
B. BlESHEUVEL 

ASPECTS OF f'O~ ANI) STrLe: 

IN 

Be~thoven I Eo StX'il13 Quarte."\:;s . 

Submitted for the Degree of Master of Music 

Rhodes University 

1962 



Page iv 
Page 38 

Erra.ta 

- for 'Trnasition' read t~ansition'. 
for 'sub-domiant' read 'sub-dominant'. 

Omissions 

Page iv [Abbreviations] - add: 

pV _ Parallel five, i.e. the chord 
on the third degree of the scale 
which functions as a fifth degree 
to the tonic parallel. 

Page 120 [Bibliography] 

Altmann, Prof. 
notes to the 

- add: 

Introductory 

June 1938]. 



CONTENTS 

Preface. i 

Explanation of tho torms used • ii 

AbbrGviations ... 
• • ~~ .. 

Chaptor I '~ehJ Introduction 1 
Chapter II The Analysis • 4 

Quart0t No 1 - NOV81!l8nt I • • 5 
- r: ov CJ!1.0 ~1 t II • 19 

r ·~ OV8]i! .3nt III 28 
- ro; ov m,wn t IV 32 

Quartet ITo 2 - HOV8illont I • 40 
- Eovement II • • 50 
- It' ovcmlen t III • 54 
- r.~ oV'Jr'.en t IV • 59 

Quartet No 3 - Movement I • • 80 

- rtiovnmont II • • 89 
- liOVOflGnt III • • 94 
- Movement IV • • 96 

Chapter III Tho Summary • • • • 106 
m.bliograIlhy. • • 120 



-i-

PREFACE 

Many books have been written ';lhich deal with the 

subject of form and style in Beethoven's works. Most 
writers, however, seem to be satisfied with superficial 

descriptions - in some ca ses merely programatic -

which do not explain the underlying problems and 

treatment of form. Furthermore, no book exists, to my 

knowledge, which delves so deeply and with such detail 

as to deduce with almost certain accuracy the i=er 
coherency of the form. It is the aim of this analysis 

to approach the problem in this way. 

The edition used for this purpos e is that one 

published by Ernst Eulenberg Ltd. London WI, which 
was edited fr om the autograph M.S. by Professor Dr. 

Wilhelm Altman. No comparisons are made with other 

editions, and possible printer's and other errors are 

not considered. 

I chose the works to be studied here, the three 
quartets Ope 59, for two reasons: 
1) the string quartet medium is one of the n ost 

suitable types of instrumental music for the study 
of form, 

2) the Ope 59 quartets belong to a period in 13eethovcm's 

life when he was particularly intent upon exper'i­

m',mtation in form and development of dil'lension. 
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The f0110" fil1g il.. al1 8:{plan:3.tion of thQ t8rTI3 used 

throughout t lJ is th'_' siG: 

Motive a sine;lo rhythl71ic2.1 or melodic 

gc)rm cell. 1) 

Phrn. f1e 

Sentence 

Cl'JSDd period 

Open peri. ad 

Scction 

a short melody Y'l.O Gtly built up 

fro]'} rnoro than one Y'lotive;. 

a non-periodic double _~ !hraDo t 

of ton unDyF~etrical . 

a sym.metri r:; al s ontence b ·:(;inning 

and onding on the; tonie hut with 

a half close on the dom.:Lnant in 

the-: middle. 

a sentence whieh follovrs the 

GyrulwtricQl outline of the cloGed 

period but invprts th;-, harmonic 

bo..lane G? 3-:1..odula tin.: 2 ,Vla y fr O!'Y\. the 

ton ic. 

thmll,,-tie m'lteria l eonpr:Lsinc 

,_~ 0veral o:L:· ' ilElr or vari e d phrasGs. 

t o siGnify [., I}[;.rt of thf:! j ' oV ':J­

mcnt c ol1siot:i.n:~ of Ol1.~ or TIorr-~ 

subjects b:~in,; c%tcrmin 3<l by the 

t oiml outline only. 

1) The ','lord tp1oiiivic' '::h5.ch l:1'::; ,:tl1S ~;.- orkin~ 'j "tth ~he jYl()tiv~~, 
is a d:Lr;ct tra ncl£-tion :~roT'l the C .. or~,lnn lQn,~u "" ·,g':1 ~J.nc3. 

ha s boo:':':t uS(Jd bv Gus t(Pj"{-~ Hee s e tn hi L boo];,: r·:u c~ ic in 
th~ R('n ::j1· ~Ran~e ( ,, ·'c' p- (1''' 3'''-') Br'(>·::)u ' · ~ 1· t- (·1· ..... '...,cr1·bl"J(' J ...... . . , •• . ~L.V 0,_ L.; ..... ~ • • , _ . (. l L:.'-' "T"I 0 v.J("":'" I..J ' ; . '..;' ,J .$") 

aceura tel v and simnly tf)chniqu0D lu()d by Bcethoven. 
it h 'ls b e en adopt0d for th:i8 trw,,:is. 
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Can tL'.ua ti on 
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- longthe!ling of a phr2-so or 8ul) j 00 t 

by repe titions of a ~otive , 

usuall y that of the last b nr. 

,.arryinc; on by J:1.:'Oan s of rleve ­

lopm:mt techniquo u ., ing e ithor 

prcvi ourJ or now na t:)l'ial . 

The l' oJ. 1 o·.'lin,::; abbr::vta tions aro used . 

ADcom. 

CGllo. 

Ctp. 

Cont. 

Dev. 

Dim. 

D 

D 7th 

Dp 

Ex. 
J:~xp 0,] • 

ff 

Incom. 

Inv. 
Maj. or + 2) 

~.:in. or 

- Accomp;:miment 

VioloncGllo 

Counterpoint 

- Continuation 

Dcvelopr,1On t 
- Dimini shed 

DOJ1l inant 

Dominant 7th 

Dominant parallel 

- l~:r.:aJ'lple 

- EXllosition 
following 1) 

- Incomplete 

- Inv :)r s i on 

l\;a j or 

~inor 

- - ---------------------------
1) c.r:. ' barr; 101'1' ,_ moans a ll tho b >':. rs which f-ollow . 

bar 10. 
2) The sign '+' is al[)o used as a plus sign; distinc­

tion b8 ·l~·. ' ec;n the t vvo r1.8ani!l.Zo b8COi""l CS obvtous 
Vlhen seen in c ontext. 



Mod. 

~,~ovt • 

Ped pt. 

Rccap. 

S ' ,et . 

f.)cqucn . 

SD 

Subj . 

Subjs . 

T 

Tp 
TV 

Trans . or tr 

Vln 
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- Nodulatory 

- r.~ovcmcnt 

- Pedal-point 

- Rccapitul ation 

- S ~;ction 

- S,'qucntial 

- Sub- don inant 

- f.)ubjoct 

- Subjccts 

_. Tonic 

- Tonic parallel 

- T onic five L c. the fifth dcgrc o 

of the scalo . 

- Trnacition 

Violin 

In one diagram , viz . on pac e 83, it /10\ 8 nGCeSsdry 

to indicate the boat of the ba r as well a s the bar 

numb!')r i tS(J l f . }i'or this purpose tho folloYling method 

';...,as adopted. : 

c.g . bar 29~' 
bar 3~3 

tho fourth boat of bar 29 , or 

the t h ird b eat of bar 34. 
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C HA P T E R 1 

'1:HE I NTTWDUGTION 
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The chicf inc c'ntiv') for tho composition of the 

O "'9 t til. d d b P .:J quaI" ,0 s '.,as prOVl e y an. 

on tho part of the art-lovin,':: Couyd; 

order or requost 

R" ''' '~ov ~lnTIl 1) 
....... ...JV\J.;L .J ... .. " 9 

Russian Ambacsador in Vienna durinc tho yen.rfl 1792 to 

1 822 (')x ccpt for -;;he y:·~ar,; 1799-1801 ). He wac a keon 

quartet play er himcelf , and " '. 1811 pIaoticecl in the 

c~)c oncl vi olin P,:'2~tc of Haydn I S quartetc". 2) 

Thorn GEH:;!lS to havo be en n o co:tU18ction betl?Toen 

him and Bee. t hovon u,,"ltil the end of 1 805 :r!1Gn he 

cornrniS Dioned the Gompo r.; or to ~i/ri to somo quartets v:i th 

"Russ i an melodi es, re8.1 or ini tatod". 2 ) 

B~ cthov ~m b'~Jan coml)oc inc; t he quartets on May 26th , 

1 80 6 , a nd ()ff'~rcd thc 0 01'lr-l ,)tc set to the 1)ublishors 

Brei tkopf and Hartel, on 18th \'ifovemb(0r, 1 806. 

After' I;ho first purform3,nce in VienIl8. tho ori t ic 

of the: 'Al l :::;cmeinG i'lu.Gil:2.1isuhe Zoi tunc;' 3) describccl 

thoro a s "v',ry long and difficult. ... . .. doep i n thouGht 

and wol l ',Jorked out but not grJllGrally comprehom;ibl e". 4) 

Acc ordinr; to Gerald Abraham 4) evon the qu'2rtet playerc 

( the SehuPIl::lllziCh Qt1:lrt':t) " thouGht theF j okos and mere 

nonscneo". rr:lis j.s Gomo\lLat surprisinG as th~ Schuppan­

zigh players, 18il1,']; at IJe()thovrm I ' ; disposal for r'Jhear­

sinG and for experimr]nting'l ;:,us-G hav\~ b '-:'cn v ery fami lia r 

wj. th · ~hc ·,,!orks . 

1) Prof . Al tman I s i'.1.tro<1uctor~' note f3 t o the J;"ulcn'br)rg 
')di tion of thc Op.59 QR'1.rtots. 

2) B2cthove n I Ei Sec ond-Peri cd Quar"i;ots by Ge r n,ld AbrahaJ'l, 
]Jublishr.u. by Oxford Univorcity Pr0. D~' 1'.1. 1942 (8 ("'0 
page 9). . 

3) 27th February, 1 807. 
4·) Boethoven ' c S 00 and-Peri od Quartots by Ge :,:": 1 d Abnlham , 

pub l ished by Oxford Univ~rsi ty Prof,s i n 1942 (s ee 
page 10). 
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Tho quartets wore not published till January 1808. 
It remains doubtful as to which is tho first editi on; 

Professor Dr Wilhelm Altman writes : "In the opinion of 

Duggo these quartets were publish(~d in 1808 under the 

ti tIe: 

'Trois Quutuors pour deux Violons, Alto 0 
Violoncello Composes par Louis van Beethoven. 
Oeuvro 59me • Livraison 1, 2 and 3 respectively, 
a Vieru~e au Magazin de J. Riedl, 582. Hohenmarkt.' 
(Plate numbers 580, 584, 585), 

Notteboh~, however, quotes as the publishers 

'Vienne au Bureau des arts e~ d'industrie 
a l'c,)sth chez Schrey v-ogel & Comp.' 

wi th the same plate numbors. _Probably he i s right. 

We ImO'.'1 that the firm Johann Riedl in Vi enna, which 

closed dovm in 1829, took over these Quartets from 
the Bureau which was bankrupt in 1811:" 1) 

The third page of the Ri edl edition i s d;corated 

witb the Razumovsky crest, and underneath iG the 

following dedication : 

'Trois QUatuors TraG humblement Dedi~s a son 
Excellonce Monsieur le Comte De Rasownoffsky 
Consciller privc actuel de Sa Majest6 L'Empcreur 
Dc Toutcs Les Russies. Seneteur, Cheva li er des 
ordrof.! do Saint Andre, do Saint Alexandre-Newsky 
ct Grand-Croix de celui de Sa int Wladimir de la 
preJ'1i8r ClasGe &0 . &c . par Louis van Beethoven'. 

-_._-- ---_._---- ---- -._--- -- -------- -_ . .. _ - _ . _.-

1) Prof. Altman's introductory not~s to the Eulenberg 
edition of the Op. 59 quartots. 
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o HAP T E R 2 

TIlT'; ANALYSIS 
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STRING QUARTET IN F mAJOR 

OP.59 NO.1 

There are four movements: 

1) Allegro: 4/4 F major. 
2) AllegrcYGto vivace e sepmro scherzando: 

3/8 B flat major. 

3) Adagio molto G mesto: 2/4 F minor. 
4) ;"HEl'']; RU:-;SE Allegro 2/4 F mel, j or. 

The First Movoment is in sonata form: 
X=:!xposition 

Development 
Recapitulation 
Coda 

- bars 1 to 103, 
- bars ln3 to 254, 
- bars 254 to 348, 

- ba rs 3~· 8ff. 

The first section of tho exposition (b ~rs 1-38) 

comprises three subjects : (a) bars . 1-19, 
(b) bars 20-30, and 

(c) bars 30-38. 

SubjGct (a) (bars 1-19), although of continuation 
type, is made up of fiv-, rcgular 4-bar :r;Jhrases tho 
last two of which ov,rlap. The opT'ling phraoe with 
its threo motives: 

Ex 1. 

