E: Hartshorne's comparisons of
two sonata form expositions by
Mozart: K387 ¢v K421
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The following discussion will attenpt s comparison of
the expositions of two string quartet movements by Mozart:
K. 387, movement I (G major) and K. 421, movement I (D minor).
The comparison will tend to be general in scope, treating,
'auccessively’procedures within the three maln subsections of
the two expositions: first thematic group, bridge, second
thematic group (ineluding closing material). Reference will
be made as frequently as rossible to the musical detail of the
two expositions, but prose description of this detail will be
avolded whenever possible, and the reader will instead be
referred to the two graphic analyses which accompany the prose
text. Unfortunately, many issues are ralsed by the graphic
analysesy, with respect to fasclnating and highly significant
aspects of one or the other exposltion, which cannot be
adequately treated here elther because of their complexity
or because - while interesting in themselves - they are not

directly relevant to the preseht comparative discussion.

A word must be sald in advance concerning a particular
aspect of the analysis of K. 421, I - namely, the neighbor
motion A-Bb, m9-16 (see gravh). The A is established in the
upper volice in m9-14; the Bb is prolonged by mlé-16. As will
be argued presently, the A 1s an upper third to the F (3).
the prolonged tone of the exposition, and the Bb neighbor
prolongs this A. The upper third creates space within wuich

a descent to the F may be carried out. As the graph indicates,
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however, subsequent references, in this discussion, to the
*third descent' in F major durlng the bridge are not guite
correct since the A which follouws the Bb of ml5-16 is, accord-
(ve., wWikinx of )
ing to my analysis, only a passing tone from Bb to q§ Bb is,
thus, really an incomplete upper neighbor to the A of m9-14

(first thematic group). Nonetheless, a descent to F 1s indeed

meéar
effected during the bridge, and the principle ofaspace created

above a prolonged tone appears relevant despite the absence

of A in ml?,ff.

M1-10 constitute the first thematic group of K. 387y 1.
The ten measures are divided into two balanced four-measure
phrases (antecedent and consequent), which lead to the deceptive
cadence of m9, following which a two-measure extension leads to
a full tonic cadence in ml0O. As the graph indlicates, thlis first
theme exZecutes a preliminary melodlc descent from § (the initial
structural tone) to {. The fifth descent consists of two halves
which correspond to the two halves of the musical phrase. The
descent §-3-§ occurs during ml-4 which c¢learly prolong G major;
the lower half of the descent occurs in m5-107% 5 is prolonged
throughout m5-9 and finally descends, in ml0, to f.

Although this opening thematic group 1s guite complex
in its detall, its overall harmonic and contrapuntal shape, and
its role within the sonata form exposition may be percelved with
little difficulty: in terms of design, the initial - and pre=-

dominant - thematic 1ldea of the movement (vln. 1, ml=4) is




introduced; harmonically, the tonic key 1s established through

a large scale I=-V-1 vrogression (see grarch); melodically, the
» A
structural tone 5 is prolonged by the prelimlnary descent to 1

A
(5 is immediately reestablished in mll. see graph). Because

A

\
( it ends with a full cadence on the tonic, accompanied by a

l

L descent to 1 in the upper voice, this first thematlc group may

bé described as closed.

The first themJatic group of K. 421, I is longer than that
of K« 387, I extending from ml to ml4. Unlike the G major example
it consists of two thematle ldeas which mark off the two main
phrases of the first group: ml-8 and m9-14. Ml=-8 consist of
a classically balanced antecedent-consequent ohrase (4 + 4).

As the graph shows, this classical balance is reflected struc-
turally in the presence of interruption technique (I-V, I=-V-I
with 3-3, 5;5;; in the upper voice). A full tonic cadence is
reached in mB and, therefore, the first portion of the thematic
group might be regarded as closed, although the lmmediate
appearance of the Bth-note A and the subsequent descent to

V in the 'cello (mB-9) prevent any strong feeling of closure.
The subsequent portion of the fir:st thematic group (m9-14) is
clearly open. Motivically, the l6éth-note figure of ml2-14
creates an uninterrupted flow from the first group into the
bridge (ml4,ff.); harmonically, a V is prolonged which never
returns to I; melodically, reveated descents from A (5) to E (g)
create an expectation of a complete 5th descent to i wnich, of

eourse,doesn't occur: the E becomes an lnner volce tone functioning
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as the leading tone to F within V of III, while the A is led

to 1ts uoper nelghbor Bb (see gravh).

