seventh movements of the.Serenade for winds, K. 361.
In addition, the Adagio and Rondo for glass harmonlca,

flute, oboe, viola and ceilo, K. 617, 1s omitted because

| ‘lp1fred Einstein, Mozart, trans. by Arthur Mendel
and Nathan Broder, Oxford Universlity Press, Nevw York,
1945, p. 473. ‘ '

i1



it contalns only two movements. A complete listing of
movement names and thematlc excerpts from the works
included in this paper is found in Appendix A.

The author wishes to express her sincere thanks
to her advisor, Dr. David Russell Williams for his
many helpful suggestions énd éountless hours of time,
and to her friends for fheir continued interest and

encouragement providing much needed moral support.
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INTRODUCTION

‘Wolfgang Amadeus Mozart's composition of quintets
“gpans 18 years, a sizeable percentage of hlas creative
life. These worka, therefore, include examples from:
varying style perlods and present some interesting
comparisons.

The earliest quintet, K. 174 in BP major, was
written in 1773 and revised 1atér that same year. It
1s the reviged version which is consldered in thils |
study. It is not known why Mozart added a second
viola to this work, as 1t appears at a time when he
was doing much writing for string quartet. Homer Ulrich
suggests that the idea may have arlsen from Mozart's
exposure to Mlchael Haydn'é string quintets belng wrlitten
at this time.?

A number of years pass before Mozart returns to
quintet writing, and even then, the next work is a
rewriting of a work for eight wind instruments, K. 388
in ¢ minor. Origlnally written in 1782, it was very
guccessfully rewritten for strings (quartet plus second

viola) in 1787 and became K. 406.

2Homer‘Ulri.oh, Chamber Music, second editlon,
Columbia University Press, New York, 1966, p. 206.

o



The next quintet which includes strings is K. 407
in EP major, written in 1782 for French horn, violin,
two violas, and cello. The work was undoubtedly written
for Ignaz Leutgeb, a horn player who was & close friend
of Mozart's. These three works, K. 174, K. 406, and
K. 407, will be referred to as the early quintets in
this paper because of many stylistlc similarities which
will be pointed out. The quintets following K. 407
will be referred to as the late quintets.

K. 452 in EP me jor for piano, oboe, clarinet,
horn, and bassoon was written 1n 1784. An article on
this work by Sir Donald Francis Tovey caused this‘writer
to become interegted in studying the quintets. 1In his
article Tovey states:

This quintet ought to help us more easily

than most to realize Mozart's greatness. . .

because it is written for a very unusual

combination of instruments, so that the

gtrange conditions and limitatlons of

Mozart's present material glve us those

clues to a great artist's cunning which

cannot be detected by researches in works

produced with more plastic resources.

Tovey concludes the article by saying that K. 452's
"unusual combination of instruments gives us so many
clues as to those resources which are even more wonder=~

fully and variously used in Mozart's later works for

strings and for orchestra. "% He thereby implies that

Donald Francis Tovey, Bssays in Muslcal Analysig,
Chamber Mugic, Oxford Unlversity Press, London, 1944, p. 108,

41bid., p. 120.



this unusual combination caused Mozart to introduce
new devices into thls work which were carried on and
expanded in hils later string writing.

The next two quintets, K. 515 in C major and
K. 516 in G minor, were written within a few weeks of
each other in 1787, both utilizing ithe combinatlon of
two violins, two violas, and cello.

K. 581 in A major, for clarinet and string quartet,
wag written in 1789 for Mozart's friend and fellow
Mason, Anton Stadler, a clarinetliat.

The last two quintets, again for five strings,

K. 593 ih D major and K. 614 in EP major, were composed
in 1790 and 1791 reapeotively; probably for Johann Tost,
a wealthy Hungarian.

The finale of K. 593 exists in two forms. The
earlier one is used for this study, as 1t has been
proven by Ernst Hess that the revised version l1s
probably not by Mozart.2 ‘

It is not known why szart occaslonally turned t§
quintet writing, although several t.heo'ries'exist°
Alfred Einsteln feels that the later works may have been
written to rival Boccherinl's quintets when Boccherini
became court composer to Frederich Wilhelnm II.6 A. Hyatt
King suggests that Moiart may have felt that the quintet

SErnst Hess, "Die 1Varianten' im Finale des Streich-
guintetts KV 593," Mozart-Jahrbuch 1960-61, Salzburg, 1961,
p. 68 If. ‘

Op1fred Einstein, Mozart, pp. 188-189.



form would allow him more room'for expansion than the
quartet, but would still be a rather intimate ensemble.

King adds that Mozart may simply have thought this new

-3

' combination might sell better that the standard quartet.
o The addition of another voloce to the quartet.
allows the music to be written on a larger scale,
particularly with regard to texture, and allows much
greater flexibility in the grouping of instruments; for
ekampie, 8 Violé can elther be the bottom volce with
violins or the top voice with the lower instruments. An
additional lower volce aléo allows the cello to play a
more active role, as it does not always have to provide
tne bass line. Mozart makes use of these new pos-
gibilities by writins antlphonal pasgsages between the
upper dnd lower groups, as shown in Example 1, and by
writing gome very lush passages in lower reglsters, as
ghovn in Example 2. |

Bx. 1, Vol. 19/1, K. 593, p. 126, mm. T-11.

Ta. Hyatt King, Mozart Chamber Music, University of
Washington Press, Seattle, 1968, p. 53. '




Ex. 2, Vol. 19/1, K. 406, P. 99, mm. 30-31, p. 100, mm. 1-T7-
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‘The fifth instrument in Mozart's string quintets 1s
a second viola rather than a second cello. Mozart's
own partiality to the vlola,8 may help to explain
his choice. Eric Blom polnts out.that the violas are
| not always used to thelr greatesti capacity technically,
but that they counvey their ideas with great force and

often "weave inner strands of a dark, saturated

colour. . ."9
Throughout thls paper, the qulntets are referred to
only by their K. numbers which refer to the Kochel

listing as revised by Alfred Einstein.lO The scores

utilized in this analysis are found in the Neue Mozart-

Ausg ab@,'published by Barenreiter-Verlag, Kassel, Germany.

8Mozart is oftenllisted as the viollist in chamber ensembles

PEric Blom, Mozart, revised edition, J. M. Dent and Son

Ltd., London, 1952, pp. 24l-242,
1Qfound in Alfred Einstein, Mozart, pp. 473-483.




CHAPTER I
RANGE AND TESSITURA

Noticeable changes in tessitura develop in Mozart's
quintets, but with the exception of K. 614 which extends
the range of. the first violin up several notes, the over-
all ranges of the string instruments used remain much the
gsame.ll Both of the quintets which include a '8dlo wind
instrument, K. 407 and K. 581, are conslstent in their
8light lowering of the flrst violin's upper range so as not
to completely overshadow the sole wind lnstrument, par-
ticularly in the case of the horn.

"Although ranges remain quite similar, tessiturasg do
not, as mentioned above. The three earlier'quintets make
infrequent use of the extreme notes on either end of the
instrument ranges. As a result of this concentratlon on
middle ranges, there is a great deal of volce crossing in
thesé works; particularly in the inner parts. The two
violas and the second violin interchange frequently, and
occasionally, the first violin drops below the second
violin or the cello rises above the second viola. In
K. 407 the horn, of course, often falls below the violins

end violas because of its more extended lower range.