I ~} ~ 1 tj-±g 
I I. I 3. \ 
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presents the: basic ma'~erial for th~: f irst s()ction : the 

stepwise afJc:ent of motive (al) bec ames the chief e lemcmt 

of subj ect (a) (see also its augmentation in the closing 

bars 16-19). Motive ( a2 ), together with the above­

mentioned aseent of (al), constitute subjec~ (c), and 

motive (a3) reappoars in the skips which characterise 

sub j oc t (b). 
Motives (al) and (a2) a r e also important in tho further 

course of the movem'mt, since they recur ei t hr. r 

s eparately or in different combinations, variations 

and transformations. 'rhe accomp.:mying figure (con­

tinuous quaver repetitions) is rCcJserved, however , for 

entries of the complote and unchanged phrase, which 

are found only at the beginning of the exposition , 
d1:!velop!1lent and recapitulation respectively. By 

these moans Beethoven not only causes t he four parts 
to stand out clearly (principlo of variety) but also 

knits them into an organic whole (principle of unity). 

Subject (b) 

Ex 2. 

ass ociated with elemonts of j;totive (a3) in its use of 

the int!Jrval of the sixth, shows a tendency towards 
phrane expansion by rhyth~ic augmentation . 

Ex 2a. 
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Subject (c) is a doublo phraso the t\/O parts of 

'Ih ich arc identical but for their r a nge. 

The harmonic outlino of the first section is 

triparti to ',Iheroby the quasi-chromatic progressions 

of subject (b) contrast strongly with the pedal points 

used in subjects (a) and (c). Tho dominant pedal of 

the form8r in addition to tho steadily climbing melodic 

phrase and, tho strong rhythmical load of tho llerpetual 

quaver repotitions in the accompanimont result in the 

impulsivo nature of su'bject (a). This is countor­

balanc eden the other hand by sub j ec t (c) ,'Ii th its 

tonic pedal note and a more static melody. 

The transition (bars 38-60) not only 110dulates 

to tho dominant but also forms a thematic link between 

the first and sec ond s\~ctions. Its bipartite structure 

is determined by the perfect cadence i n bar 43. The 

actual modulation takes p lac e in the first part , 

whereas tho seoond part transforms the tonia function 

of G into that of a dominant. This is broucht about 

by a stron:; sub-dominantal turn (C minor in bar 53 and 

F mCcjor in l)ars 56 and 57) and the subsequent 

establishmc,nt of C as the neVi tonic. 

The thematic m,lterial is based on develormcmt-liko 

transforma ti ons of (al) ann, a new triplet ~ 'otive. 

'rhe latter is introduced a s a sOGJllinc;ly caDua l ecuntC)r­

point in br,rf3 42 and 43, lmt gains more si{;nifieance in 

the opening bars of the sec ond ~xlrt (barD 48-50). Its 

rhytlmico.l [l,spect returns us a chiof oloment i n 

subject (0) of the second sectton (bar f-' 73ff). 

Th" second section ( bars 60-90) has throe 

dtamotrically oppos od Bu11jccts : 
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(d) bars 60-73, ~uasi-polyphonic and lyrical 

(e) b~rs 7 3-85, of a rhythmical nature 

(f) bars 85-90, a purely harmonic subjcct. 

Sub j Jct (d), which compri ses two similar 4-bar 

phrases followod by a continuation, shows remarkable 

thematic dansity. The main portion is charar.terised 
by an ascending a major scale, which at its firs t 
appearance is countorbalanced by the descending lines 

of the viola and cello (ba rs 60ff). The two phrases 

arc joined by a short link using a d :)8cending tetra­

chord, a :.'lOtive which is of c reat significance. It 

appears for the first time at the upbeat before bar 60 , 

i s imitated by the viola in bar 60 and by the second 

violin in bar 64, and reappears in a diffc;rcnt 
rhythmical pattern as the motive of the continuation 

group (bars 67ff). The tetrachord (in bars 59-60) 
i s extended to Q hexachord by a further descent in the 

f irst part of subject (d). (oee bar 60). Likewis e 

in the second phrase and conse~uently in the above­
mentioned i mitations. 

See Ex 3 on page 9 -
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Both thl"se motivos, tetrachord and hexachc;rd alike, are 

essential <'Jlomonto of both subject (a) (m otives 1 

and 2 respectively) and subj~ct (b), thereby creating 

an inner rolu.tionship bet '18en first and sceond s eetions. 

Subjer;t (0), constructed from short triplet 

motives, h[~::; dc!vGlopnont character. Thi3 is most 

obvious in bars 77 and 78, a n d in its arpegeio trans­

formations in bars 7<)-85. 

Subj oct (f), a grou:p of altcrnating Eustaincd 

c]iords, has link charactcr. 

Only subjects (e) and (f) are of importanee in 

tho devole:rmont; Dubjcet(d) o'7in.g to its thematie 

concontration, doos not appea r at all. The tonality 

remains thrOUGhout in C n~jor but the development 

character of (e) is enhanccd by tho use of an auxiliary 

dominant in bars 77-80, an idea which returns in 

subject (f). 

The subject of the closing section is an obvious 

derivitive of (al), but the o11eninc; bar is rhythmically 

the sams as that of (d). Furthcrmore, both t;Jtrachord 

and hoxachord arc evident. Tho continuation, l}urs 98ff 

which he.s development character, i s based on a rhythmical 

variation of (0.1) introduced at bar 94-. Thi s motive 

app:,ars twice again in tho development, nDelr th~' 

beginning as a link, and at somo length l ater (bars 132ff) 

whcro it occurs as a countersubject in the. quasi-fugal 

scction. The C Bajor tonality retained in tho main 

portion of the closing section assumes TV function Vii th 

the introduction of a B flat at the bogi=ing of thc 

continuation in bar 98. This change togctller Hi th thc 

deve lopm'}nt-like chu.ractcr makes these bar[l a trans-

ition rather than a close. 



-ll-

The d<3velopmont (b::-.rs 103-254) , which is very 

extended, comprises sevcn parts: 

1) (bars 103-126) dealinG with phrase 1 of uubjcct (a), 

2) (bars 126-144) usinG motivc (al), 

3) (ba rs 14 tt -151) an amos t litera l quotation of 

subject (c), and of obvious link character , 

4) (bars 152-184) an extended ~roup with a concorto­

like tr()atwmt of the first violi n based on various 

transformations of (a2) later combined v{ith (al), 

5) (bars 185-218) a quasi-fugue b~sed on a variation 

of (al) ,md a new subject. 

6 ) (bars 219- 242) which presents a combination of 

(al ) a nd (e), and finally 

7) (bars 242-254) a transitional Group based on the 

slightly extended subjec t (b), 1fIhich ovcJrlaps with 

t he recapitulation. 

The opcm:Lng bars of part ( 1 ) (bars 103-126) are 

idcntical ¥nth thosc of the exposition. The presence 

of the tonic kGY shows the influe~lC c of rondo-sonata 

form ;[hich j. s somewhat unusual in a first raov ement. 

Three furth()r statements of the Sfune phrase; follow 

after a short modulatory link using the variation of 

motive (a l) establishod in the clenin.:; group (bars 107-

110 ). Though thc, sub :i8ct phrase itself remains basically 

unchanged, deve lopment featur :;s e~dst in the modulatory 

outline anO. in occasional roferc:'J.ces to triplet arpegc;io 

motives. 

A note.lorthy overlap between the tonic harmony of 

the phrase and the dOTl1inant harmony of the ac()oPlpanimont 

occurs in bar 111 possibly due to a cort8.in harmonic 
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ambiguity of the phrase. 

Ex 4. 1111 - -- -- -

1 · 
o V;o"r-~: _ '0 

t:~~l _~:....::- ==--=-=-==----=-=-t -- -==-=-=--=--i=t-' 
I 

However, such domina.nt-t-onic ov[)rlappin~s aro a 

favourite dcvicQ of Becthoven's and can also be found 
for example in tho first movement of tha ' Broica ' 
symphony (soc bars 394-395) and the piano sonata 

Op. 81a (sao bars 213-2:8). A fifth but incomplot<' 

statement of (a) entcring in canonic imitations 

botvlecn tho four instruments (sec bar 102) ~nd ovcr­

lappirz with the provious statc)T!18nt, prepares for 

part 2 which is b(1.s od on motive (u.?). 

In part 2 (bars 126-144) TJ0ti ve Jevolopacnt pre­

dominates and for the I'l0;3t part ctrict 4-bar phrusing 

is observod. This is doterT'_inod 1)y a 2-bar descent in 

the first violin and its imitation in the c:)llo. Tho 
latter tv;o L1ars arc counterbalanced by an ascent in 

the upper parts using the upbeat motive to bar 1 26 . 

Those three phras;Js :lrc follmlod b;r a 6-bar 0 ontinua tion 
also taned on (a2). The harmonic s cheme is not 

f.lodul atory except for a surlden turn to E flat major 

in tho last group. Until then, the G minor tonality 

of bar 120 is r8tc;,incd, but i s supported at bar 130 

by the minor dominant (D minor). Both G minor and 

D minor chords arc strc~ ~ ed by their respective 

dimini shed sevenths. With the exception of ono bar's 
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anticipation of the F sharp diminished harmony in 

bar 133, this harmonic scheme coincides with the 

4--bar phrt?~sing . 

In part 3 (bars 14-4--151) subject (e) is intro­

duced in a manner somewhat reminiscent to the 

exposition, i.e., with a sudden dynamic contrast, 

and aftcr a broken-chord pattern. Its brevity and 

modulatory outline give it transitional character. 

Most of the; theY1at ic activity in p3.rt 4- (bf',rs 152-
184-) is confined to the first violin. In a false cntry 

of phrasc (a) its motive (a2) becomes transformed (see 

bars 156-157), and is usod afterwards for continua­
tion purposes. AlthouC;h the part writing of the 
accompaniment seems to be purely h2rrlOnic , it shows 
a stepwiso asccnt of a sixth both in the collo and in 

the second violin, which is caused by an harmonic 

se~uGnce of altornctinG root pos i tion and first 
inversion chords. The rhythmical distribution of 

th30e harmonies creates a gradual accelerando as shovm 
in the follo'.7ing diagram : 

C maj. 6 bars 152-157, E in bass 

F min. 2 bars 

J 
4 bars 158-161 F in bass 

D flat (lot inV) 2 bars 
, 

c, flat mLj. Itbars 

J 

LT 

2 bars 1-62-I63 G in bass 
E flat (lot inv) t bar • • 

A flat I1aj. Itbars ~ 2 bars 164-165, A in bass 
F min. ( 1st inv) t bar 

B flat maj. 1 bar 166, B in bass 

A flat maj. continues differently, C in bass 
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Extra i mpetus is gained by broken octaves in the second 

violin (sec bars 162-167) vlhich follows a s i milar 

rhythmical speeding up process. Th0 ascent of the 

accompaniment is counterbalancad by the descending 

scal es of the first violin. At bar 170 the modulation 

to D flat is complete, and the ensuing bars merely 

establish this tonality. Motive (al) predominates in 
the! three lower parts, and although t he first violin 

continues y!ith thematic dissection of motive (2) it now 

functions more as accompaniment until in bars 176-180 
i t likewice partakes in the elaboration of motive (al). 

A chort modulat ory link of s ix bars , (180-186 ). 
forms a t hematic bri dge between the fourth and fifth 
parts . I t bogins with a derivi tive of (al) follO\¥:.\ d 
by a rhythmical variat i on introduced in the closing 

sectj.on (bar 94). I ts continuation serv8s as a counter-

part to the sub ject 

This subject , (g), 

of the fugQe in part 5 (bars 185-213). 
can l)e regarded 

new but for some vague reminicccnees 

as essentially 

of cui) j ec t (b), 

i.e. skips of a fourth and s ixth and some rhythmical 

similarity . The continuation nature of the cOlmter­

part, the delayed entry of subject (g), an ('. the lack 

of chordal Gupport in the perfect cadence a t bar 150 
r esults in 11 strong linear im:!"JrosG ion, which except for 

tha last nine bar s charactoris<)s the whole of part 5 . 
The fugue writing is strict, there being four entri es 
of the sub j nct in E flat T'linor, B fla t minor , r; flat 

minor and B flat mill or r espectively. The fourth cntry 

ovp-rlaps the.: last part of tho third . An intnresting 

feature is the presence of a ceuntersubject in the first 
entry . Furthermore , in pl ace of modulatory links 
between tho entries Be'Jthoven varies the closing bars 

of e ither the subject itsel f ( DeC) bar 192) or the 
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c ovntor subjoc t ( see bars 198 and 199 ). 

A fifth entry i n F minor occurs a t ba r 203 but remains 

incomplete, continuation technique being applied. 