This opening thematic group functions quite differently
within the exposition than does the first group in K. 3f7,1.
The latter first group represents a closed unit, harmonically
and melodically, within the overall structure. In the flrst
group of K. 421, I, the processes begun in the second phrase
are not completed, but are carried through into the bridge,

as will be seen presently.

The bridge of K. 387, I extends from mll to m24. Its
thematic material 1s ¢learly derived from that of the first
group: mll-l4 represent a varied (albeit a significantly
varied) restatement of ml-5; subsequent thematic elements
in ml5-24 have their origin in ml-10, However, although
this bridge introduces no significant design elements of its
own, i1t contrasts sharply with the prec’eding material in
terms of 1ts underlying structure. The phrasing, for example,
which was so balanced in the first thematic group (4 + 4 + 2)
becomes conslderably less clear in mll=-20, largely because of
the presence, in these measures, of imitation and, hence,
multiple rnossibilities of grouping implied by the various
imitative parts. Although composite groupings may be inferred
(mff-14, ml5-16, ml7-18, ml9=-21, m22=-25) no clear divisions
exlst because of the continuous mction of the voices across

subdivisions. A further complication of phrasing is introduced




in m22 where the l6th-notes in the first violin imply,
temporarily, grouping by half-measures (m22=-24). The

lack of clear divisions between phrase groupings andvﬁhe lack

of symmetry among the groupings (li.e., 4 + 2 + 2 +’i~:f3) create
a feeling of imbalance, or instability, which is in accordance
with the transitional role of the bridge. It 1s not surprising
that with the arrival of the second thematlc group in m25 the
phrase groupings - as will be discussed presently - restore the

balanced phrasing which was characteristic of ml=-10.

Unlike the bridge of K. 387, I, that of K. 421, I istroduces,
from its outset, = considerable contrast,in terms of deslign, to
the preceding music, The 'vg of III' stated "f" in all parts
(nl4) causes a sharp interruption of the succesive l6th-note
patterns of v -, uml2-14, The material which follows in
nl5, ff. bears cerféin resemblances to that of the first
thematic group: the dotted eight-note figure which begins
the bridge =~ l, Pl ,]—! 7)‘ l_,, 71{[eto. - 1s reminiscent
of portions of the opening theme (c. f., ml, second half and

m2, second half); moreover, the rhythm of the opening 1z

measures of the bridge 1is not unlike that of mll-12 -

w-w-gl iy S8 H_‘:L"‘"H’
,r\[",ﬁ”r BT

| One might even hear a connection bLetween the flbure
‘, ”3 b+1v‘0|0 ‘ '

of ml8 and that of m3:
| BaOuﬁﬂu
| similarities, however, this bridge is not as expliclitly linked =

In spite of sueh

in texrms of design - to the opening group as is the bridge of K.387, I.
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In fact the design of ml9=20 = c.f.y, the trill figure introduced

in vel., and vla. 1s entirely new.

The bridge of K. 421, I resembles that of K. 387, I in
that its phrasing departs suddenly from the symmetry which

characterized the first thematic group. The successive

slxteenth-note figures of ml2-1l4 have already suggested groupings
w consisting of half-measure units. The inclusion of a fourth
sixteenth-note pattern (vel.) causes the strongly accented

'Vg of III* to fall in the middle of messure 14, thus shifting

the downbeat from beat 1 to beat 3. Subsequently, the third
beats of measure 15, 16, and 18-20 are given more stress than
the first beats of these measures, and, hence, these third
beats begin points of articulation within the larger phrase.
The units of phrasing in theée measures appear to consist of
half-measures rather than measures. 'The groupings formed by
these half-measure units are guite lrregular. To my ear,
ml4, second half - ml5, second half represent a group of 3
(half-measurc units); M6 contains a group of 2; ml7-138,

a group of 4; ml9 and m20, each a group of two.