1lgee Appendix B



In considering range and tessitura, K. 452 presents
qulite a different situation, in that 1ts lnstrumenta-
lﬁion differs greatly from the other quintets. The
~ upper liﬁits of the high wind instruments, oboe and
clarinet, are lower than thelr violin counterparts and
the horn and bassoon exceed the vliocla and cello in thelr
lower ranges. The plano part encompasses the ranges of
.ailvthe wind instruments. Thls work presents a change
in tessitura from the earlier quintets. The oboe plays
high in its range throughout most of the plece, thus
remaining on top of the woodwind choir in all but a
few-iﬁétances. ‘The clarinet provides a very impor-
tant poiyphonic line, but makes practlcally no use df
its extreme registers, The horn and basgsoon use falrly
similar ranges and oross frequently. These crosslngs
.also provide a change in bass timbre for the woodwind
choir, When the pilano is playing in an upper reglater,
either the horn or the bassoon 1s likely to be low to

provide balance, as shown in Example 3.

Bx. 3, Vol. 22, K. 452, p. 113, mm. 4-5.
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It 1s also interesting to note that when either
the horn or the bagsoon, and later in K. 614 the cello,‘
has a high melodic passage, the texture becomes muoh
thinner, go that the melody will project easlly.
In Example 4 the cello is playing the melody while
the violas pro&ide an accompaniment underneath.

Ex. 4, Vol. 19/1, K. 614, p. 145, mm. 7-15.
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K. 515, which returns to thé quintet of five strings,
demonstrates a tendency for the first violin to remain
higher inlits range and for the cello to make greater use
of its lower range, thus allowing for wider spaoclng of
cnords and providing more room for the lnner partis
Lo move freely. An interestling feature of this work

is thé high tessitura of the flrst viola part in the:



Andante. The second vielin plays below the first viola
throughout most of the movement. The cello remalns on
the bottom of the ensemble throughout the work and

the first vielin remains on top with the exceptlon of

one measgure in vhe second movement and a few meagures

in the finale when the first viola rises above 1t, There
is stlll a congiderable amount of crossing among the
three inner paris.

The last four quintets continue the trends which
appear in XK. 452 and XK. 515. The spacing of chords
becomes wider becauge of the rising tesslitura of the
first violin and the use of the cello's lower range.

The inner string parts continue to coross, but do so

less frequently than they did previously. The clarinet
extends itsell dowaward to cross the violins and vlolas

in XK. 581. In K. 614 the cello rises for several

melodic passages, allowing the second viola to provide

the lowest vo;ce of the texture, as was shovwn in Example 4.
The minuets of the last two quintets have higher tessituras

than did those of the previous works.



CHAPTER II

The use of five voices in the quintets, rather than
the more common four of the sitring quartet, ralses the
question of the role the "extra" volece is to play.

In three of the quintets, K. 407, K. 452, and K. 581,
the ansver lg quita'obvious. In K. 407 and K. 581 the
Tiftn instrument is not another string, but a wind.

The horn and clarinet are featured as soloists lnithelr
regpective works with the strings providing a back- |
ground for them. This is not to say, however, that the
strings are treated the same way in both these worka.
K. 581 is a far more polyphonic plece, so the siring
instruments play individual roles rather than providing
a homophonic block of sound as they do much of the

time in K. 407. The first trio of K. 581'3 minuet is
unusual in that it uses only the siring quartet.

Xe 452 mueet be consldered separately, as the piano
1g often sot against the quartet of woodwinds in
concertante style, while at other times the plano
becomes an equal partner with the winds and provides
additional volces to the bexture.l Examples 5 and 6l

demongbtrate these two uses of the plano.

10
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K. 174 can hardly be considered a true five-volced
texture. Much of the time the volces are merely echo-
ing each other Iin concertante style. Alfred Elnsteln
remarks that the development section of the first |
‘movement of XK. 581 also gives a concertante effect,
but this time for all £ive players equaliy rather than
with several being aubofdinated as in K. 174.%% The
cello part in X. 174, which 15 actually labeled bagso
in the score, providés nothing but a harmonlc basis
throughout the work. Its few passages containing
nelodlic material are those whilch are played'in unison
with other instruments, or in one case, an exact |
imitation'running through all the parts. There 1s
searcely a passage in the entlire work which does not
conbain melodic doubling, very often at thé coctave or
unison in itwo, three, four or even all five volces, but
also ocourring at the third or the sixth. Example 7
chowa a pasgage doubled at the octave in all five parts.

Ex. 7, Vol. 19/1, K. 174, p. 6, mm. 11-13.
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Alfred Binstelin, Mozart, p. 194.
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This doubling ig another factor which greatly decreases
the number of independent voices. These features
are a result of the exiremely homophonic ﬁature of the
work. | |

K. 406 and K. 407, waile maintaining a basloally
homophonic texture, demoanstrate more frqedom and
“independence of parts. Three~, four-, and five-part
doublings become less frequent and passages in thirds
and sixthsg are.more common than those in octaves.
Octave doublings that do appeér are sometimes redoubled
in thiras or sixths by another palr of volces, as shown
in Example 8.
Ex. 8, Vol. 19/1, K: 406, p. 108, mm. 23-30.
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The cello, 1abeied as suoch in K. 406, but again marked '
basso ln K. 407, becomes more active, although 1t still
performg mainly a harmonic function. In K. 406 it
even begins to be involved with thematlc material.

K. 452 presenﬁs an entirely different slituatlon

in geveral respects. The different possible ways of

combining the piano with the winds have already been
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mentioned (Exs. 5 and 6), but within both the wind
gection and the plano part the ilandividual lines take
on new melodic significance. This work 1s no longer
homophonic. Each volee 1s quite independent of the
others, while working in cooperation with them. No one
voice ddminates the texture. Doubling is also handled
differently. Passages in thirds and sixths still appear,
but octave doubling is much less common. When it does
occur it is almost always used to strengthen or inten-
gify en important line, not merély 1o gtate a single
melody in two or more volceg, as was often the case in
earlier vworks. In Exeanple 9 the oboe melody is
gtreangthened at the octave when the plano enters pro-
viding a fifm bags and a thicker texture.

EX. 9, VOlo 22, Ko 4529 po 122, Mnme 1"'40
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New treatment of themes and motives also appears in
%his work. I% is quite normal for a melodic line to

be divided awmong several volces rather than belng
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stated in its entirety in one voice, as 1s ityplcal

of the early quintets.

contianue to be pra

o

These textural aspects of K. 452

nent in the remaining quinteta.

XK. 515, although containing large sectilons of homophonic

writing, coatinues o resgemble the late quintets in

che other aspects of its texture.

Edward Lovinsky points out a‘phenomenon which

he callis "the principle of increasing animatlon.

a8
O

EY

and appears in moat of Mozart's mature works.

lengthening of successive phrases, as shown in Example 10,

g elffect

4
-~

nl3

s achieved in several different ways

Gradual

can give a feeling ol acceleratlon.

‘Ex. 10, Vol. 19/1, X. 516, p. 64, mm. 13-22.
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An increase in speed 1s often found at section endings,

sometimes culminating in a trill, as shown in Example 1l.