Canonic imitations betweon the violins i n octaves and 

tho viola ( canon at the second a t one bar distance ) 

characteriGo this group. It modul ateD to th,-, 

B diminished chord (i. G. the C major tonality ) after 

which the contrapuntal writinr:l" ceasos . This poi nt 

represonts the climax of a gradual cresc endo which is 

achi eved not only by the i ntensification of contra­

puntal texture inherent i n any fuga l exposition, but 

als o by a further increase in the density of the part 
writinG ( stretto and canonic imita tions) and a 

continuously r i sing pitch l avel (especially in the 
continua tion Group). A rapid descent ("Ihich i s an 

elaboration of the B diPlinished chord) together with 

a diminucndo f ollows . Rhythmica l relation to 

subjec t (b ) exi sts in the usc of syncopation and tied 

notes. 

Parts 5 and 6 are linked by the cadenti a l bars 
218-222 and two modulatory bars 223 and 224. The 

former uses mot ive (al) and its variation with a counter­

poi nt of triplets , and the l att er the main motive of 
sub j ec t ( e ). 

Part 6 (bars 2 19-2~" 2) presents mot ive (e) and 
motivo (al ) treated i n dialogue manner betweon the 

two upper a nd the two l ower parts. Mot ive (al ), 

sliehtlymodifiod , occurs throughout in double 

thirds and motive (a) nl ternately bet",veen t "IO instru­
ments . Thero arc six 2- bar phrases whereby " the 

distribution of the t her,latic material be t weon the 

instruments sho'.'Is remarkable sYTIll'wtry as shown i n 
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the following di agram : 

(e) 'fa}' ( e ) 
~~ 

Violin I, II ( e ) (a) (a~ 
Viola, cell o (a) (a) (e) ~ (e) (e 
~ 
2 + 2 + 2 + 2 + 2 + 2 bars 

The modulatory scheme is sequentia l going from G minor 

via D, A and E (alternating between major ' End minor) 

to tho dominant 7th of F major. Tho han~onics ~ 

coincide wi th the 2-bar phrasing, and the major-minor 

changes occur within each phrase. 
A continuation follows which uses motive (al) in 

different va riations: augmentation and syncopation in 

the middle ~arts in bars 236-237, and triplet figura ­

tion in the upper part in bars 236-240. Interesting 
metrical changes occur in bars 234ff: the entrance 
of motive (e) is shifted from the second beat to the 

first, and lilotive (al) is augmented and prc~ sented in 

syncopations (see bars 236 and 237) which are antici­

pated in bar 233. A chromatic three-note link in the 

fi rst violin (bars 240-24-2) l oads to part 7 which is 

a varied form of subject (b). 

As in the 8x!,osition, (b) consists of a series 

of passing diminishGd chords but without modulation. 

In part 7 (bars 242-254), however, its rhythmicalw 

shape is somewhat changed, thor8 beint: a tendency ~ 

towards accelerando by phrase-shortening ( see bar 259), 

rathcr than phrase-expansion. This tendency together 

with a constant ascent in pitch level in all four parts, 

and the increase in tension cretted by the diminished 

chords, results in a bi g crescendo which reaches its 
climax in bar 252. A rapid descent both in dynamics 

and in pitch follolVs, the latter in the form of a 

d"scending scale passaee which shows rhythmiC'll 
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relationship to motive (a2). In bars 272-278 of the 

recapitulation this relationship is clearly to be 
observed. 

An inter esting overlap bet';,ccn development and 

recapi tulati'm occurs in bar 254. The descending 

line of the first violin ends one bar after the entry 

of subject (a). Thus the ascending charac)ter of 

mot ive (al ) ( .!hich is emphasised by an ascending scale 

approach ono bar 0arlicr ), is countcrbalanc :)d by the 

descent in the first violin. 

But for a f ew minor chanc;es mainly in key and 

in instrumental setting, tho recapitulation (bars 254-

348) is regular. In place of subject (b), subject (a) 
is ext(mdod by motive repeats 1'1 odulatinc; to D flat 

major in which key subject (c) occurs. This change 

is formally necessary, since subjcct (b) occured only 

20 bars earlier at the end of the deve lopment. 

Sub ject (c) is also e;dended by motive r epeats, these 

modulating to C major (as dominant of F ill2jor); this 

extension replaces the first half of th," transition. 
Subject (d) is varied in its setting and a new counter­

point of triplets is added in tho first violin. 
The closing section is slightly varied in its 

continuation but reta ins the same idea as in the 

exposition. 

The coda (bars 3~" 8ff) is bipartite and has some 

developmental characteristics. The) first part 

(bars 348-368) is based on phrase (a ), and the second 

(bars 372ff ) on motive (al) and a triplet accompani­
ment. 

But for their range the two statements of phrases (a) 

at the begimling of tho coda are identical "7ith those 
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at the bc:')innin:; of the developlTlGmt. They differ , 

however, in the 88tti.nr; and in the' acc ompanilTlent (full 

ha rmonics instead of quaver r c;>ctitions) and. in the 

hart'lOnirlati ' ill of the soeond st:,temcHlt. Sforzati on 

the off-beat give rhythmica l variety. Additional 

colour i s obtained by chang ing the harmonic function 

of tb:) s(Jcond statement of phraae (a) i'ror:; a dOl'i.Dant 

7th of F major to an auxilia ry doninant 7th 0"0 C rn.ajnr . 

There is no J:'lOdula tion ar; already in bar 354 a B flat 

is reintroduc :~d , and F 111aj or is clearly establi shed 

in the cadlmtiFll bar s 361-365 . A c'!hort continuation 

,,;roup whic ', follows the two phrases i s ba:3(:;(l on 

motive (a2) . Thi lj can be cOPlpared to the continuation 

that folloVT '.: subject (a) int;!'!-, r ecapitula tion (sr,c 

also the cnrl of the c18velopment , bars 25 3-2 5~·) . 

A link (bara 368-373), phrased in two parte: and using 

a new tripl (l t motive , lead a to the [3eC ond Tl(1.l't of the 

coda (ba re 373ff) . 

A certain r(;lationship exists between this a nd part 6 
of tho development. T'to-bar phrases of motiv8 (al ), 

(in this ea:JG occuring a lternatclly at ono bar ' s <listanoe 

between either cello or viola, or first ano. second 

violins and n ot in parallel third3 as in tho develop­

mont), arc a ce ol'lpanied by triplet :c otives 'ifhich 

0.1 terna te between the othor two instrument ,] . T',':o 

main phrases are discernible, thcir contour:> bein,rs 

r]ntermined by an exchang e of parts bct'l'18cn the instru­

m~mt3 . Th') second of these shO\I8 an accelerFlndo by 

phrase shortening (bars 382ff ), and at the same time 

a crescendo a irl :-> d 'by a continual sequential ascent 

wi thin thc rflpeats of T' ot ivc (al). Alternating tonic 

and dominant 7th harmonies constitute the entirc 

harmonic l~yout. 
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After a sudden diminuendo the mos t important 

thematic idoas are once mor~ stated , viz; mot ive (al) 

(and its variation) in the second violin and a triplet 

m.otive i n t he cello. Motive (a2) is rcpre:;ented in 

its rhythl11ical form only in a dcscending scale in 

the first violin (c ompa~'e this to the end of the 

developncnt bars 253ff). 

Tho cadential bars are purely harmonic and 

renderGd somewhat unorthodox by the use of an 
unexpected chord of the 6th deGrce shortly bGfore the 

::inal dom:Lnant-tonic harmonics. 

The Second Movement shows relation to the scherzo 

only in speed and accentuated rhythm. In its outline, 

however, it is a sonata form of an unusually lengthy 

and complicated nature. A rather unusual feature is 

the placin~ of the fast movement second and the slow 
movement third, a succession to which Beethoven 

roturns in the Ninth Symphony. The outlinc of the 
movement is as follows: 

Exposition bars 1 to 155 
Development bars 155 to 259 

(overlapping) 
Recapitulation bars 239 to 394 
Coda ba rs 394ff 

The exposition (bars 1 -?5) i s regul a r but for 

the fact that the second section is in the minor 
dominant. 1) 

1) The Neopolitan dominant of the Pre-classical era. 
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Tho firpt section (bars 1-68) i s bipartite, this 

structure b G, ine determined by the perfect cadenc 8 in 

bar 39. 

The firs t group (bars 1-39), subj~ct (a), 
presents thre e main phrases: 

(1) is of a purely rhythmical nature and on a constant 
pitch which, in its frequent recurrenc os in various 

forms and functions, provides a unifyinG clcm.ant. 

Its two motives: 
------------

Ex 5. . 

~7!JIlllJ1!,e,yffi-tyj 
, ie j I ~ 8 II . _ , __ 

are oft2n used separately. 

(2) is a melodic 4-bar phrase which i s very important 

in tho further continuation of the I'tovoment, and 

which in its use of staccato semiquavers i s r olatod 

to (a). 

(3) is a l yrical 6-bar phrase of little thematic 

i mportance but providing contrast. 

A free ternary shape can be observed: 

(A) (bars 1-22) is in bar-f orm, tho stanzas of ,'!h!. ch 
comprise phrase (1) followr· d l)y phras ~ (2), the 

s econd stanza, however , beinG pitched onc tonc 

lower than the first. The aftersong i n C flat is 

a haI'lT1.onised version of phrase (1) ext(mdcd by 

one bar. 

(B) (bars 23-28 ) phrase (J) sce above . 

(A) (bars 29-40) i s derived from. phr~sc (1) which is 

extended by bar repetitions. Its harmonisation 

differs form that of the aftersong in (A) above. 
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The second group (ba rs 40-68) i s in D minor and i ts 

only subject (b ), clearl y a derivitive of (a2),i s of 

continuation type; motive ( aii ) provides the accompani­

ment. At bar 54 motive (ai) ret urns harmoni zed and in 

a syncopated variation . The complete phrase (al) 

followed by a short melodic extention modulates to 

B flat. 

The trans i t ion (b2.rs 68-114 ) begins with a 

li teral repeat of (al) , fo llowed by the 8- bar phrr, ,:e 

(c) whi ch is yet another transformation of (a2), The 

s ingle part writing is re tained up to the 7th and 

8th bars where Modulation to A major takes place . 
Phra se (1) and the opening bars of (c) are repeate d in 
A major , but their continuation is changed and leads 

to D minor. A short modulatory dcve l opment follows 

using Motives of (a l), Phrase ( c ) recurs in bars 101ff 

combined with Motives of (al ), is extended by motive 

repeats and modul ates to C major , the dominant of 

F minor. 

The second section (bars 115-155 ) has one sub ject, 
(d), the basic materi a l of which i s presented in a 

4- bar phrase ( b ~rs 115-119). 
Its two main motives; 

(i) an asc ending line with a cha racteris t ic rhythm, 
Ex 6 . 

and 

( ii) a 

Ex 7 . 
descending scale passage , 
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are used both thematically and as a ccompaniment. 

The shape of -,;ho sub ject shows a peculiar hybrid 

between ternary and rondo clements . Bars 115-135 

are clearly terna ry as indicated in tho following 

diagram: 

A A 

(di ,ii) 

4 

+ (di ,ii) 

+ 4 bars 

B 

Developmont of (di) 

6 bars 
sequentia l 

(di ,ii) 

4 

+ ( di ,ii) 

+ 4 bars 

F minor r; . 
J nllnor F minor 

bar s 115-122 bars 123-128 bars 128-135 

Parts A and 
in s etting, 

B (bars 123-135 ) 
rosulting in tho 

arc repeated but varied 
folloli ng rondo shape: 

A B A B A 

4 + 4 6 4 + 4 6 4 + 4 
F- sequon . o- F- ::; equen. c- F-

Such a construction would normally be expected in a 

main subjec t in a symphonic rondo or a theme followed 

by a set of v a riations . It is, however, BOst unusual 

in the second section of a sonata f orm. 

Tho deve lopment (bars 155-259) comprisos the 
following parts: 

1) (bars 155-170) dcaling with (a2), 

2) (ba r s 171-177) a short link using (0.3), 

3) (bars 177-192) a lyrical transformation of (al), 
4) (bars 193-213) using phrasc (a1) and an arpeggio 

figure , 
5) (bars 213-238) dealing ,'lith phrase (c), and finally 

6 ) (bars 239-259) an overlapping of development and 
recapitulation. 
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Exposition and dovelopnont ara joined closely 

togot her b~1 a thematic oV3rla p: a link (bars 151-154) 

:-lodulat in[,; f:eorn F mLlOr (the ton'3.1i ty of th8 second 

Goct:LoI'. ) to D flat ma jor r8introduces phrase ( a l ) i n 

a h t'.r r1 0nisc)d ane1_ slightly varied versi on. After a 

p",rfJct cn uol1ce in t he new tonality (bar 155) phras e 

( a2) occurs . Thi:J phrase-succession corresponds to 

t h e opcmi::g ba r r, of t'lG mov o:ccnt -:r118r'c (al) and (a2 ) 

make up the sinGle stan:oas of the ba r - form mentioned 

a1J ovo . Th-, t ona l layout, hO':lCvor, demands that the 

link conta ining (a ) s hould still bc consid.-, red part of 

the exp o ~J i tion, - '}lol' Jas tho <1evolonmcnt proper on enin::; 

Y!ith (a2) bngins only with the completed modul, tion 

to the new tonality (i.8 . D flat). 