In m21-23 (first half) the presence of 4 -part imitation
renders the phrasing ambiguous Just as 1t did in the bridge of
K. 387, 1: the imitative parts imply conflicting subdivisions of
the phrase and the continucus motion of these parts Obscures

whatever compoglte grouplngs one may infer.
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The third beat of the measure remalns the polnt of rhythmic
emvhasis through the final measure of the bridge: The third

beat of m23 1s stressed as the aforementioned imitation is
interrupted, and the third beat of m24 rerresents the final
downbeat (as well as the point of melodic and harmonic completion)

of the bridge.

Again, the irregularity of ohrasing, the lack of symmetry,
in the bridge - apnropriate to a transitional section - is
counteracted, in K. 421, I, as in K. 387, I, by an immediate
return to balanced phrasing in the second thematic group

(m25, ff.).

The tonal structure of the two bridges under considerztion
is closely related to the nature of thelr design. As has been
Observed, the bridge of K. 387, I makes virtually no break
with the first thematic group in terms of design; 1in fact it
begins with a restatement of the movement's opening measures.
The bridge of K. 421, I, on the other hand, is set off sharply
from the preceding music by the "f" g chord of ml4, and subsequent-
ly employs material which is distinct from (although not unrelated to)
that of the first thematic group. Similarly we find that the
bridge of K. 387, I effects a gradual tonal transition from I to
V while that of K. 421, I shifts immediately and abruptly, by
means of the aforementioned #f® g chord, from the opening I inte

the area of III. (The definitive arrival of III is delayed until
m24.) As the gravh shows, mll-1l4 of K. 387, I = in spite of some




significant transformations - reiterate the harmonlic progression
of ml=4; I-II-V=-I. The base tone G 1s subsequently prolonged
throughout ml5-19 while the inner volice tone D moves to E in

a 5-6 motion (c.f., vlia., ml8-19) which prepares the arrival

of the base tone A (V of V) in measure 20. Thus the move away
from I is carried out subtf§ (almost imperceptibly) through

the simple contrapuntal technique 5-6 over the tonic bass

tone G. The bridge of K. 421, I contains, on the other hand,
virtually no transition from I to V of III; rather, the V. .of
m9-14 proceeds directly to vg of F« The principle means of
conerence between the two sonorities is the common tone E

which 1s transformed from 5 of 1 to ? of 11I. Thus, while

more than half of the bridge in K. 387, I is devoted to
transition from I to V of V, that transition (from I to V of
I1I) is effected by thevery first chord of the bridge in K. 421, I.
The rest of this latter bridge 1s devoted te the oprolongation of

V of III (see graph).

In terms of linear motion (as well as harmonic motion and
thematic design)mll-l4 in K. 387, I repeat the third desoent‘BJB
found in ml-4 (see graprh). In its second appearance, this
descent 1s altered only slightly through the insertion of the
chromatic passing tone C# between D (g) and C (ﬁ). Only after
this initial third descent is reiterated does the top line
depart from the course followed in the first thematic group.

In Ko 421, I, the copening measures of the bridge are, in terms

of the structural upper voice (as well as of the harmonlc progression
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and thematic design) unrelated to the first h=lf of the first
thefmatic group.. The linear motion of the bridge is in fact
linked to that ¢of the first thematic group not = as in K. 387, I =
through reveﬁltion of a particulsr melodic span, buf, rather,
through 1ts continuation of a process initlated in the second
half of the flrst thematic group (m9-14). As was noted
earlier, the firat thematic group in K. 421, I is open since

it ends with V, and since no cadence 1s reached. As the graph
attempts to show, the open or 'incomplete' nature of the first
thematic group 1s reflected in the motion of the structural

top voice. In mY, after the initlal motion 3-5-2 has been
completed (above I-V-1), the bass begins the prolongation of

A (V) while the top voice reiterates a descent over the fourth
A=E (3-5). There may be some gquestion as to which tone 1s
crolonged in these measures: 3 or 3. It seems likely that

the % - ultimately a neighbor to 3, which 1s restored in m2y§ =--
is prolonged but is shifted to an inner voice as the Bb, an
upper nelghbor to the A 1s projected to the top. It appears
that, as 1s suggzested by the graph, the A - Bb neighbor is, in
the large, an inner voice projected to the top for the purpose
of creating space above the tone F (5) which is the prolonged
structural tone of the ex:osltion (see exauple on next page).
While the F=E-F nelghbor is of overriding significance on the
background level, the A-Bb- (A) which prepares the 'third descent'
in F major is crucial to the prolongation of F (3). The

establishment of the A in the uppermost register takes place in
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the second half of the first thematic groupy the registral o
connection A-Bb links the first thematic -group to the bridge.