Ex,., 11, Vol. 19/2, K. 407, p. 11, mm. 24-31.
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| éometimes contrapuntal devices are used to accelerate
ph?ésea vhich were first stated without them. Examﬁle 12 .
contalins a passage using stretto in its presentatlon
'in.the Development.

Ex. 12, Vol. 19/1, K. 515, p. 32, mm, 1-15.
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This is not to say that every phrase is constructed
according %o this principle. In fact, the Coda to the
second movement of K. 174 demonstrates the opposite.
~ phenomenon. Ihe note values gradually increase in
duration; bringing the movement to a gentle close, as
ig geen in Example 13. |

Ex. 13, Vol. 19/1, K. 174, p. 14, mm. 14-17.
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CHAPTER III
SPECIAL EFFECTS AND DYNAMICS

The use of multiple stops in Mozart's writing for
strings.seems to be related inversely to the amount
of polyphony included in the work. The earlier Quintets,
K. 174 which is extremely homophonic, and K. 406 and
K. 407 which: although demonstrating a bit more inde-
pendence of line are still basilcally homophonic,
contain a large number of multiple stops in comparison
with the later quintets.

The much smaller number of double and tiriple stops
found ia X. 515, K. 516, K. 581, K. 593, and K. 614
reflects the smaller number of homophonic passages.

X. 581, although less contrapuntal than the others,

s0ill contain; a great deal of polypnonic writing; The
cocurrences of multiple stops in the later gulntets are
il found in passages which are chordal and often
homophonic in nature (i.e., block or arpeggiated chord
accomganiments or cadential patterns). Invthe early works
doubleland triple stops often help to fill in and enrich

the chordal texture, ag seen in Example 14,

18
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Ix. 14, Vol. 19/1, K. 406, P. 101, m. 37, p. 102, mm. 1-8.
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Other gpecilal éffects are uged sparingly throughout
the quintets. Plzzicato 1s limited to briefl passages
in the cello parts of K. 407, K. 515, K. 516, and K. 581,
and ﬁo the accompanying steing parus in the trio of K. 593.
Three glow movements are marked con sordino: K. 1T74--
the violins and violas, K. 516--all the strings, and
K. 58l==the viélins.

Equally uanusual in the quintet scores 1s the
appearance of welitten insitructions. Calandos are found
in K. 406 and K. 516 and dolce markings appear in K. 452,
K. 515, and X. 581. K. 452 also contains.chords in

the introduction markéd tenuto,
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Dynamics and accents play an lmportant role
in the quintets. Accents, whether they be mezzo forte
piano, forte plano, sforzando, or, in the case of K. 407,
rinforzando, are used in all of the quintets to create
strong syncopations by appearing on wealk beats or on
weak perts of Deats, as showan ian Example 15.
Ex. 15, Vol. 19/1, K. 516, p. 77, mme 14=15.
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other frequent’device is a beat to beat alternation
of plano and forte which also creates a serlies of
accents. Thisg is particularly noticeable in K. 452,
Lo 515, and in the fifst rovemeat of K. 593, where . .
it is a featuré of the main theme, part of which is
whowa in‘Example 16,

© Bx. 16, Vol. 19/1, K. 593, D. 1l4, mm. 3=k,
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Mogzart mekes use of a planissimo dynamic marking
fairly frequently. X 174, K. 406, K. 407, and K. 561
2ll contain examples. A most inlteresting example ia
found at the conclusion of the first movement of K. 515
vhich is merked planissimo. It is far more usual,
in this pexri od Tor the ovening movement to end with
a loud, strong cadence. X. 515 1s not the f{irst

time Mozart uses ithis technique. The same device

15 found in the siring quaritet K. 387.  Uausual also,
are geveral instances of crescendos from pilano o

subito piano found ia various movemeatls throughout
the quintets. Sxample 17 shows one of these.
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CHAPTER IV

ORI

Momari's troatment of form ls a most interesting
agpect of his quintetg. He uses the forms of the
clagsical period, but includes scome unusual features.
_In addition, he does things which are actually quite
forvward~LlooRing.

Ke 174 ig vexy t?adiﬁionai in its formal construce
tion, but even o, displays some uausual technlques.
The openling theme of the Lirst movement, although
‘repeated in itg entirety, is re-orchestrated the sedand
time, thug providiag contrasts in timbre and reglster.
Neither the first not, the second theme is further
developed, however, asg the eantire development sectlon
of the sonate-allegro movement is based on the c¢losing
thene with.tWO short references to the codetta, one
| of which leadg into the Recaplitulation. fIn the
Recapltulation it is the second theme, followihg‘an
exact répetition of the first theme from the Exposition,
waich provideg variety through re-orchestration. Once
again, changes ian timbre and reglster provide this
contraét.

The second movement of this quintetl, an Adaglo
in sonatina Torm, begins with two meagures of intro-

22
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ductory material whlch sets the mood for the melody
appearing in measure 3. This introductlion appears

in part ia the link to the Recapliulation and recurs

in the Recepltulation, but iLc *owritueﬁ and 1s offset
'_rhythmically to begln on the weak secoad beat. Example 18
‘quoaes poth appearances of this iatroductonry material.

Tx. 18, Vol. 19/1, %e 174, p. 12, mm, 1-2, p. 13, mm. 12-13.
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Following an exact repetition of the codetta from

the Zxposition transposed to the tonilc key, the movement
cloges with a four-meagure Coda reminiscent of'the
introductory bars.

The finmal Allegro of K. 174, again in sonata~-allegro
form, contéins an interestiag pagsage just before the
Development.  For eizhi measures,vit seems as if
Mozart is begluning a contrapuantal development of the
Lirgt theme, but thie idea.is aullified by a sudden
plunge into a modulatory itweawment of the transltlon
from the IDxvositlon, émd the elight bars previously
o be a Lliuk to the Development.

This pasgage appears in Txample 19.
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Ex. 19, Vol. 19/1, K. 174, p. 19, mm. 19-26.
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The modwlating transivional runs of the Development
lead eventually to the Lirst theme la the tonic key.

o

T4 1s msoon apparent, nowever, that this statement 1s not

o

the %“rue Recapiituletiion, as the theme contlnues Lo

vo developed ism otber keys. The occurrence of a

"oglse” Recapiiulabilon, whnile common ia Hayaa's writing,
is Patﬁer unuguel for Mozart. The second theme, which
i onitted from whe Development ls extended in th@
Rocapisulation. A final unexpected event is the re-
sppearance of the eighi-bar link Lo the Development,

this time Lanveried, developed, aand leadlng to the

An uausual feature of the openlng movement of
K. 406 is‘the eppearance of new thematic material at
the begianling ol the Developmeht. After twelve measures
of this, there iz suwddealy a bar of complete sllence,
Lollowed Dy & zlunge.into mo@ulatory treatnent of

warts of Tho Firgt theme. Soon new material veglns



to appear again, leadlng wo another silent measure.

his tlme the pluage is into the Recapitulatlon and

3

o

ay further atiempd at deovelopment is abandoned. The
rotransition is exiended and rewreititen. The second
thene undergoes quilte a petamorphosis when 1t appears
1 the +wonic ¢ minor. Syncopated rhythms and gome
diminished harmonies emphasize the minor tonality.
The intensity of the Coda 4is algo increasged by the
use of syacopatlon and mbre chromaticism'than was
pregent ia the codevia of the Bxpositlon.