Part (1 ) (bnrg 155-170) u s e s ch1c,fl y tho upb eat 

t o phrase ( a 2 ) a nd a sync iJpa too. rhythm. Th,; former 

occurs in 8.sccmdinc fra~ents passing from one instru­

ment t o 'the o ::har,l) and tho latt~r serves merely 

as accor.rpal1i:rncmt. I n s p ito of the moti vic t extu re the 

proe;rGssions .:::.re prodol"'inantly harn onic ::m d culrr,inato 

in a n abrupt turn to F sharp which i s stated in 

fortL::s i mo octaves a nd in th8 rhyt;hm of l'1 0t ive (ai). 

Part ( 2 ) (ba rs 171- 177) a li t eral rekrn of ( a3 ) 

in ]3 !'laj or, lacks development treatment and thGreforo 

has a tr:J.l'-i': itional charac ter. 

Pqrt (3 ) (b-Irs 177-192) compri s es two si'TI,ilar 

nta tmnents of ','.n 8-bar phrase ';/hich in but [-l l yrical 

1 ) A siniL~r technique can be seen a t the end of the 
tral1si-l;ion (b '.l.rs 112f f ) and at tho close of the 
o;:rosition (ba rs 146ff). 
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transforJ'lC. tion of (al), Of special int-)rest is the, 

Schubcrti:lll romanticism of the harmonic proBressions. 

Part (4) (o'-rs 193-213) consists of four 

emphatic statements of !,hrase (al) combincd with an 

arpe:::e;i o figure derived from (0.2), followed by an 
organic cxtension of f iv0 bars. Sequential treatment 

exists both in the thematic disposition and in the 
instrumental setting; phrase (0.1 ) occurs success ively 
on the notes C, G, D and A, and follows a strict 

instrumental succeosion as snOVffi in the following 

di 8.gram: 

_~P.:L 9j;atement 
4 ba.rs 

Vln I arpeggio 
Vln II ~ 
Viola ~ 
cello 

accompaniment 

]2~E~riLC.9:12 

3rd statc:wont 
4 bars 

Vln I 
Vln II 
Viola 
cello 

ace ompanimcmt 
J2hfs!&~LL9:12 
c.rpe.ggi 0 

ac conr8,niment 

2nd statement 
--- 4 bars 
Vln I l 
Vln II 3 
Viola 
cello 

a ccompaniment 

J2hES!:§..:LL@:12 
arpeggio 

4th statement 
4 bars + extention 

Vln I J2hr9:g£_L~12 
Vln II arpcgr;io 

i Viola l 
I cello , acc or'll'anil:'ent 

The arpeggi 0 figures like~rise follo\l a similar pattern 
but in t hoir llliI'Jllonic e18.l) orai7i on such n strict 

s oqucnti '3.1 '.fri -tinu; is not . observed. From bar· 203 

onwards th<:). harclOi'lY-'-(liver-Jos from the ' __ d therto existing 

soquence introducing climinishGd chords first on G sharp 

and l at ')r D sha rp r,)s:jlving to A mi~or in bar 211. 

This proceduro justifies the extension and causes third 

and fourth statements to merge into one harmonic entity 

t hough retaining t heir thematic division. 

The following diaer am indicates this clearly: 



1s t statement 
C major - C minor 
bar 193 b~r 195 

3rd sta. tom,)nt 
D minor - G sharn dim. 
bar 201 bc~r 20'3 
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2nd statement 
G major - G mi nor 
bar 197 bar 199 

4th statement + extension 
D sharp dim ... .. A minor · 
bar 205 bar 211 

TJ1.8 link hare 211 a nd 212 resolve the A minor 6/4 

in bar 211 to a root position i n bar 213 thereby 

ch::l.llging its function from a cadential to an inversion 

6/4. 

Part (5) (bars 213-238 ) comprises four bars of 
phr[H~e (c) - combined as in the transition (bars 101-

104) ',dth (al) - and a )'1odulatory developmont. The 

latter ends with a sUdden i nterrupti on by motive (ai) 
in fortiscimo on a diminished ch0rd (c oj'lpare part (1) 

of tho developJllent, bar 169). 

Part ( C) (bars 239-259) of the development 

serves also as the beGi nnin3 of the recapitulation. 

In i ts formal cha:r;o it corresponds a l most exactly 

"Ii th tho oy&!lin,:: b::',rs o.f tho exp ositi on but for 
shortcninG in the af tersong, ovorlapping of the stanzas , 

and a different har~~onic scheme : The fi r st stanza is 

in G flat, tho s ec ond in D flat and the aftersong 

starts in A flat and modulates to B flat . Other 

dc>velopJllon·j;,.:..l characteristics exist both in the s light 

fiGural vc.riations of the thematic materi al, and in the 

use of additi0nal c ounterpoints . One of these , (e), 

is used aGain in tho coda . Th8 entrance of phrase 

(a 3) in B flat m'lj or marks thc end of the development 

and a t the ::mme time the ro,::;ular continuation of the 
reoapitula tion. 

Tho SU~) j " ct l.!atter of thc recapitulation (ba rs 239-



-26-

3C)~- ) ifJ ess6"tin:U_y regular the only a lteration s 

occuring LJ. th') transition: n :)w coun_tcrpoints arc 

aildEod at the. b8ginninc; (bars 304ff ), :md th-8 extension 

to }Jhrasc ( c ) ( ba r s 343ff) is lenGthened by further 

m ')tiv') r :;pcats . Th" harm.onic layout, howev8r, diffors 

consid )rably from the 0}cposi tion as the follo'-dne 

diagram r ovcals: 

:Sxposi tion: 

Sect 1 
( a l ) S a 2) (al) ( a2 ) 

Bv + At> + 

Recapi t ulation: 

S8ct 1 
( a l)( a2 ) (al)( a2 ) (al) (a3) (al) 

G~ + '--./ DP+ ~li~ + BP+ Bb+ 
'----------~~ / 
Part 6 of the dey ( with 
oVGrlaps shcl'.In by slur s ) 

Trans Sect 2 
(b) (c ) L (d) 
D- B~+A+Bv+ F-

The coD_a ( bars 394ff) i :] rath ~:r extcndp. d and has 

develol)m~'nte.l charac t .)ristics. It opons , liko the 

dcv81o:'mont, with phrase (b) but in G flat major. 

Dev 
( a2 ) 
Dh 

Af t -;r E mco_ulation to the doninant of B flat a n imitative 

part follows usin:o; a subje ct derived from (c) . At 

ba r 420 a quasi-recapitulation oc curs infusing the 

movcmrmt wi~h c102-r rondo elcmcm ts . Of special 

interest j_ e th:) fact that -;;h0 quasi- recapitulation is, 

both in thpj'la tic dis:Dosi tion and in har monic layout , 

1"oro regular- than th(3 r ec:lpi tula ti on proper. The 

followinG diagrams s'1ow th? compari son betl'e <m 

['Xr oSi tion ::md Godc_ anrl. b-ctween r.:')capi tula t :i_on and . 

c oda : 



:Sxposi ti orl: 

Coda: 

( Rl)(a2) (al) (0.3) 
Ji.h CP + 13b + 

Recapitul::tti on: 

S ;)ct l. 
(al)(o.2) (al) (a2) (al) (0.3) 

GV + DV + AQ + 13P+ 

Coda: 

(al)( a:) (a1 )(a2) (al) (a3) 
13/1 + A" + Cb+ 13 11 + 1) 

~r:lis .:iroup i s S'.u1.c:.enly interrupted by motive (ai) 

(in fortissimo) at bar 446 follo'ind by a b f'. r I s rc st 

( s ee e lsa bars 169 and 27 3). A slightly vari nd 

repoti ti on of th:: same lllOti vo modula t e s to E minor in 

which key pllra ss (a3) is r:'sta tod. A dcvelopmcnt-li]re 

Group ba sed on moti-{e (aii) iEld phrase (a2) follows 

forDinG: tho closins part. Th e cod'l. ends with "ot 

another display of the hoqu" tus - like distribution 

of ::Jhr'rt ])\U'"ivie2)",lsl'lcnts b e tWeen the differont 

1) This procPQuro is to bo expec ted since no modulations 
aro involved in the coda whor3o.s th::. bo .::: inning of 
the r2o B':, i tulo. ti on oV8rlappGd eh8 end of the c' . .svo-
10pmGnt. 

2.) See. f=tno!:e. I) 0Ij -pa-se 
, . 
f\ 
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instrui'llont s . Tho 8.sccmdin '3 B flat maj or chord 

( bars 466-468 ) finds its countorpart in the desc onding 

statemcnts of rlOtivo ( a i), b:J.rs 470ff) '7hich extend 

the closinG cad~ncc $ 

Tho Third Movement · is in sonata form but of a much 

simpler tlesign than either tho first or second Hove ­

monts . Tho outline i s as follows : 

Exposition bars 1 to Lf ~ 

Devclopms nt - bars 46 t(' 84 

Recapitul ation - bGre 84 te 114 

Coda - bnrs 114ff 

Th~ fir;.;t sGcti on (betro 1-16) c onsi ots of a s ingle 

sub j oct ( a ). a 16-bar p,)ri od '.lith tb", cust0mary ha lf 

close on tho dOp.lino.nt in t he mitldlo . It s t ,'IO 8-bar 

phrases 8.ro i de,ntical in mol(>dy but vary in instru­

menta l setting. Their construction is based on 2-bar 

phrasos all of '.Ihich differ but for their common usc 

of the dott ,)d rhytbJll . Tho mos t n:ltcwort:w foa turc i s 

tho tr~'G.tm tOnt of tho l.mdcrl yh;,:,; harmonics. Tho lO'.ler 

part~ arc so oignificant (the cell n part in bo.rs 5 and 

6 cvon r.ntieip2 tes t:i ,," r b,ythm of subjcct ( b ), sccond 

section ) .-::.n'l expres ::., i vo that th; tc)xture becomes 

osscmtial1.y pol;plhonic. This i s even -'\('ro 8bvious 

'.Ihcm the prinCipal melody io t c,k'Jl1 up by the colla in 

the lc.tt'Jr half n:':' tho poriod . By thj.8 "hnrizonta l­

iza tion" nf the ha.rmonica, :t ch.~, r8c tf:::ristic o.f 

BacthovGn' c matur·:) style , the oxprcssivono8s of 

the melody is hiGhly into:c, c;iiiforl. 
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Tho s hort transition (b~rs 17-24) \Ihich ~odulates 

to G maj0r (d'lInimmt of C ma jor) bD{;ins in a quasi ­

ini tati vo s tyle aDd l :,ads to a demisoTliguav'Jr figur~ 

in the ~ ,o violins echoed by second vi01in, viola 

and cel10. A link of one bar anticipates the dOr.li­

semiquavcr ':.co ompanimcmt which pl'cvails alm0st 

throuchout the second section, the development and 

the recapitulation. 

The s e cond s~ctiori (bars 2!f-45) comTJrisos one 

subjoct (b) '"ihich hac a free ternary outli:·1e. The 

first part (bn's 24-31) consists of a d0ubl," state­

mentof a 2-bar phrase, (bl), and a short continuation. 

The phrase is b :~ 8Gd on 2, brol:cD chord l"lotivG vvi th a 

denisemiquavcr acc()1')]panincmt. The contrasting middlc 

gr('up (bCt ril 31-41) io introduced by a fludden chanGO 

of hc.:. TI~,ony (b:' I' 31) and a roturn to a mati vo of 

sUbj8Ct (a) 

Ex 8. 

'.vhich almcD-G pI':Jd or-linn tus in thi.J part e Aftor 3. 

n ()dulTGory c0ntinuation it ClflSumOS the shapc~ of a 

turn, (b2), .dthr,ut l')sinC its typical "sic::hing" 

cha rac ter. The queve r ·'lCCOHnanimcnt anticipatos the 

roturn of -1;11 " f irs t p '-rt (bc.r 41 ) ·,rh:',ch, h"wev'Jr , is 

r0strict0d to a single 2-ba r phra,::c " f ( b l) in a free 

transfor-n" bon follo';!Cd by two frno closin::: bars in 

a dott ;] d r h ;rGhm. Tho c::tdontial char~.1,(~tr;r ·) f both (1)2 ) 

and the: inc "mplcte (bl) creates the im;:-rr)s :3 inn of an 

Ol)ilozuc. A notc .lcrtby f8 a turo of sLlb ;\ Qct (b) is 

the continu·.ms dialogu::; tro8.tmC)nt b e tween the f irst 

vir,lin and the cello '.thioh is Gspecially obvious in (b2) .• · 
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A simiL·.r ic'ea like'Jise prevf-lilcd in sub joct (a) where 

the princip;' .l melody 2.pp:Cf.lrod first in th'J violin and 

them in th::> c e llo . 1) 

Tho d:'velopment (bars t,6-S4-) compri ses four parts : 

( 1) (b:uo 46-56) dealing '"Ii th (bl), 

(2) (bG.rs 57-67) developing the op.:ming motivc of (a), 

(3) (bars 67-71) a transition group based on (b2), and 

(4) (bflrs 71-83) using a new subject (c). 