It 1s hoped that the graph shows the structural melodic
H' progression of the two bridges in question clearly enough to
| obviate a discussion of each progression in vrose. Clearly
% the two upper lines represent two very different procedures,
; since the larger structures within which they function are vefy
different. As has been 1mplied already, the overall linear
I process of the expositlon in K. 421, I is the prolongation
of the F (g) (at least this is my contention). F (g) descends
5 to D (i) in the first thematic group; 1t is restored in m24
ﬁf after a(ﬁ»gfi descent in F major. The function of the bridge
I in the overall prolongation 1s the establishment of A (3 of F)
v through its upper neighbor Bb thereby creating space through

which 1t executes its third descent to F.




The overall linear process of the exposition of K. 387, I
is the prolongation of D (3). As has been observed, the first
thematic group contalns a preliminary descent from D to G (i).
The D is immediately restored at the outset of the bridge and
the initial third of the fifth descent of ml-1l0 is heard in
mll-14, The remainder of the bridse continues thls descent
to G, but the G i1g no longer a point of arrival as it was in
ml0. During the 5-6 motion of ml7-19 (discussed above) the G
is transformed from a consonant tone - 2 of G major - to a
dissonant tone -'3 of D major passing from 3 (5) to F# (3).

The second thematic group, m25, ff. carries out the descent from
F# to D which has thus, over the space of the exposition, been
prolonged by octave descent. The role of the bridge within this
descent has been to fill the downward 6th D-F#.

rFS s

It should be noted tha?’in the large,;he two expositions
are not as dissimilar in terms of melodic motion as might be
thought. Both seek to prolong a single strﬁotural tone; Dboth
complete the prolongation of that tone through a descent from
its upper third. 1In K. 421, I, the top line ascends to that
upver third as described above; in K. 381 the top line also
progresses, during the bridge, to that upper third, but enlarges
the space involved from an upward third to a downward sixth.

In K. 421, I the establishment of the upper third (A) to the
prolonged tone (F) occurs in the first thematic group and

gxtends into the bridge; the bridge carrles out the desceat

from the upper third to the prolonged tone. In K. 387, I,
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the upper third (F#) to theprolonged tone (D) arrives only
at the beglnning of the second thematic group which subsequently

carries out the descent to the prolonged tones

The second thematic group of K. 387, I (m25, ff.) and
Ke 421, I (w25, ff«) are alike in that both combine balanced
phrasing with a feeling of melodic and harmonic arrival. M25-39
in K. 387, I contaln two balanced (antecedent 2rd consequent)
slx-measure ohrases followed by two measures of extenslop.
Interruption tech”nlque is clearly in operation (see granh).
No interruption is present in the second thematic group of K. 421,
I, but m25-32 consist of a balanced four-measure phrase (2 + 2)
followed by a varled repeat. +In both secénd fhematic Zroups
there 1s an unequivocal feeling of harmohlc arrival which is
susteined through the remainder of the exposition. It has
been, in both cases, the task of the bridge to effect the
translition from I to the new key; tﬁe second thematic group,
in both cases, prolongs this new key. A significant difference
exists, however, between the two second groups with respect to
structural melodic motion. The sense of arrival in K. 421, I
1s - to my ear - far greater at the outset of the second group
than at the corresponding spot 1a K. 387, I. This is undoubtedly
due in large part to the fact that in K. 421, I the upper line
has already descended from g to 3 by m25, creating, at the

arrival of the second group, a feeling of melodic completion

. 28 well as harmonic arrival. In K. 387, I it is the upper

third (F#) to theprolonged tone (D) wnich arrives in m253
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thus any feeling of melodic comvletion 1s delayed until m39
where the descent from F# to D 1s completed. It might be said,
then, that K. 421, I contains a s *deslign' second group
whereas the second'group of Ke 387, I is both a ‘'design' and

a 'structural' second groub.