The Tfinale, a theme with variations, includes

0

1

ceveral interesiling features. The theme and first
“hree veriations are written in rounded binary form
with each section repeated. Variations 4, 6; and 7 have
the repeats completely wrluten out with further embéllish-
nent, reminlascent ol Barogue performance practice. The
novement does not conbaln the weuwal slow varlation.
‘Instead, the harmonic rhythm of Variation 5 is baslcally
cut in half, thus doublling the 1@néth of the variation
and croating the sensatlon of a slower tempo. JIndeed,
whe variation is extended Turther by becoming a full
ternary sectlon rather than rounded binary.

Mozart's Lreatment of form ia K. 407 is very Iree.
The Development of the flrst novement, which la a
sonaﬁawallegro form moveneny, is warelated thematically

-

ro the resh of the movement, thus functlonlng as an
‘ 9
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‘epigode rathér than & Develepment. The second movenent,
alsgo a sonatewallegro Torm, coatains a Development

which stroncly emphasizes the first theme and, In

the'Codae' The finale 1s simply a large episodic form.
Although the recurrences of the oponlng theme suggesat
a rondo, key relationships and lack of gignificant

whemetic consrect, vwith the exception of the eplsode,

B -8

negase whls posalbiility.
¥. 452 presents some rather dramatle formal

1nnovasions. Tao work begins with an extended slow
fnbreduction, quliie different in character from the

Allegro nmoderato movemend vhich follows i1t. All sectlons

of the Expositlon of this gonata-allegro form are either
rewritien oy re-orci ated in the Recapitulation.

The Larghetto slow movement, again in sonata-
9

allegro Torm, %4s simllar to the Lirst movements of

boith K. 406 and K. 407 in that the Development is

azed on now themablc material. The Recapltulation

o

o ornamented and is re~orchegtrated.

|

The seveun=part roﬁdo finale of K. 452 is a most
interestlag variation of this form. The second state-

peat of A is greatly abbreviaced and Lg followed by

L)

the epleode. Instead of returaing to A, Mozarit writes

W AA



a section which begins with the second half of B and.
concludes with the second half of A. The most unusual
feature of this movement app@arsvnextg following a sus-
tained tonic @ chord. The score 1s marked Cadenza in
tempo. All instruments partlcipate equally in this
cadenza-like section which finally leads to a brief
statement of A and a Coda.

K. 515's unusual formal feature is its length
rather than its display of inunovations. The sonata=
roando finale of tbis_quintot is an extremely long
povement, even thougn the Recapitulation omits 1ts
first‘statement.of the A sectlon and begins with the
B section. The A group 1s then emphasized in the Coda.

The first movement of K. 516 lacks a transiiion
between the fifst and second subjects. Itls Development
ig based primarily on the second subject which ls not

the case in the other guintets. Mozart compensates,

however, by rewriting the first subject in development

fasghion in th@ Recapltulation. The last movement, a
seven-part rondo, is preceded by an Adaglo lntroduction.
The eplgode in this roando is followed by an extended - |
1link based on meterial Tfrom the A section and the
transition to the B sectlon at the beglaning of the
movement. This 1ink is developmental in nature and
geems almost to furnish the movément with a small

Development in addition to an episode. It leads to

a7
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9,

the restatement of the B sectlon followed by a Coda

baged on A, thus onltiling a full statement of A after

the episode ag dild X. 515%'s finale.
K. 593 offers the third example of & slow initro-

duction to an Allegro movement. As was the case in
K. 452 and in Z. 516, the introduction and the fole
lowing fasgt mQVQﬁant are very different in character.
Thege introductlons are set off, rather than merging

g

With the movement ag Beethoven's do later. K. 593's
iatroduciion ls even more uausual, however, as it
reeppears to form a large part of the Coda. Tais

sane technlque, however, was already used in the string

ct

uarte

i

Lo 171. Thoe themetic material in the introduc—
“ion of K. 593 is persistently interrupted by the

rocket figure in the cello waich opeans the plece.

3
s

@ first moverent of the work has the further distinction

lo]
L

belng the only wmono=-themaiic sonata~allegro move=
rnent in the quintets. The slow movement, also in
gonata~allegra form, Ls like the first movement of

K. 516 in that there is no transition between the first
and gecond gubjects. The Coda of the movement 6w
phasizes the second subject which 1s omitted in the
Development. X. 593°'s finale is in somata-allegro
form, although the fi?sﬁ subject is a complete ternary
form, wiaich Is typlcal of a roando. The appearance of

the second gubject in the Recapitulation is wnusual
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in that it is actually a sgtatement of the first and
second subjects combined countrapuatally, along wlth
elements taken Irom the Development. |

A new theme again appears in the Development
section of the fi“zt'move@ont of K. 614, although the
section 1o £0ill sitiongly based oa the {irat subjeoct.
X, 614%g Andente ls the oaly slow movement ian variation
form in the quintets. The theme and each of the
varia@ions are set apart by short links. The first
variation is slightly irregular in that only the first

el

half of it is presont. The sonata-rondo finale of

},.h

K. 614 has two very clocely related thematlc areas.
In fact, the B section develops the A secilon. The
gsecticne of the movement appear in thelr standard 6rder
wvith tho exception of an exitrs fugato section inserted
just before the final statement of the A sectlon in
ke Recapitulatlion.

Two of the aine quintets, K. 407 and K. 452,
are three-movement works and do not include a minuet
and trio. There are meny similaritles in the minuets
of the remaining seven works. All of the minuets andv
2ll but wwo of the trios are in ternary form. The
trio of K. 406 is in rounded binary form. The Minuet
of X, 614 hag a codetté and the trlo is quite unusual,
Ite six gectlons (&; L1s Bs bpy By» A) offer melodic

contrast, dut no conitrast of mood in the B sectlons.
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In addition, & tonic pedal 1g sustalned throughout the
trio except in the second half of each B section. The
trio of X. 515 is unuswally long, which is ia keeping
with the regt of the work. The repeat of the A section
in both the Minuet and the trlo of K. 593 1s extaended
and re-crchestrated. The Minuet and trios of K. 58l
are perhans the most forward-looklng. They resemble

the five-part form (Minuet=Trio I-Minuet-Trio II-

Fa

Minuet) that bocame common in weitlng Scherzos and trios

in the Romentic period,
The followi: arts (Tables 1 and 2) diagram

e phrase etructure.of two opening movements.

Table 1 is Ifrom X. 407 and Table 2 ls from K. 614,

Txamples of bhoth slanderd four~and elghit-bar phrages

end Lrregular groupings are fouad in both of these

pieces ag they are in the other quintets. An occasional

novenmend appears in walch the phrases are exceedingly

regular ia 1engtho These movements, the finales of

K. 406 and K. 581, and the trio to the Minuet of

K. 614, provide a decided contrast vhen they occur.

The sign 7~ indicates an overlappling of phrases.

In this cage, one mMEasure serves both as the conclusion

o one phrase and the beginniag of the next, most

often involving more than one volce In this overlap.