An unusual foature in thc incessant uoe of pizzicato 

in tho flcco:mpcnying demiscmiquavcr pass(),c;c s . 

Pa rt (1) ( bf.,rs 46-56) opens ',;it'1. phrasC) (bl) 

in A flat !'!aj ar. Its rop c) ti tion i s varied in s etting 

and extended by one b8.r Modulatinc to D fla t major 

"lhore 2. furth or statement occurs. Tho shaIJc of tho 

phrase U"l ll :' l'.';()CS a slight chan30 in the 4-bar mndulatory 

continuation whi ch folln'. ls . 

A "linear" car! O','1C; ~ in G Din Jr (bar 57) m:'.rks· the 

becinnin::; of part (2) (bar~ 57-67). After two bars, 

','lhich rmC;:i<2 :Jt a return of suhject (a), ito opening 

"'0t:Lvc is used for a short imitative devE,lnpm-:nt in 

the thre.e upper pa rts ; inc<':!ssant demiscmiqlw.': cr s in 

tho collo pr'JV:Lde the necessary acc ompanimcnt. A 

gradual rhythmic acccler~ndo is achievcd by ovorlapping 

the phr~ :,:os and by s h ori; ::ming the not c valu(;s. A 

modulat i on to C n"jnr l c,'.rls to part (3) (ba r s .67-71). 

Beine vary shnrt and modulatory, and in its use 

of b c·th the " ':;urn" moti va ':;)-jj'c:h recurs in the n ext 

1) compa re also part 4 of the development. 
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e;roup a,1.11 tiw pizzicato a cc rF")J1,nin<:mt of the previous 

part, i t haD a tranfJ i tionel ch:.racter. 

The Nc-,,' SUbj8ct (c) (pn,rt (~,),bnrs 71-83), in 

D flat ms.jor cnnsists of two similar phrases, l)each 

punctuatcd 1);, the "turn" m0tive, (b2). The sGcond 

phrase, :1 froe transforma tion of the first with an 

clddi tiOlr,1 1 counter-melody, i s slightly extended by a 

mctivo v8;:;u,~ly re s oJ'lbling (bl). It modul atos to 

C llnjnr, the dominant functinn of -.ITdch in otressed by 

fl. bar of purely h-,rmonic figuration (bar 83). Th e 

rhy thm of thc latter anticip:::l"!;;~,J tho combination of 

de T-l i ne:G1,iqY8xors 2n d Dextuplets f01L"l (l in b 0 :;h rocapi tu­

l ation and ("Ooda . 

The for]11, of the recnpi-tulation (bars 84-114) is 

for the mos ,; part regular: the transit ion is shortened 

and t h e uau" l h<J.rmonic adjustments a re instituted; 

the return '1;0 ( b l) at the beGinning of subject (b) is 

replacerl by an entry ()f GUbj2Ct (a) '-"'hich l'larks the 

bec;L1.ilinc; nf the coda (bar 11,1-). The most important 

cha11.::,e, ho-!ever , take,s place ',Ii thin sub jcct ( a ) whe re 

the quasi - p olyphonic s'-Jtting of the exp()si tion is 

Gbcmd oncd in f avour of the figured acc ompa~'l.if1(mt. 

Its spocific combin3.tion of sextuplp-ts and ricmisemi­

(].l1:lV8rS ha L only berm introducod in the; link-bar 

iJl1IC,odi ze toly prccf)din,~; -:;hc r ecapitulation, but the 

r; c:mcral id~n. of z' figured a c companiment originatos 

~"\ lrc :lc1y i ~l "t;11.o dcmi cc:ainu:::.vcrs of sub j cc t ( b ) in the 

0xposi ti c·n. 

1) A note'.10rtby feature i s the -:lr:L tin,:; ()f the firat 
phrase in the first vi"lin imd the SCCOJ:ld phrase in 
tho cel10 ; the 8am~ trea tment was found in both 
subject (a) a n u parts of subjoct (b). 
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Such unific,tion is further emphasised by the return 

of tho pizzicato in the cello. 

Th :; coda be,gins at ba.r 114. Eight lJars of sub joct 

(a), tre:ateo at first in imitations and p.ccompaniod by 

Gextuplots L'.nd domisemi<)u8.v : rs, arc followe:1 by a 

sliL,ht extcn~"ion usi,n::; ", motive in the rhytllJ'l of 

subject (b). Anoth',' r rrt ,:, tive related to (a) l 0ads to 

tho c a dc11za-li ::o pa rt ','!hich link8 t h is J'ov(Jmont to th,) 

fina l,). 'rh<: actw.l joi r. i s provided. by t.he trill 

lnOVE'!1Cnt g ::3uch trc'; :1 tment f3howo hO oN Beeth oven utilisos 

conventiona l mC.:ms :Lr. a totally cliff AY('lnt ::-c,nn,or. 

Althou.::;h introduce ,11 s t'(10 'tradi tion;). l cJos ·,: to a ny 

c ~" .rl ~'mza, t ; l:;,8 trill turrw out to provide t 1l e r S3.1 

coun~cr paT"t to tho ne'.v 8ubjGct and in '?~ls() of Gomo 

s i .:;nific !J.nc\~ in t h o I n. teT courSC1 of th e.. move mQnt. 

The Follrth ; ' ov €]"".cn:\; b a r e S t' :o title "THEME 'qUSSE". 

'r;}0 :~us ,: i p.n. f olk tunc u::; e C: f or t he f i rst SU~) :j oct of 

t hi G ;"ov eJll.an t i G c a llen. " Akh ta1an 1i moy, t rtl a 11 takoy" 

(Ah! my luck, s uch luck). 1) B(; (, t l1 ovcn cO;' if' <] i t from 

Prach's "Col l,;ction of Russ i :ln Folk S011;;E-" " h,-:rc it ':/as 

marl,:,:, d " 101to a n rla n t o ' , 2) 'but turned it in Gn a lively 

da ncc. Th e ori ,!ina l slo\'/ spe ed is u s (;d on1:! f er some 

1) B.;G t110V C.ll I fJ S econd-Pe::-'; ad Ouar:;c.ij') by G'.:,'ald 
Abra h 'lm . Oxford Univers ity Pr88G, 194,2. (soe page 27 ) 

2 ) Rimsky-korsa]\:ov, in hi s "Hundre d Russian Fol:~ Sones" 
Ol)' 24 Jll.C'.rks it ' anda:.,1te I. 
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bnrs in the coda (b~rB 443-351). 

The ;nov',m8~lt i:J in [,:onat.l form of a less co:.~::,licClt0d 

n a turG than th(. firco,t Zlncl sec ond novem8nts. 

The outlin:" 0:[' t :1e novemen-c i f': as foLL0v.'s: 

Expos ition bars 1 to 232 

Devn1011mcnt - b()',rs 2 33 to 312 

Rc ca]'1i tul::->.ti on - b2rs 312 to 400 

Cod8. - b ::.r ·, 400ff 

Th~; first s80tion ( b ars 1-168) compri:Y,s bubject (a) 

nnd its conti~u.:. ti(J!lo 'rIlE::: former, 0 bar s in l {;l1Sth , 

h ;:l,fj unsyrnrrl8trical phrasing , an{l i s stated t -:lic ') . 

Alth'lugh Br) 8thov:m ' s harno"is.".tion of ;;h ' , ,mbj:)ct 

sugG:;stn an ()~cillation '!Jet ':l ·~~n F major 8.Ylc] D minor, 

t 11C 1'le 1od:: j t :,;.;lf is modnl (D .~.001ian) . In the further 

C()UTf1e 01 th .. e movnrl::n"t? B·::; .' :t110VC:l US;,)S Pla i nly th ~J T1otivos 

marklJd bolo'N : 

"'x 9 -,-, . 

Hr1-~:+ '~#1rtttFP-tltT'- -U-+' ~~ I f--rlJ'l' 4 )'1iIArf---WI--'~--:- 1_-r-l -- - - -1:-- '- L--l . '~. - , -.. , I . ! .. , f - - - -- ... - - .. - .... _ .. . _- .. - .. .- -
• • , u --- Iii 1 - n ., ,. • • 

~ ( ! Iji! I I ( iii) II ( IV ) I 

1) The o',ifls i on 0::' '~he first '1ot:~ is due t:; t h e tona l 
treE'tmm-(; of the fll,lb ~ eo t . 
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Al t Y!CJu('h !'otiV08 (i) and (iU) arg rhythD'ically 

j.I.~ ... ") n tical th ey ure di stin;3uishnblo in th~ir thematic 

c .. lpne i t: .. 0 I .o-ci V0 (ii) i f;; uf:3 c d in tho transition s'roup 

~nd oftcr~ aGD oci~t8d ~ith (i)D ~~o1;iv8 (iv) is a 

rhythmical ','o.ri2,ti (m of ( i ii ) but in 1 ts rh:y-thn also 

y" l.1,t;e d t o "ub,iect (c) of -':"e fJc,wond o;ction. '!'11') 

T'l ot iVQO of -;:;ho le~':Jt ba rs -"1"0 not u ned to ~T!.uch -;xtont 

T~le su bject iu i n'tr aduced in tho cello and 

c o;n1Jinnc1 w:i.th a COl,l ... ltE;T?loint i:(1 tho violin u~~tl1g 

~! lrost 8xclusiv(, ly trill,~ in t1,e aforc, - m',mtion;)d 

TIlanner. I r: th~ r"'~p0.ti tion ~;j.1.3 t "flO },;],rts nTC i :lt :.r­

chG.ncod 7 and c .. n ;)'.7 s-.:rncoDa-t;e d aCCOl~lDD.n i:r.1ont i 8 adc ed. 

Tho oonti',1U::"tion 1,e ;~in8 ','lith f', <luasi"'polvphonic 

develo'Pent of V':~ Op8:,1in j b:.rfJ of sub ~ec-t; (El ) , but 

f rOB bar 155 Oll m rds all thematic rela t ion to (a) 

i c diocarded (,xcept for t hu return to tho syncopatod 

a(~c() ;Tp'lniJn"nt i n b :,rs 165 -167 . There is no Flodulation. 

The tr~ns ition ~e~ins at ba r 168 and consists of a 

f:hnrt !,lodul,tor;' dev81o:',n'cnt of BC";i ves ( a 1) and ( ai i). 

Tho tlwl"la ti e trea tm"nt is coniint,d t o the three 10w8r 

instruJ!lcnts '"hile tho first violin IJrovi dcs (! chord 

figur2i;ic'TI . The latt~r is baCO l! on 3. clurrod c C)TIiquaver 

figure ".,0;, ,,h becomes adapto d to a figured p edal p oint 

R. t. the lJ2 ~-;innin,~,,: of thn s0cond sQction. 

Th~) G ,~, cond scc tj,on ( b;l,rs 1 73- 232 ) in C major , h as 

tw o subj cctu, (b) and (c). Subjr;ct (b) , s trongly 

contrasted \ 'ith uubi ect (a) by its quiot rhythm, 

consi cts of t wo stat')mcmtc of an 8-bar ph rase! (the 

first in ma jor a n d the s-~cond i n minor) and a short 
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contj,nuation. ~lho firs'~ phrase , prcscmt 3d by the sec ond 

viol in , is accompani8d by the already- menti oned ficurod 

pedal - paint in the first violin and syncopations in 

the violn and cello siIl"ilar to th080 of the first 

subjoct . Th l!'8e two ideas aro cOI'!.binod i n the second 

statemont , uI1(l, (; ~monic i-reatmont betwoen the cello and 

first violin results in an extensi on of one bar. The 

con ';inu:J,tion consists of sh ort quotat ion'l of motives 

( a i) 8Yld (aii ) fol lmlGd by a canontia l flourish of 

8c2.1 ::' 8 8.n c1 c'lords i n C major . A 2-bar ' ritenuto ' , 

.lith brt ef r<3ferences te) notive (ai) on ':I diminishod 

chord , leedS into subject (c) which in. i t s cadontial 

nature rosol',blos a closj,nl; sectt on. "fritter! through­

out in t'."O complomento.ry rhythmical part;> it eonsists 

of t hrE-' p. (' ouble phrases and 0. cloDi ng cadential Group 

of 10 bars; 

(1) 4+4 bars ( 2 ) 2+2 b~r8 (3) 2+2 bars -I- 10 bars. 

Each double phr2s e i s di fferent , but a ll have in 

common b oth rhythm and tho alternat ion of tonic and 

domina nt hurrlOnios . The sec ond half of 82.ch i s ali-lays 

v ;-,riod, ei Yh"r by ex change of pa rts or by' rhythmical 

variat:Lon. 'rhe former i n se on in phrase (1) : cello 

and viola p r.: rts of bars 206-209 are taken over by the 

violin[J in b a rs 210-213 , ::md in phr o.se (;~ ): tho vi olin 

parts of bars 214-215 arC) interchanged in bars 216-217. 