It is wq:rth noting, in light of what has Just been observed,
that the amouht of closing material which follows the second
thnematic group is significantly less:in K. 421, I than in K. 387,
I (9 measures as opposed to 17 measures). Tnhls may be due,to the
fact that in K. 421, I the second theme has, 1tself; the quality
of closing material since the descent to F has slready been
achieved; 'thus less subsequent closing material - that 1is,
material which extends‘the tonic harmony and prolongs the goal
tone of the upper line - is neceded than in K. 387, I where the

arrival on D is achlieved at the end of the second thematlc group.

The material wnich follows the arrl;al of the main structural
tone in each exposition (m25, ff. in K. 421, I and m&0, ff. in
Ke 387, 1) 18 omitted from the grach, not because 1t is
insignificant, but because 1t has no relevance to the large
scale melodic or harmonic structure - that is, it is ‘'design'
rather than 'structural' in nature. In terms of ovhrasing,
however, an interesting oprocess 1s observed in the closing

measures of both expositions:t emphasis 1s placed on the third

beat of the measure as it was in both bridges and groups of nalf-
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measure units are suggested which upset slightly (much less
consricuously than in the bridge) the balanced phrasing
introduced by the second thematic group. Both second groups
end with a femlnine cadence (c.f. K. 387, 1, m39 and K. 421, I,
m32); emphasis is thus gilven already to the third beat. On
th/_&pird beat of m32 of K. 421, I, the syncopated figure
(vel)

b ' } Il l , ete. is introduced} the music

which immediately rollows is clearly divided, 1nturms of
s design, into half-measvure units:

(WUI\ f ﬁ-,; . d“m r.' ,b r-,:_‘-" ’ s etc.

Three ; Ekese units occur before the ayncopated figure is

repeated. In m32-35, we hear two overlapping groups of four

NBL.half-measure un%t;s Lo
~ N v -
(Vd') ! a ‘o’o‘o o ’}] ﬁ ‘.”').i.-l.! ﬂ v’
P ! L L_r_.a & '3 \' \ *"'{ ? ._________‘ “"‘"TWWJ L ,“.etc. |

| That the unit of phrasing 1s the half-measure is indicated by
the fact that the initial synbopated figure occurs first on
beat three (m32) and then on beat 1 (m35).

Following the feminine cadence of the second theme in
K. 387, 1, (m39), a four-meassure phrase océurs wnich subtly
suggests the half-measure as the unit of ohrasing. This
phrase closes with a feminine cadence in md3. Thne third beat

~of mh3 1s clearly the downbeat of a new vhrase; from thnis point

phrases are consistently begun and ended'at the half-measure:
m43, third beat - ml5, third beat; mlé5, third beat - mik8, third
beat; m48, third beat - m50, third beat. At the third beat of




~15=

m50, a grouping by half-measure units occurs which 1is very
similar to that of K. 421, I, m32=33. It is begun with a
syncopated figure which occurs first on a third beat and then

on a first beat. Even the dynamic effects (the use of 'fp')

rssemble those 1n the- K. 421, axamolz. 4
F“Ir*ﬁ I=ar= -—1r' “1?“‘”“'1
‘i— -«N‘—'? ‘ri J‘J_,' i’ ‘ ‘e ’d
s etc.
.} T’

This series of overlapving halr-measure units (& + 4) i1s followed
by an extension of two half-measureunits (m50) followlng wnich
a clear downbeat 1s provided on the first beat of m55 and rhythmic
clarity 1s restored Jjust }eq; enough for a two-measure closing

motive to be heard in h55«56.

“ ) W | -5€
w The subtlety with which Mozart achieves the highly

“ complicated rhythmic shifts is truly remarkable. What 1is also
gquite remarkable is the similarity between the employment of

such rhythmic shifts in the two exposltions under consideration.
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