Therefore, thesge measgures are counted twice in prepar-



ing the charts; the o
doesg ngt colincide

in the wliocce,.

codetita

Development:

im

slth 1

e k7
.-?.Oﬂ& VQS’? P

of 'the i
o total nu

407, first movement

A di Db by b bt B
Oete Bl et
5

.

-
8 2o

Recapitulation
L berhrbig 20 Serdincliic Tow B
o T T
LI 9w5urBr e
godetta b5
Pable 2, Phrase lengthsg, K. 614, Tirst movement
Lxposivion
I 8a7+delleBe
IZ 848+
closing 8+9+T+
codetia 8+
Development 3+T434+T+18«

Recapit ulat¢oa

Bt Trie b 21t

’8+8+

89+ Tw -

10+

10+8

fu°es in the chart

mber of measures



A gimilaxrity

. Lo

some movenents of four of

- S > B " E- A -y
g1 the ITL¥ygd vasre Qi Wae I

a - K E3 - o T o T ] F ER)
is very sinilexr o the melody 1n ihe
T o mmae D ey DA A T = Dom dr Yy dedm mea A

DS SINGLNE 4 ReLSUIC D Doth thenes

Zxemple 20,

the gquintets,

32

ia head motives can be found between

The contour

rat movement of XK. 174

seeond movement

are chown in

i P - 7 e ) - .
.‘..‘.:,‘{o 20&:9 Vulo -(-9/19 .L).o 17‘)1‘9 pe 3-) mme 1“70
’ Allegro moderato " C )
/M ;) WAoo P A N o
GEg i == e ==
A 3 i 1 1 1 e -
f L 1 1
don_ 1 T ..
i s T T - A Fe—r v
A ey (S e oy ST - e e b = et ‘,r’r{j:‘-*L—i'ﬁ’CFCCFE
T T e R e T e e e e e b ! = =
s e ST P s I S S S e R B R S e R E ey DA ==k
fp S L AR T ip Y A BT YR R YA
fp fp p fp - fp ' Ip p ip
=
i ‘ ;
: . ‘
) ST — e - e — P S Y i T fd——
e e N e e e e e e T e e Y S e e e e R e
! o T T T T Ak o I:'u < .}_,‘ jj%"?:?:—;tu ;?h,z,g_a_a_:nb_d
fp fp ip fp fp fp i ip fp fp Rz Je i
S a ) s ‘
e e i : e e e e
N 3 t - = f : = } =

1

2

Exe 20b, Vol. 19

@Eﬁﬁzfjf”{zﬁ P
T

:Q e - ‘_,.J;,:
PR e e e
g f L4

Ty 1 -
Ry e e

—If [4 - &

R

e ‘ P
YR R SN S
R e e = b o s

: =

i

th themes closely resembling each
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shown in Example 21.
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o second and third movements of K. 407 also begin

other. These are



Ex. 2la, Vol. 19/2, K. 407, p. 6, mm. 13=16.
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Ex. 21u, Vol. 19/2, K. 407, p. 9, um. 21-24,
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The Minuvet and the ilntroduction to the finale of
XK. 516 have similarly molded melodies, as shown in
oxemple 22. | _

T, 22a, Vol. 19/1, K. 516, po T4, moe. l=d
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Zx. 22b, Vol 19/1, K. 516, p. 80, mm. 3-6.
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ALl four movements of K. 614 can be related thematlcally.
Tne theme of the second movemend “Oombles that of the

2ipat movement and the themeg-of both the third and

fourvh movemonvs are gimllar to the gecond part of
who opeoning wmovement's First theme. ALl four themes
are quoted in Lxampie 23

Ez. 2%a, Vole 19/%, K. 614, p. 143, mm. l-4.
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Tx. 2%c, Vol. 19/1, K. &4, p. 160, mm. 1-4,
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CHARPTER V

KLY RELATIONSHIZS

Mozert's ey rolatlonchipas are occasionally rather
novel Tnlie gowme éf the guintel movenments use the
vﬁassi*ai oy gchemes, others use rolatlon-
chipe which are raroly fownd In nuslc of thilarperiod.

K. 174 1o completely straigatforwvard in its key
ccheme, both between and within movements. K. 406, how=
over, conteins seme uausual relatlonships. The gecond
movemeat of this work is in sonata=allegro form and

is in the relative major key of zP major. The second

subject, iustead of revuraing in E° 4in the Recapitu=

[e]]

lation, appears in B just as it did in the Exposition.

Taen, in order o balaace things off for the end of the
novenent, 1t is repeaved 1ln £P, The final movement of
thies quintet, a thewe aad variations in C minor, also

presents & elight lrregularity. The fifth variatlion,

}.,-b

wiich is double the lengin of the others, functions.as
the contrasting middle variation typical of this form.
Ingtead of appearing in the parallel major, as this

sectlon normally does, Variation 5 is in Eb ma jor=-=the

relative major. After returalzp to C milnor for two

varistions, the Ciassl veriaition aad Coda appear la C major.

o1

gy



K. 407, K. 452,

regular in thelr key paticras, as

Tho openlng

37

K. 581, and K. 614 are quite
ig . Bl5, exceptl
theme of the first
the tonlc key and is lmmedlately
An.unusual nodulation

" -,
1lel miaora

the last movement.
10 the pormal dominant
definite modulation down

orking its way back to

G najor oy the end of the subject. The same phenomenon
occuns in tho Rocsnitulatlioa in the appropriate keys,
¢ najor and AP najor.

T K. 516 geveral more ingtances of themes envering
n the Mwwong" keys eppear. The second subject of the

O T
ToTeY OVOLOLG,

fo writton in the tonic key of G minor.

nouzh & ded

alil

‘nite conbtrast thematlcally,
The theme

5

evenitually beging modulating and gettles definliely

“ia the LblvaVQ EE 50w, Bbg o time to begla the cldsing
coction. Tno slow movement, in sonatina form, 1ltsell
belag in the rather uniikely key of & major, alseo
digplaeys an uausual gecond thematvlc group. The first

[Tl

whe aomlaauu minoe,

P o

/“A

1‘.— >

and seoon& thenes in thils gro

ig 0ot ur*il the

up appear in BP minor,
zn unusual relatlonshlp at that
third theme in this thematlo

whe ominent malor, is established.
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el

tulation the first tvwo themes of the

(3
£
IS

Again in the Rec
second group appear in mlnor, this time the tonlc minor,
A,

£P pinor. The third theme returns %o the tonic najor.

[EN
[l

The finale of th wintet, while haviag an iatro-

Ka)

duction in the towle G minor, ls writien eatlively in
¢ major with modulatlons aoprapriate Lo thal keye.
¥. 59% preseabs mowve of the same bechoigque. A

ropetitica of the flrst theme i the tonic minoil appears

o)

in the Recepitulaition of the Tirsy movement. I% 1s
Likely that this was dene for variety, as the movemenl
ig mono-themabtlic. The highly chromatic second subject

of “he second movement eabters ou a stroag D minor

chord, the domizent mlincr, and ia the Recepitulatilon
repoats the process in the tonic minor. The begluning

of the Coda Le surpriaimg in ivae gudden plunge from
wonle iunto a cadence 1n i major walch then
nodulatos Qlrectly back to G major. The Gode Lo the
Towriin mcvame;t Sreoents the same keoy relavionship, this
Line modulating Lo BR major from D major through a
dﬁcep%iﬁe cadence, The passage remains in Bb major for
Celmost 20 bars before returning to the tonlc D major.