Th o I p, ttor is confined to tho third phr ase , and by 

this alteration in tho obtrusive rhythm of tho prece­

ding b a rs i -t; heralds the further rhythr:lic cl:J.an::;o in 

bars 222ff. ThG whol e sroup from bars 206-222 is 

characterised by 8. persi stent forward driv8 ·;Ihich 

rolie s forl-Illost O!l tho i mpulsive rhythm, but also on 

a dynamic prol3'resoion from pianissimo to f0:ctiss imo, 
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phr ase shorkming, and, par"tieularly in bars 21 4-222, 

on a rise in pitch . Tho climax is reached in the 

slurred octave Gcalo pa~J'la6e in bars 222-225 which is 

follow0d by a diminuJndo and a twisted d.:)scent , cello 

and vinla pr'rt s ;10W in contrary motion to thc violins . 

Gradually r c duc c,d to a (;loVI trill- like figuro and 

finally a trill on Cit oi thor return s t') thc beginning 

of the cxposi ti on of I e D.ds di rectly on to the develop­

mont. 

The development (b8rs 23 3-31 2 ) has four mai n 

pa rts : 

(1) (b~rs 23 3-264 ) doale after a short reforenee to ( a) 

l!k"'linly '. 'i th tho continuati on of this sub ject, 

( 2 ) (b:'.I'fJ 264-27 4) a transi t ion-likc Group , 

(3) (b ~lrs 274- 298) ll.,velopin g J!l. o tivr~3 of sulJ'j 0ct (c); 

(4 ) (b:J.rs 298-312 ) cO'ltinuinc; tho rhythm of (c ) . 

Tho transition character of the) opening bars is 
evident not o_lly in tho dominant fU.11C t i Oll of the 

ha rmony but ::1 1 00 in the :perfect cadcnce i n G minor in 

bar 239 where t he dcv010pm::mt proper beginn , Al though 

sub j 'Jct ( oJ is repr:)scnt :) d onl y by a 7-bar devclop::1,mt 

of motives (ai) und (ai i) , the rc13:tionship of tbese 

b:J.rc to the LJe ::dnning of i;h8 exposition is ohviat ed by 

th,) t rill i ?l. the first violin . 

The m"t'terial of the continuation .s roup e:f subject 

( a ), i t oelf chara(~ teriscc1 by devolopmcmt tr ')'l tmcnt, 

provides the ma in means of development in IJ'lrt ( 1 ). 

BarD 1 51-15 5 of the o'qlcn i hon occur tVli (!0 , changed 

only in key ,1nd setting (bc,rs 23? -243 in G minor, 

and b JTO 247-251 in A flat major ), a~ll1 cach is , 

followed by P. continuation derived f r om tho corres­

ponding p.::.:ct in the oz posi ti·on" The entire tsr0UP 
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r:odulCtt;e u f :;TI'l G r~in or through A f l a t 

.lhj.C'l b ec()ml! s the dOT:'inant of D nin or . 

major 

The 

to A TIajor 

slurred 

fie;ure of _ -;;'10 C ont:Lnua ti on i C) .::;radually o.rlnpt ed to a 

kind 01 ooti ru::. to whinh i[] retained in tho .ello 

t hroughout -ell<) s e c ond pa.rt . 

Thematic c1is~o,)ition, ),odulatory ou t line and 

'Jrevity :siv f' part (2) (barc) ~26~.-2 ·: 4) 3. ;nere tr'lnsitional 

chilractr)r. r10tivc (iii) and i t fl r hythmical v ariati on 

( a iv) Etr :-) u""::e(l i n su(;ceosion , the' lc',ttor in its rhyth­

ro.ical c 8.pGci ty a l so cervi n:. af3 a link to sleb jec t (c) 

of the folloninc, s ection. The entire :sroup i D made 

up of tl'IO ~.-bccr :;->hr8.sos ()ach containinc; i n itself 

motive ( a ii) a ni} ( ai.v ), t he l3o(;ond bcing o.xt ended 

by repeats of TIot:i.v r , ( aiv) and fur t her modulc.tion 

leadinG directly tnto th'; tl'.ird part . The harmonic 

.l1rocresBi0ll: . coincide wi t h the phrasing , tho bass 

P2.rt asc en.l1i'lC :::tepwiGe: a ll modulati.)n[) , h O\lever 9 

a r c pur,Jly l' -:lSc in::;, tho dominant function of A na jor 

boinC rCGtored in b::tr 274. 

Th e 0.ntirc third part (bars 274-298), obviously 

'ch8 climax of t~le Q:weloplllent, is but 8. sli.:.;htly 

v'J.rin(~ sta,toment of th8 clUb ject ::TOUP (c). I t uses 

only pllrcl.Ses (1) a nd ( 3) the forw;r beinc- ex t8nd8d 

to six bars llY motiv E' repeats and 8.D. addi t iona l 

cadf~nc "''! . D8sir.1e:,:: the intcrchanginr; of parts 7 b 0th 

phr ases und er 2; o c ,:Tt ain haTI'lonio ad justments: they 

are s t a-c nd in the ;,lino!' c.' j . th cubsnquent une o:f the 

Neopoli t a n chor d inst8[,,']. o:f thn former di atonic 

progre :;sion ) and in phra3e (1) thn OUCCOS ;., ::. OYl of th8 

harr-1Onios i s rovenwd. Tho cont i nuation follov:ing 

phrafJo (3),. t h ough short en8d , i :o o:f a Gi milar nn tUre 

to the c orresp onding Ilart in the exposi tiOD , a l so 
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C)J1(LlYlG em Cl trill as boforo. 

Thr; fourth part (bo rs 298-312) modulates soquen­

tiCllly froY': D minor through C minor to :::' flat major 

( oub-dom.iant of F ma, jor), its throo phraoos 00rr')8-

pondinG with this harmonic l ayout. Th" firs two, 

idontieal but for koy, are ~,-bar phrases containing 

br:Lef rc:['crcncGs to 1'lOtivns of subjec ts (c) and (a). 

Tho third phrasc (0'1 a subdominant pedal-point) 

consists of four l)o.rs r c scnblinr.; sub~r,et (c) and two 

o:l rs with LlJ.)"(;:Lv0o of uubject (,,), tho latter antici-

pa t:Lnts th0 entry of t1", rocapi t u la ti on (bCtr 312). 

Thoro ill no p C'rf8ct cadcmco a nd the tonic Icey i::; 

fully C' sktbl:Lshccl only t wo bn ro after tho return of 

f3ubj ect (a). l!urthernore, il evelopI1en'~ tocb ;liquo 

persists in t he noY{ Betti,n{?: of the folk tU::1.0, t1'1u '; 

orca tinz, a:.:. overlaP br)t'IC)en dovo lo",ment and recapi tu­

la-l;ion. The entry iei :furt''LOr d.liwe;uir; od by rotainjn;::; the 

pianiB,;i;~lO wl1:i. eh pruv,\il:;el throughout the, fourth part. 

Tho r ::capi tulati on (bill'S 312-400) is, in i tr.: 

g en" ral outline, reGula r: t h e socond r.:taternent of 

the folk tunc: i s omitte d cnd tho 118u8ssary changes 

in the tranoit:Lon occur. The setting of subject (b) 

in var:Lec1 i n iastrumon,:ntion and the ()xtenu i l)Yl group 

of sui) j (lct (c) 1:3 roplac eel 'by a J'lodula tory linl:-like 

part .'i th arpogc;j.o fi~ures 3.Il(1 paus83 8IldiJ:tlj on ~ 

briof cc!!len:-:a :for t)18 fir:·:t vio l in. 

Tho colla ( b::::'l'S 400ff) , 1) 6.";:Lns ';li t h a :lovel 

varia ti on of sub j co t ( a ) brinc:i!lg the pa rt:] of the 

foll: tUI18 in a revers(lu order 0 
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Bx 10. 

After fivo CCll1o"1ic entriAs of the subject ·9.nd 

fur·;;b)r non-c;:monic i~,i ta ti ons a Dr·dal-point (]]'l C is 

establiBhcd, l~,rjtinG from. "Be l' 413 to bar 430. A 

kind of nr"ann,,'lI) i m cr(, sc(mdo" using a rhyth"1ic chordal 

basis (resRmbling subject (e», and a slurred s8miquavor 

pas::;agn (rs:Jombling soma pr\~viou:J p::~~3nae::~s) reaches 

its c1im.8.x in a Geries of tril1 G. 1) The t enic 

rCGoluti,Jn in bar 430 is follmr ed by a n ernph'ltie 

developfl(mt of motives ( ::! i) p,ncl (aiii), intarrupted. 

however, by :1. sud cl.en stop 0 :'1 tho sub-diJmin;mt and a 

d.()cro~. co in dynamics from fortLJsimo to IJic:no leading 

into the ' ['.dac io,ma non tYO:9PO' ( b:....r 11·42 ). F0ur bars 

of t!l0 foll: tunr) c -Ga-cec' i. n this tempo ar ~ contitlUcl(l 

-bY T"otiv8 repeat -, \'.'h ich 0.1") finally r(}duo ,:; 0. to nr:rc 

tonic enId dominc.nt har"'loniE Z ; thi'3 diGGolution of 

tt ') thematic materic,l if; eom1.;iuQd with a fc:rtbc:r 

diminucndo. A fi rwl ,;ta t',!1ont of the rhy ·';hm of (ai) 

in 'Prr.~lto' cmd in fortimJimo followed by the. custom-

1) Trills b e e 01".8 G'1e of tho chllrac tcri sticn of 
BC2thoVQ~lcS 1;], " tUl'(:; style ew can bo Gc on fo r examplo 
j.n t,:lc) .. f1 trine: qU8.rtc-J t Op 131, and th:) piano sonata 
Op. 111'. 
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STRING QUAfC'rI,T :::If E rUN OR , 

OP .59 NO.2 

The. re are fov.r Y10V8mc,l t12! : 

1) Allegro: 6/8 :r:: Hinor . 

2) r,Tol to Ac.::> g i. 0 : I~/ 4 ;:: PB,;j or . 

3) A ll,'::;rctto : 3/ 4· :, ~ T'lin 'W/n I'1 ~L;j or. 

4) Finalo o Prcnto: 2/2 .t: j . li~l.or. 

D:)V Q l.op'll')nt 

Rocapi-tu1atton 

Coda 

bc.r s 1 to 71, 

b c-;, rr.' 72 to 141, 

bars 141 to 210, 

b('.:m 212ff. 

Tho fir nt s :,ction (heH "} 1 - 20) C omprioes only one 

subjoct , ( a), ·,inioh 18 c. bil)artit(~ Gi;ructurc~ ltn t·.~lO 

pJ.rts, (1) bi\rs 3-1~) anel ( 2) l); LrS 13-20, d:Lfferj.ng 

.7i r1.ol y b oth in thonati a construction a n d Ll harmol'.i c 

trcatmcmt . Purtrw r Htlre, t he d i u jU.l1Ct c har;\ct ;::r ';.nd 

tho stronc eJynami c U o:o.trn:::diB of Jy:trt (1) o.r·{~ C ountor-

1nlancod by. the s'·lo,)'~11.01 .:'.nd ~()r~' lyrical outl}.DO 

of p;o;rt ( 2 ). 'j'he aotw:',l [mh;j Flat i 8 prea F) Uea by t wo 

in'tirocJ.uctcry chords ~V l (l ( l) ~.:tr f n rr~st i ub :J e quen -tly 

referred to as '~OtiVR (x). I n a [lanc e it can b e 

l'cg:!.r (:cd ~:J~ t:~ :.c nuc l eus of thE. entire sub j eet , for 

:10t only cl()e s it return :c t the end of t'lC group, but 

i tu two elEr~~': l.1ts 9 vi.z. -lii18 unc endi.n::. 5th o.nd t he bar 's 

r8st ? ~r('lV8 to l')c a:a i ntegral part of the baT's 

f o ll~) .r:i. ::l~: it. 

ThE first pa rt of sub:jc: c:t · (a), (ba r s 3-12), is 

:Ln bar fOI'l'li the sta::lzas, three bars ill l en::;th, 
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contain two motives: 
(i), a figural variation of (x) employing its charac­

teristic ascending 5th interval, 

Ex 11. 

(ii), a seemingly unimportant semiQuaver figure; 

Ex 12. 

the aftersong, four bars long, is based on a develop­

ment of (i). 

Th0 s (~C (lUo. part (bars 13-20) consists of a 

triple subject (a2) and its continuation. ~he throe 

melodic lines form an insoluble unity and though 

their position in the contrapuntal texture is, in 

the further course of the movement, sometimes inter­

changed they never occur singly. The even flow of 

the semiquaver rhythm is retain")d in the first part 

of the continuation. The quavers in bar 18, however, 

r",taro. the p otion thereby preparing the return of 
motive (x) in ba r 19. ~he harmonic proc,r0ssions 

are much quieter - mainly cadential and t3 0vorncd by 

pedal-points (real ana. latent) - and the' m"lodic 

id0as are mere lyrical than thos8 of the first main 

part. 