Tn the lagh three quintetd, K. 581, K. 593, and

¥, 614, Mozart weburas to the early classical traditlon
of writiag bota the ﬁinuet end the trio in the tonio

ey wilth centrash provided U atlically rather ghan
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nermonically. Ia the case of K. 581 this ia true only
of tho second bric, as the Lirst is wrltten ln the

parallel minor.



CHAPTER VI
HARMONY

Chromaticlism

Harmonic chromaticism exists in the quintets in
a number of forms. Example 24 shows a sequence of
transient modulations lnvolving the use of secondary

dominants.

Ex. 24, Vol, 19/1, K. 593, p. 130, mm. 12-15,
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Example 25 shows a chromatic passage which uses several

altered chords.

Ex. 25, qu.Al9/1, K. 406, p. 98, m. 24, p. 99, mm. 1-5.
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Varying rates of harmonic rhythm are also used in
chromatic writing. Examples 26 and 27, while both
containing sequential treatment of diminlshed seventh
chords, are quite different in thelr rates of change.

Ex. 26, Vol. 19/1, K. 174, p. 21, mm. 21-30, Allegro.
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Ex, 27, Vol. 19/1, K. 593, p. 135, mm. 17-21, Allegro.
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Vertical Sonorities

Unusual sonoritles and certain "tall" tertlan
chords are more frequently used in tﬁe laier quintets,
but examples can also be found in the early works.
Examples of ninth £hmads can be found even in K. 174
and are used in evefy other quintet except K. 581.
Major seventh chords are found in both K. 406 and K. 407,
as well as in later quintets, but they do not become
noticeably more common.

A few augmented chords appear in the later quin-
tets, K. 452, K., 515, and K. 581, but are hot present
in the earlier ones. Altered chords, when they appear,
-gre often made even more effective by the»surrounding
harmony which is often quite simple and thus provides

contrast.

Progressions

The Minuets of K. 406 and K. 516 are harmonically
notable because of the delay of a strong tonlc feellng
at their beginnings. Example 28 quotes the opening
of K. 406's Minuet and Example 29 that of K. 516.
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Bx, 28, Vol. 19/1, X. 406, p. 103, mm. 7~10.
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Zx. 29, Vol. 19/1, ¥. 5 6, po T4, mm. 1L-G.
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Several examples of sustalned second classifi-
catlon chords appear in the quintets. Bxample 30 is
Lakea From the third wovemend of K. 452. Other lnstances

are found in K. 406, K. 516, and XK. 593.
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Ex. 30, Vol. 22, X, 452, p. 143, nm. 5-12.
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Non-harnonlice Tones

Examples of unusual usgage of non-harmonic tones
are Tound more Ifreguently in the late quiantets than
in the early cnes. LSuample 31 shows one of geveral
ingtances ia K. 452 vhere an eantire ohofd is suspended
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Example 32 shows the use of appogglatura chords.

Bx. 32, Vol., 22, K. 452, p. 132, mn. 9-10.
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in Bxerple 33, wriple acceanted passing tones momen-
tarlly form an augmented trriad oa the first beat of
The nmeasure,

Zx, 33, Vol. 19/1, K. 515, p. 28, m. 28. ‘

In Example 34, tho appogglatura g-sharp ia the cello
mekes & sharp clash with the g-natural in the second

viola which provideg the seveunth of the D7 chord.
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Ex %4, Vol. 19/1, K. 515, p. 32, m. 10.
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In Example 35, the clash between the c¢c-sharp and the
¢-natural ls even stfonger, as the lower nelghbor 1n.
the first violin and the suspenslon in the second
viollin appear ia the game octave.

Ex. 35, Vol. 19/1, K. 515, p. 47, mm, 6=7.

Example 36 quotes a passage which contalns unusual
sonoritlies beéause of the simultaneous use of‘several
different non-harmonlic tones. In the context of the
movement, bthe chord on the first beat of the measure
is a C major chord. Although the ¢ does appear 1in the
cello, the ¢ and the e in the first violin and the

" first viola are delayed uatil the last quarter of the
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. beat by the éﬁanging'tone figures. The & in the cello
is a free tone which moves Lo the chord tone e. The

e passes Through an iwzharw up to a solid G major chord
on the second beat of the measurae.

pripreys

— 369 VOl.o 19/19 x@ 5157 p, Zi'l? e 6'

1S

il

<
.

1e 37 demonstrates a long suspenslon with a
change of bage resolution and a decorated preparation.

L]

Ex. 37, Vole. 19/2, K. 58L, p. 15, mm. 5=6.
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Example 38 ghows the simultaneous use of & suspension
in the first viola and an appoggliatura in the second
violin.

Ex. 38, Vol. 19/1, ¥. 614, p. 157, m. 10,

ST e ==
sf )

sfp

Example 39 . shows an intePesting’use of a pedal b-flat
under an A dimianlshed seventh chord wiith some ornamental
e ey et e selc - . 17y - +

aelghboring tones 1an the upper volces of the plano on

LI .

the gecond and thied be

©

s.

Ex. 39, Vol. 22, K. 452, ». 109, m. 4.
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Harmonic Rhvihm

Hermonic rhythm can be examined on several planes.

4 . £

Table 3 shows the rate of change within each movement

of the quintets. Thals iz acl to cay thet the barmonlc
..r,u?-( B 7t = < L] Gt a s e TP P Ay A o~ . t - t . b n
rythn remaling ghatlc within each movement, oPUT uvhay

the rates of chonge showa in the table predominate.

P

Differcnces 1o neter must be congldered when comparing

14

these rateo,

A

Table %, Predominant raites of change in harmonic rhythm

Hoxl Hovenent Rate of change
K. 174 ‘ L each measure
' 2 twlce a measure
5 cach measure
4 once or itwice
a measure
X. 406 1 gach measure
2 each mesasure
3 each measure
4 once or twice
& measure
K. 407 L cach measure
' 2 once, twlce, ox
three tlmes &
measure
3 each measure

twice a measure

once each meagure
or two

twice a measgure

K. 452

n B

Ul

A

7‘ » oo
+~Vaee Apoendlixm A
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Table 3--continued

Woirk Movement Rate of chenge
K. 515 i gach measure or
saveral mneagureg
2 Qach neasure
2 onge or twice
a measuile
4 each meagure
or Lvo
K. 516 3 fron twice a
measure 4o
every two
neagures
2 {minuet)  cach meagure
{vrio) Lwlce a measure
% - once or twice
a meagure
4 each measgure or
geveral measures
K. 581 1 each meagure
2 ‘each measure
3 each meagure
4 once or itwvice
& measgure
Lo 593 1 each measgure or
geveral measures
2 each messure or
several meagures
3 {minuet) cach MeLsure
(trio) every two or three
neasures
v , each measure
K. G614 , L each measure or
TWO
2 once or twice
a measure
5 cach measure
4 cach measure

-

Taple 4 coupares he harmonic rhythm of the [flrst
fow measgureg of each guintet. In Table 5 the beginnings
2 the developrment sootlions of each first movement

-

~ v o 51
G0 compaerali



Table 4, Rat

581

595

614

Table 5,

o
Voo

Lo e

o
Lawn

.,1.0

e
e

174

406
.’.;.07

452

un
P
Ul

U,
oo R
oo

w
o)
Ul

[8))
-
e
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¢3 of change ia harmonic rhythm of openlngs

o Tilrgl nroverenis

Bate of ohonge
each measure
cvory Tour or five meagures

two owe meagure blocks,
then twice a measgure

rregular

e 3

vovery four ol Jilve meagures

every 1two measures

every three or four measures

Rates of change

geven measgure block,
then every two or three
neasures

twice a measure

each meagure

lrregular

four meagure blocks

two measgure blocks

lrregalar

each nmeagure, thea two
menoure blocks

thiree wmoasure blocks, thean
\-»v&«m- IO “h* Q@
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Taeble 6 dealg with the rate of change at the beglnnings
of cach of the slow movemenlts.

‘Table 6, Rates ©
S

change L harmoric rhythm of openings
of .

f
oW movements

Bata

A R £ EROR Y

e 174 Lwice a measure
Ko 406 gace 0 TWice & measgure
Ko 407 a %“vwo measure block,

when each meagure

e 452 Lrvregular
Zo BI5 each measure
e BLO LWice a measure

=
°

U
[en}
—

cach neagurs

Le 593 Lrraogulay
o e s b P
L. 61L& irregular

Table 7 exalbites the exiremes of harmonic rhyvhm withia

T P i S < D a e AR P A Y, b
cach culntet from tho glowest Lo the Tastest. The quarter
o K

change ia harmonic rhythm

. Floyealh rane Pasheat rote

Ko 174 every elaghit beats every beat

Ko 406 ' overy three beats  every beab

Ko 407 v ovewxy elgal bhoaitd every half beat
K. 452 overy clght heats every half beat
Ko B1B every 20 boats every beal



Table 7--continued
¥ork
K. 516
K. 581
K. 593

K. 614

Blowest rate

every 12 beats

every elght beats

every elght beats

(dotted quarter
unit)

every eight beats

(dotted quarter
unit)

Cadences

53

Fastest rate

every beat
every beat

every beat

every beat

In addition to common cadences including the

deceptive cadence resolving to the sub-medliant,

Mozart uses some very unusual deceptlve resolutlons

in some of the later quintets.

sone of the more unusual instances.

Examples 40-44 illustrate

Ex. 40, Vol. 22, K. 452, Poe 142, mm, 8"90
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Ex. 41, Vol. 19/1 K. 515, p. 31, m. 27, p. 32, m. 1.
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Ex. 42, Vol. 19/1, K. 515, p. 44, mm. 10-11.
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CHAPTER VII
MELQODY

Ornaments

Melodic ornamentation in Mozart's quintets falls
into two broad categories: <tThat which is written out
as part of a melodic line and that vwhich 1s abbreviated
through the use of one of the standard signs.

K. 174 contains only a few written-out embellish-
ments and these are ail slides in the first moVement.
Each movement contains abbreviated ornaments, however,
Trills appear in all movements and turns in all but
the third. The abbreviated ornaments far outnumber
those written out.

The first movement of K. 406 contains written-out
mordents, inverted turns, and a slide, in additlon to
some abbreviated trillé. The fourth movement contains
written~-out sllides and abbreviated trllls as well.

The two middle movements are less hlighly embelllshed.
The slow movement contains only three written-out
turns, while the Minuet has a few abbreviated trills.

K. 407 contains fewer written-out ornaments than
eilther of the other two works. The first movement
has two slides and an inverted mordent in addition to

a number of abbreviated trills. The second movement

56
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hag two short trills weltben oul as ?art of the melody
besldes its abbreviaited trills. The last movement agaln
containg trills and also hag a number of grace notes.

Three of the later guintets, X, 515, K. 593,
and KXo 6%, contoln Jor greator numba?slof abbreviated
orpemenve, iaciudlng trills, turns and grace noteé,

]

o T, o ~1 ) PN B S I . ey - A o
Lhan do. tho eorllier worka, One reagon Ior thege

S3

excegslve 1o thes in both K. 593 and K. 614
first movenents contain trills
which are fweguently repoalted. The maln theme of

. BLE'g first movenool contaling a tura. L. 452 and

RO ey - i d
nOBOL Lave Lpuwimouli

maLely the soxno numbers of embele
Tichment signo as K. 174 end K. 407, walle K. 516 has

e - , s DRI - g
fower, ag dous K. 406,

Y. BL6, T, BOL, and X. 593 convaln few written-oub
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Pnge e 515 hag the largest num-
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Choronatlelan

" One type of melodlc chromaticism found in the

quintots Lav

rolves chromatic alterations wailch actually

form new sonorities. The chromatically altered notes

e LR
.[‘M.‘.O YIS

in Bxazole 45 cause a Freach Sixth to sowad in hkieasure 18.

19/1, K. 406, D, 91, mm. 17=19.
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Ex. 46, Vol. 19/1, K. 406, p. 100, mm. 11-12.
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The concert b-natural in the clarinet part in Example 47
glves an unusual flavor to thls passage.
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Example 48 shows a passage in which chromatlc alterations

have created diminished thirds and a diminished fifth

in silungle lilues.
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At times, passages are found which are very
chromatic melodically, but completely static harmon=
ically. ZExample 49 1llustrates such an instance.

Ex. 49, Vol. 19/1, K. 593, p. 142, mm. 4-11.
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Melodic Bigures

Rocket figures, which might be expected in early
quintets vhich were vwritten during the time when Mozart
was most direcitly in contact with the work of the
Maaonhelim composers, can be Tound culte frequently in

ne rater quintelts as well. DExamples appear in K. 406,

Ko 452, K. 515, K. 516, and K. 593,



CHAPTER VIII

REYTEM

Syncepation ig used often 1n accompanying flgures

1 Mozerd's woitlom, bub 4t is nob restricted to this
role. Syaconation is fouad Ln sone ford in every quin-

P2

tLet, and often creates very strilking efiectis. The

pageage showa in Sxample 50 1sg one in vhlch great

rhythinic vitality 1s provided by Uhe syncopated melody
1 il’l&.' v
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In Example 51 syncopation ig T

violin's imitation of the theme In the Llrst violé.

Sinc@‘it,aapearg e half measure laber, emphaals 1s
b

eat ag woll as the first.
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The finale of X. 516 ig rhytbmicaily unique
among the qulntet movemeats. The aural effect of the
Qpehing,ndﬁes ig that of a dowabeat rather than an
ﬁpbeato This patitern continues through meagure 15,
The resgtg in thoe firat kel of measure 16 throw the
Ligtener cowpletely olif halance, as he expects the
main theme o begin agaia at thalt point. Instead,

1t Ls deleyed, emabllug 4t to agsume its proper

metrlie noglitvion ian the second halfl of the measure.
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Ex. 54, Vol. 22, K. 452, p. 141, mm. 12-14.