The transition (bars 21-35) starting in E minor, 
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begins with the triple subj "ct (a2) with the parts 

interchanged . Th" continuation is slightly varied 

and,af'tcr a cadence in C minor,the semiquaver scales 
are replaced by sequentially modulating arpeggios. 
On reaching D major (the dominant of G) the further 
continuation (which is free) anticipates <31cmsnts of 

the beginning of subj ect (b), viz. 
(bi) the turn, 
Ex 13. 

(bii) the repeated quavers, 
Ex 14. 

(biii) the slow trill, 
Ex 15. 

which later provides a kind of ostinato accompani­
ment to the main portion of subject (b). 

ThG s:~cond scction (bars 35-70) in G major, 
comprises four subject groups: 

Gub jDct (b) bars 35-48, 
subject ( c ) bars 49-57, 
subj..,ct ( d ) bars 58-6~- , and 

subject (e) berG 65~70·. 
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Subject (b) (ba rs 35-4-8) comprises two state­

mcmts of Ci 2-bar phrase (bl) on the pV followed by 

two statements of a more lyrical phrase (b2) with 

(:ac.Gntial harmon.ies, and a continuation which leads 

chrently jn-';o subject (c) (bars 4-9-57). 

This consj,si;s of two somewhat similar phrases each 

comprisinG two contrasting ('lements, (cl), a 

rh:rtr~"1ical fi.3ur c related to (bl) with strone 

dynamic features, and (c2), a morc lyrical and 

quieter phrase. The impulse caused by th'J diminish·')d 

chords and the ascent of (cl) contrasts strongly 

with the quieter harmoniGs and the descent of (c2). 

Subj"ct (d) (b" rs 58-64) is chiefly characterised 

by a cOllsistently syncopated rhythm in a s:>ries of 

pu:ceJ.y har!~,()n:i.n progrcssi ons which prepare the eventual 

entry of G ma jor in bar 65. 

Subj')ct (0) (bars 65-70), thr: epilogue, is based 

on alternating tonic and dominant arpoGgios ' . .'ith stTOl1g 

This a :)parent diversity of thematic ma 'cerial does 

not, however, effect the unity of the entire s ection, 

Sic'lC3 the v cl rious e;roups (with exception of (e)) are 

intcrrelatt?d to such an extent that they might bo 

re:,arc~ed EW transformations and derivations rather 

tho n cntir~ly new and independant subjects. Such unity 

is a chieveo. by means of (1) I.lotivic, and (2) harmonic 

corre13tion: 

(1) Phrase (cl) is not only rhythmically but - to 

SCTlle ext ent - also melodically related to tho 
turn (bi); 
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:ex 16 • 

(bi) 
bar 36 ~

o .L-. 

_ 0 .. -:i:tt 
... - -- - .-. 

~.- - . 

(el) 
bar 49 

(d) augments the rhythm of (bii), 

!~x 17. 

(bii) 
bar 36 

and the 'slow trill' (biii) returns as a bass accom­

paniment to (e). 

Ex 18 . 

(biii) 
bars 38/39 

( e ) 
bar 65 

~£ ____ o ____ o _ __ ° ___ _ 

- _. '.~'- -- - ~" .- - -- -

- - _ 0 -oJfJ £tl=fftlM 
J..._.,/". , T, ..,.., I 

(2) '-rhe samewl1at unusual TV_T outline of subject (b) 

r eturns in principle also in subjects (c) and (d) 
thereby serving as an important means of unifi­
cation; the h~rmonic purpose of both (c) and (d) 

is to retain the TV tension ::md to delay the re­
solution to tho tonic until the entry of (c) 

in bar 65. This common harmonic direction 
enables the possibility of considerable expansion 

by usc of a series of dif:~ercnt sub jects, and at 
the same time ensures unity. Motivic connection 
alone would be insufficient. 
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The repeat of the exposition is prepared by a 
sudden turn to E minor (bar 69) follow~d by notive (x) 

(bar 70). In the I sccunda volta I those bars are 

changed so :1S to Bodulate to E flat major, but the 

immec' iately following 

DcvelollBont (bars 72-141) begins in E flat minor. 

It has three main parts: 
1) (ba rs 72-107) devolo~in~ a t first Botives of (a) 

then subject (d), 

2) (bars 107-114) combininG Botivo (x) with semi­

quaver passages, and 
3) (b ::. rs 115-141) using transition material and 

ending wi -eh a seri8s of trills. 

Part (1) (ba rs 72-107) begins with the twice 

repeated T1otiv:J (x) \'!hich links exposition nnd 

d8velopm~nt proper . These bars have a double function: 
(1) to prepare the subsequont entry of matcrial from 

subject (a), and 

(2) to Bodulate from E flat minor to B minor. 

The latter doserves 

harmonic progressions as 
, orthography I :~ r.r[lloyed . 

spec ial attention for its 

well as for the musical 
From bars 67 to 76 the 

harmonios proceed from G major to E flat major (bar 70), 

E flat mjnor (bar 72) and B minor (ba rs 76ff) thereby 
repr:)senting a segment fror~ the I circle of thirds'. 1) 

1) The third rela tion has berm used only once before in 
the Op.59, in the second mOV'3m'nt of No.1 (bars 16 
and 17) but in both these cases it is not as advanced 
as in the contemporary piano sonatas e.G. Op.53 and 
Op .31 No.1 wh€ro it i s us:,d in place of a structural 
dominant. 
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Tll':: tv/o op::>nin,:; chords of o':trs 72 and 74 

respe ctive ly, 

( i ) and (ii) 

Ex 19. Ex 20. 

3rs acoustically i dent ical but differ in 'spelling'. 

Tho rOBson for thc incomplete enharmonic change of 
(ii) lies in its functi(mal difI'''r~nce: the shifting 

of the root from E flat to 'B' causes the; root 

]1osition of (i) to bccomr.l a first inv8rsi on in (ii). 

In that -,I •. y this chord s ,_ rves as a kind of pivot 

between the tllO -I;onaliti()s, E flat l'licl0r (bar 72) 

and B n i 1.Jor (bar 76). 

Bars 76 to 82 meroly transpose the stanzas of 

subj)ct ( a ) into B min0r and G I"""l.jor re spective ly. 

'i' ll'" A flat major tonality, achL,v()d by an interrupted 

c8.d·mc() at tho '"lnd of tho second stanza, is retained 

at first feT -:;11." dcv .) lo'1ment of r.lOtives (ai) and (ii) 

that follo·.I8 , but in bar 87 replaced by B flat minor. 

Tll is (levelo'1mtmt is intorruptGCi. in bar 91 by a 

syncopakd P2.SSBCc. rclflte d to ( d) which moc1u18.tcs to 

B minor. D3.rs 97 to 107 J.rc en obvious rel)Gat of 

the, precerl.i;lg (~r 0nr (b c> rs 89-97) except for -~ho new 

tonality ~HJ.(~. 2. modulatory :-·xtmsion to (d). 
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Part (2) (bars 107-114) is in C major. Thoro 

are four s'c.:ttem(mts of r'otiv ~, (x) (t',70 in C major 

an(, two in ,'\ minor) al tcrna.ting bet;78cn the, two 

lower and the t'iIO u p"Jcr parts 68 ch countcrpointcd 

by se:rtiquaver' runs in thirds and sixths. Th ;) forte 

which characterises thc entirc part is 8udclcnly 

interrupted by a pianissimo i:"l bar 115 wher:; part (3 ) 

beg i .1l. 8o 

Subjoot C~. 2) i s +;ransposed into A ",inor Cl.C1d 

slighi;lj' v a ried. It is f,lllo;':,')d in bar 121 by a g roup 

S()J'1.::',lfmt rela'ced to the transition ( b ars 21-31): the 

th ·.;matic O1rcline is lQr<:: el:' retained but i t dif'~ers in 

its no ilul ,?-c ~i. (:)1.s axu~ 18 partly 3xtcndedo 

FroLl!p.r 133 omvards ,-o,he hitherto insignificant 

trill upbeat to its arp:)ggios 

Ex 21. 

gai,18 DOl'W significance. It is inc()rporatcd into a 

'unisCJl1o' p?ssagc w]',icn not only establishGs the 

E ,'iwr ton. Ij, t y , but ,:;rQatl~' eJ;1,phasis8s th" clos.,) 

of' t h:3 c1evf:loJ.)!~ ;. rnt. 

'Vi th 'i;he establislu'lent of the tonic ej-:3;Jl t ba rs 

bef cr c; th· ~ e '~ltr:r of the r~8Qpi tulation, an ho..r)'l'l,QD.ic 

mnrger io achi1vod. 

In bar:; 139 ~mcl 14,0 a fl tatC'.ment of T-lot :Lve (x) 

in tho cello anticipa tes the i'ntry of the r-:-,capi tu­

lo.tion in "bar 141. (:~he aCCOrI111 :-L:l~.~ing seTliquav'1rs 

to bot:,1 s~ateE;e,1't;3 of (x) hav "" a double function: 
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( 1) t l '.D,r provide an orc anic link oe-Gncon th3 trro 

sec tions , :In'1 

(2) by s i l'1ila ri t;j' of texture to ot lwr seminunvor 

Tho l a t t e r i8 of particular int,;n~st, ,w a tc:x turo'l 

1'010, ti on can b e Goon to t' IO diff,rent sOl'liquavor 

passRlSos : thn combL'l;,tion pith ( x) Pla h·'JG thcm 

cOlnparaole to part (2) of thlC> devol:)lJl'lCnt , D. f a ct 

nhich i;J f\'-l~ thcr justified lJ y the rl o'fm- b :,'at cha ractor 

of tho " omiquavGrs a n d the u:Je of para llel sixths 

and third::.; in b:l,r 1~· 1 . On the ot1':8r h -,nd , the a lrl()s t 

prcdo .. lLno.ntl;y :J i i'l~lB-line \rri '(; ~.:!.1g ;J,n (~ thc:.: occn .. nional 

h i n -;; a t an clnbf)a t motion ( b,~r 1 40 - vioI'a }Jart , a n d 

bar H2 c e llo }Ja r!;) S!.1 ':)"{ ·" r8 ~JiJmblcnc c to transition 

material. 

Tho rec~pi 'Gul L' ti on (b::;ro 1 41-21 2 ) is r nc;ul a r, 

Gu1Jj c ct (a) '} -.to-. .' ()-vcr ? I')::; in.r ; sh0rtencd by omis.3ion 

of ( 0,2) , J.n d t:mb,jcct (b) b'; in,g c~li ::htly oxtunded by 

Eiot i v ::: re;>(-;o.to . Th (~ u8up,,1 han to!l.i e chang e:) arc 

insti tut8d 9 and i::l pa rts the illstru.rlentr 1 ;Jeiit:ine 

is v a ried. A Nodula ti on o.t thu end of tho a ctua l 

r~capj,tulC"I;:lon (fro!!! bRr 208 omlard,; ) enabl ,, :.> a rC]Jo8.t 

of t;w develo~r:wnt and r()c llpi tuL\tion . UncleI' the I secunda 

\7'oltLj, I tho DI orlul,',ti '):!1 rhifers lc:a(1il1 ~ inst rn d to 

C ma ,i or . .There t~e codF.', be:.:ins . rrh& repetition oi' 

tho fJ Gcond r.tr't, 'ch ou::;h zo, commorl IJrocedure in the 

ea rly 18th Gentm":; , i s r. ·'. rarity vh.tll r ;o()thovrJll 

e SI) eeia 11:r in the ::?]or€ extended vlorkfJ such n,:J this 

quartet. reher8 Qre only two o;;he1' ins tances in tho 

CJ,uartets, t ;, ,, fi rs'; T1()"8l'1ent c of the Op .18 NOG 5 
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Clnd 

!~rn 0 0(\(', (bc',rr:: 211ff) tJVms like; tho develop. 

ment 2) ', !i th tho twic.') U'P"il ted motive (x) 2.r:: a 

modul a tory liC1k. In the) furth~,r c ourso i t usor,~ 

chiofly thret=; i dna F.; ~ 

1) notivc:. (ai) in bars 215-227, 

2) rhythm of (<l) in b .'},rs 227-239, and 

3) LubjEot (a2) l!'l b:~,r,) 240ff 

Due to tho quietly I"\ovin,": outer Flrtc tho c1eve ­

loplilont of (ai) haC) more ha rmonic than melodic s igni ­

ficanc 8. ~rhc irrli ta ti0nf.', 11et'N(::;en thQ ::;OC ond vi olin 

and the viola merely guaro,ntoo tho eontinui ty of tho 

rhythm. 