Cadenza in tempo
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Grend pauses play dramatic roles in bdth K. 515
and K. 593.%5 |

15In this thesls, the term grand pause 1ls uged to
indicate silent measures in tempo withlin a movement,



CHAPTER IX
CONTRAPUNTAL DEVICES

The use of contrapuntal devices, like that of
several other ﬁechniques-whiéh have been dlscussed,

: increaaes.in'ihe latér quintets, although counterpoint
does appear in the earlier works.

Most of %the strettos and imitative passages which
appear in K. 174 are simply repetlitlons whidh overlap
by a few notes and are not genuine contrapuntal writing.
Qné of‘thése.passages 1s quoted in Example 55.

Ix. 55, Vol. 19/, K. 174, p. 17, mm. 27-30, p. 18, mm. 1-3,
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An exsmple resembling inverted imitatlon occurs in the

Last movement and is shown in Example 56,

68



69

Ex. 56, Vol. 19/1, K. 174, p. 25, mm, 1l=14,
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K. 406 also contains little use of contrapuntal
devices, but those that are used are far more sophls-

icated than those found in K. 174. A few instances

o
)

may be found in the first movement,vbut it is the Minuet’
and trio which presents the prime example. The entire
novement, with'the exceptlon of seven measures of the
Minuet, 1s written in canon. The Minuet has a two-volce
canon between the firset violln and the cell? at the
couble octave, then between the two viollns at the
fourth below, and finally returning to the first violin
and cello, once again ai the double octave. Al one
point, the violas appear to be adding a third voice 10
the canon and the second violin doubles the first, but
thege three parts,become»accompaniméntal after two
neasures of thematlc material. The trlo is even more
remarkable. The textﬁre is reduced to four paris, the
second viola belag tacit. A canon in Inverslon begins

votween the two violins and 1s then Jjolned four bars
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later by another canon in inversion between the viola
and the cello. After the double bar, the pairs remailn
the same, but the order of entry is changed. The two
canons now begin‘one bar apart rather than four, and
each 1s answered in laversion by its own partmer two
hars after its entry. Thus, all four volces ‘enter
withia four bars raﬁher'than within geven bars, as was
the cage in the first half of the trio.

K. 407 is similar to K. 174 in that its contrapun~
tal sections sound nmuch like repetitions rather than
actual polyphonilc writing. An exceptlon to thls is
fowad ia the Coda to the last movement which contains
srue abretto section, as shdwn in Example 57.

Ex. 57, Vol. 19/2, K. 407, p. 14, mm. 16=27.
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452, although definitely'a polyphonic work,
does not use a large number of contrapuntal devices.
Those that do appear are short strettos or imitatlive
passages;

The first aﬁd lagt movements of K. 515 burat forth
wiih a wealth of contrapuntal writing including a
ction of iavertible counterpoint in the fourth
novement, which is shown in Example 58.

Ex. 582, Vol. 19/1, XK. 515, p. 59, mm. 23=27.
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Ex. 58b, Vol. 19/1, K. 515, p. 60, mm. l=5.
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There are numerous other examples of stretto, imitation,
|
aad canon in this work also.
Vel <
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K. 516 continues to show an abundance of contra-
puntal writing in the first movement and, to a lesser
extent, in the third and fourth movements. Fewer
devices are used in this quintet, chiefly stretto and
imitation.

K. 581 contains very little contrapuntal writing,
but K. 593 and K. 614 again demonstrate numerous devices
in all their movemenﬁs, adding to the "orgy of counter-
point" A. Hyatt King finds in the works from Mozart's
late period.l6

The second subject of K. 593's finale begins as
if it were a fugal exposition complete with a counter-
subjéct which 1s carried through each volce. Each
part drops out after stating'the countersubject,
however, and the writing becomes free after all five
: voices enter. Another new device, lmlitation in
inversion, 1s used at the end of this work. (Ex. 49)

K. 614 sums up the use of contrapuntal devices
in the quintets by using practically all of them:
imitation, stretto, canon, and inversion. A rather .
amazing eiample of filve-voiced invertible counterpoint
appears near the end of the quintet, and is shown in

Example 59.

16y, Hyatt King, "Mozart's Prussian Quartets in
Relation to his Late Style," Music and Letters, Vol. XXI,
No. 4, October, 1940, p. 34,
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CONCLUSIONS

In viewing *the quintets asg a whole, there are a

3
g
(o3
@]
]
O

£ areas in which differences in the use of
compogitional techniques are apparent beitween the |
early quintets and the late ones. However, many of
these differences must be placed in the overall con=-
wext of homophonic téxture ag opposed to polyphonic
vexture, asg naay of these devices are resultant of
or dependent upon these broader categories, and =0,
nust not be wanduly emphasized individually. Techniguea
whichh must be considered in thls manner include changes
in gpacing of chordg, dlvergliificatlon of tessituras
among the volces of the ensemble, changes in melodic
doubling, the division of melodic lines among several
voices, and dilferences in the use of multiple stops.
It must also be remembered that Mozart wrote polyphonile
vorks ia other mediums before he composed the late
guinteota and therefore, that these works represent
the latroduction of changes in the above meﬁtioned
tochniques only in relatlon to his qﬁiﬁtet\writing.
Waen mutling appears, it is only in slow movements.
The prevalence of muting and pizzicato does not seen
©o be related to any partiocular compositional period.

Dolce and tenuto markiags do not appear in the quilntets

T4
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before K. 452, but tenutos are found already in the stiring
quartet, K. 428.

Each of the quintets contains formal irregularities,
many of which are used more than once. This author does
not féel that any of these formal innovatlions were made
because of particular restrictions imposed by instru-
mental combinations or technical limitatlions of instru-
ments.

Throughout the quintets, Mozart's writing includes
hany irregular phrase lengths. In general, however,
more use 1ls made of standard four- and eight-bar'
phrases in the earlier works than in the later ones.

Few significant innovatlons are made in either key
" pelationships or in harmony through the course of the
Quintets, although certain techniques do become more
common in the later works. For example, chromaticism,
harmonic and melodic, 1s used in ever-increasing amounts;
ninth chords are also used more often. Major seventh
chords are used sparingly throughout the quintets and
augmented triads appear only in the later works. More
unusual cadences appear in the later quintets than in the
earllier ones.

K. 452 1s the only quintet which contalns passages
which omit downbeats at a few lmportant structural points.
Grand pauses appear only in K. 515 and in K. 593; however,

they are found as early as the string quartet, K. 156.
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Although a clear cut pattern of continually inoreasing
use of contrapuntal devices does not emerge from an
examnination of the quintets, it is possible to make a
fevw generallzatlions. The early works, which are mainly
howrophonic, make very little use of contrapuntal devices;
the later gquintets ag a group coniain many more devices,
although the polyphonic fabric of K. 452 and X. 581
relics less upon their use. A notable exceptilon in

Mozawrt's early string writing l1s the finale of the

Ghudles of accompaniment figures, articulation,
and the uge of rests did not réveal slgnificant dif=-
Terences among the quntetso»}

Walle they are usged in various ways throughout the
culntevs, range, noun~harmonic tones, harmonic progressions,
harnonic rhythm, melodic embellishment, rocket figures,
axd syncopation are techniques whose use does not

change in counglstent patterns.



APPENDIX A

MOVEMENT IDENTIFICATION
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APPENDIX B
RANGES

Ranges are given for each movement at concert pitch.
Quintet in BP Major, K. 174
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