SUbjl~ct (el) he.8 mainly a dy:o=ic function; its 

(,roscendo renchoc a clima;lf in baro 236-238, 'vllich is 

greatly stressed by t ho dissonant harmony (a minor 

dOJ11inant 9th), and by a deliberato motric ritonuto; 

A sudden li j,m:imw nlio and a link bar with somiquavors 

(antieipatinc; the followinG part) leads into Gub jc:.ct 

(0.2) • 

Thic, sOJ11owha t ext ended by motive repotitions 

buildo up both in pitch and dynamics to an emphat io 

stat"))lwnt of ll tanza I of :mbj ,'ot (a) in oetaves. 

A diminuondo follows and repetitions of (aii) bring 

A fur1;hor parallol can be seen in -tho finalo of 
the I AP1'8.S s i Dna ta I • 

In the cace of an 8xtondecJ. coda thi fJ 'Orocoduro 
i.'J very comrJOTI vii 1;11 Be 'Jt~ovcn and i f] ;100 to be 
Goen C o{j. in hiG [;Yf!lphonio8. 
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The Second L!oVeI18nt i s i .n c onata form: 

- b;:rs overlappin G 
Dev e l (In''1 en ~ 

Recapi tuJ.~ . ti on 

Coda b;'I.'S 

1 to 59 ~ 

52 to 85' 

85 to H5 ~ 
133ff J overlapp ing 

Sectinn I 0f the expoc;i tioD ( bare 1-16) comprises 

tv/o [cl t c. tements of ,-n Cl - bar chor21 e - like phra s e (a) , 

. ( ,ic h i ;., ,~. re[';UJ.arly c onstructcd ('losed per:i. od. In 

sJ:l i te of the qvasi-ipli t :-- tiv () (mtri c s of t he flinc; l e 

parts i n 5 th rel.:ltion in oar ,:' 1-2 and 5- 6, the 

se tting of thu fir s t r.dic"tument is (")ssnntin lly homo­

phonic . ':rhe BtCOn a nta tcY!lent retains the p c l ody 

unaltered (carried now by tho :::oc on <1 vi olin and vi ola ) 

but differs <) 01'1e" ·;.1')t in Ll·.rncm;y und so tting . A n (1','r 

cQunt'orpoint is c.ddod in the upper part the rhythm of 

Ylhich i s d8rived fr om tho dott-"cl fiGure in bar 3; the 

differenCe in not:J.t ion seems to be exclusively a 

Jnat t<?r of phrasinG, indica tine a s omowhat datachod 

,;o r formanco as oppoostl to th,) former leGat o . Thio 

finrls furtlwr :nroof in bars 17-26 ','lhere the l ec;ato 

uhrasi:'1g of the main l".e lody i.s c ontrast ed ,'Ii th yet 

::mother ace onyulyin,:: fi:;ure i n the sarno dotted r hythm 

but rnrkod ' Dompre stacat o ' . Th0 countor-mol ody to (a) , 

then , reDre ~_ ents :" hybrid b e t'. .'een these t·,V() (')xtromes. 

The trlJ.l1niti:Jn ( b .:r s 17 - 27) is based on a new 

sul)jec'~ ( b ). ',"11ich i :; I;rer ted in free il'lit2.t i on and 

ace r):mpc~. n.i €' (; -:J:- :: brov.:en (;hord f i.sur o in the ab ove­

P1Gnt ioned ,·' tacc,;>;t;;; ' clotted rhythm ' . It he,s r hythmical 

.:ffi~itiG S to ( :1 ) rn~ also retains its 3ustained 

char.lctcr . Fro!'! bar 23 rm':rar([c this subjec t i f; 

abanjoned ::'.:1d thG dott ed rhvthI1 b e c omos predominant. 

Such s tressj.n,-; in the final 1n rs of t ho t ransition 
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prepare :,; for y e t :::;"[ot1-',e r , cmd more omp:la t i c, vers i on 

of th" hi t h e rto <-,[E.r- present r hyth.'2i ca1 eler,wnt , the 

d()ub l p. d., t t:Lng in t ']l: f01 10' rin3 ::JUbjee t (cJ . 

'rh,,· ,;C'cnnd G:',eti '; ."l ( lL r3 27- 52) c omprise s f" u r 

Dubjec t o : 
Dul) j 8 C'!t (c) b; 1 r~ 27,- 32 , 

Gubj ect ( il) Q,- rn 33- 37 , 
~ l U:) je;ct (" ) b "j,:-:-:; 37- '8 , "nd 

nubj~et (f) lJc". r s 48- 52 . 

S\),~)j e c~ ( 0 ) ( f), ',r ':, 27- 32 ) i,] ,1 double Gtatcl'1ent 

of 3. 3- hf.l..r ·,) hl~~ r; o comp:ci5i n,1 t··ro f[tn fnrt -lika b,'].r s 

f01lo"'::,d by 'mc lyri(; ,']. l r;OlFlt Jr - bar. Doth s t at,:] ' c n t s 

arc a l l"os;; i dentio 2-1 in !'l.' ,1o(1.y ,' ,nd h:tI':!',ony but cU1:'f-,r 

i n s r;ttL1G: '~~le , ,,;lody iG tc;J(Cl1 ;" t f i r,]t by the t l70 

10' ,'e-r instr 'LLH::-:J.ts - Ii th a c OUYl tc:r part fif S JHi quav c... r 

runs in t l1'; fir,: t viol i cl , th :m by thc t ',,,o upper 

instr urr::mtc ,Ii th frlil'" ini 'i;gti 0!'W L1. tho 'lCC oT,mani rrrmt. 

Subje .; t (el ) ( b:l, rs 33- 37 ), (In a ;J c dal- Tjoint on 

F sharp , l'1:'b ,: ' ; Uf; ,~ of both tho dottod r h:'tllm of 

pr;'v i nU:J cr.:) ~ e r. t G ( n .; ,~ vi nl a p3.rt ) and tri plet figur ();-~ 

chccrfJ.ctcri l:t i o of L~t()r 3l'.bj':ets ( soc, cell ,') ~nd violi n 

pa.rts ) 0 In thi ~ c omb i nation r'lf ol d and n " ;" ,r (;lcPic:nto, 

i t :)~rv€fJ 2,B D, link /I 

Subj e ct ( e ) (b a r::; 37- /:l) , of conticlU'1 t i 0n t ypo , 

return", tc, ',;118 trr ,c1lluil mO'Jd "f thl) f i rst Goe t;ion 

;, 'ud the: tr,>,:1nit i cm to ,;hich i i; i c; cl.ls o rhyt h1'lioa lly 

s :i .Y'1i l nr? ~Ic)' '\:Jver '; an tJ1.por to..nt t r i ]!lot x'h":rthIn,' ',rhich 

runs tll.rnu,:hout in [I,n un~rok '~ ;n s-Gr "am i s c.1.dc1e d as a 

c ell. lt~rp8.rt . 

Sub j e ct; (f ) (b::rc'l 4:,- );: ), i;he ep ilogue, i s bcw e (i, 

on a er Drrl f i [,;ur!; in 'i;rirlc)t r hythm n.ce o!"';n1icd b y 
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r e pe.'.terl (juav cr '::ripl e t G on B . Thts '3ubject assumos 

5reat ir\part~,nee in the dev(,lo])TIl,)nt that follows. 

In the rest2.ternent of tho alm0st completely 

unalterf,u. 2U'l j:;Ct (a) in bars 52- 59, t he end of the 

expo Gi ti nTI f"'ld i::he boginni"1':': of the dtivelopm.~nt 

overlap in a. ;1 (:O t un.usua l manner. The first h e'.lf 

of (a), due to its prec; Grvi;d dO),,)j.l1cnt trqality , 

A(;o2f'1i ;:'f.1y bclon~s to tho e x})osi ti OD.? . .rhcr:'? s the 

)~odulat i on i 1 th,. fJ 8 cond h 2.1f cau'J ') S it to be p3.rt 

of' t '1,o, c1eveloY'J .• cnt . A ,:. ep ~".r::>. ti on c,f' the t HO ""18 in 

fj ·::o i;i(,nfJ (v:Lc:. expo', i tion ,',n(1 upveloJlll'l(·mt ) :'.t the end 

o.r' h ·,.r 55 ... !»ul,~ b e I'oGJibl~ for m:.J ro reasons of 

tOlmli ty, but '>Ii th rl1gard to th., thematic unity of 

th:,f36 'lC,r '. , thJr; somas unna tura l. reh ,;, only possible 

Golution thc::reforc can bf~ found in re~ardinB tho 

double fU.l1Cti,)1'l r.r thRG'c bars as being an intention 

of tho CO··,lpo.-;er t') form an insolub1:c link. 

The c1r-JVi:l;'LUCJl",t pr0Jl8r (b",rs 59-85) c OT!1),risos 

t hree parts: 

1) (b:irs 59- 63) ,1~.rived Lo!!'. ( r ) , 

2) (bCl r s 63- 79 ) d ~N0 10pin.": firGt 11 n otive frol!l ( a ) 

then nntiV,ls nf (f), 
3 ) ( lx·: r .:; 79-05 ) ~ transition- like ,~:rnuIJ uGiD,:", (d). 

P(1,rt (1) (b. ·:T S 59-63 ) c(m ::, i~; ' ~ ' , ,)f il v8.riE.d stato­

m::nt ,.f ,~u"ic: ct (1') ',hich l) ~'.:; inG in D mZ1.j"r and rnol1u­

l 't.tc;s (in bars 62 ':.!ld 63) . ~() D flat m~1jor . 

P .. ri: (:~) (Dc-.ro 53- 79 ) i:3 'chi; '.lilly ~roup that 

fJ'1.c":n, tl'U(' motj.vic d CNo10jJmont t()ccmiquG . Th ',! first 

nix U rs (b :',r:: G 3-69) 8.r:] bas~"l on the t\iO op ,)ninG 

J:l 'J tes of phr,.sc (n) . Th" actual n otive ( :::; e8 ths co l la 

part) i ; 8o:r\bi.ued I.'i th i t8 tri:plE:t rhythrlic tro.nsIor.-
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mation (eee tho first vi olin part) , the l::d;ter als 0 

bc~_nb used in i:'lvs rs:i.o:l ( e . ~: o tn b8.r 63 , viola and 

I'ocona violin narts ). In bars 69 - 71 an arpecgi o 

,i. cI3cent le" C.::: to a short r~ov'" lo!l1nent of i'i1,oti V}:s of 

(t). 'l'ho 8nt i r'" croup l"lodulo.t(;8 from J3 flat major 

throufh F :::;harp ( b:u.3 69 - 71) to 3 ma.jor . rl'he to,1ic 

fU;J.ction of D, h owev,'lI', i.3 ch;'1.n.:;od to that of a 

c'loP1i nant by the introduction of ~. 9th i n baru 74ff . 

r.1'hi3 h,' rmo"lY is t',iice i n tel'J.'upt"d by ,111 :,uxili8.ry chord 

(a non-functional )'1in'Jr r.;ulJ-lloJYI,inant - l) ~' rG 76 and 78 ), 

but in b ·- r-J 79ff ( the bee"inILin:!; of part 4) 11 JJ11'ljor, 

as domin'"ni; of E lIhljor, is fully cstLlllj,sh':)d ::md 

rEltained till the bec;innin,:; of tho r OCo.1)i t u13.tion . 

Pari; 3 (b :' rs 79 - 85 ) , o n.sed on eubj'Jot ( d ) , is 

tranei ti 0,,-,1 ,.:>.nrt tI,e 1.we of tt"e dotted rhytJ1TIl (in the 

e ollo 0.spec i ally ) fro"'! bar 83 on'.p,rds , :mticipate s the 

return oJ: s ection I in t;lO r ':) capitulat ion . 

The recc.pj,tul:'.tion (bers 85-129 ) i.3 r R,,;ular but 

for son e ;; inor eha)1,:08 j,n t:le l,.yout . ~'he f i rlJt half 

of -~~G: sec onci ;:,iGction i~ ol'littcd , f.1 nd the tr2..nsition 

i o l enct hened ~nd noQifiad : · 0 a3 t o modulate b~c]( t o 

J~ major . '~ho setting is chc:.n[, cll onl y i n the firs t 

r:ection ,ll d tranci tion . 'here in both Ct,s os t'Je I dott ed I 

cOl'lli;crp8,rt, 'i~l taken b~' the cell o instead of the first 

violin . Sub j ect (f) i s sone;',ha t lengthenec'[ , 2nd j, ts 

t ur n "GO the 8uh - l1o"" linR..l1t harmoni e G i s a notoT,r.,rorthy 

but not unoommon device in r oc3.nitula.tion s a.nd· .codas . 

The e;H", of' th(.' reonpj, tulation end the bec;in ning 

of t,lG codc.'. 2.r() !!10rgo rl i :, 1 2. :Jir,liL',l' J'1cUln c r 8L CXpOG ­

i tion cond rl evel opl'lent , but grCl c. t stre eG is placed on 

thC3 C bc. .rs 1JY Gtrac.g 8i orz,llti 0:1 the off - bc:"t . 



- 54-

nl' 8 cocJa ·IY · ' , '· r ··~ (l" ' r~ l' r. "f ) ()n a np.d~ l-p·~l· nt .l .. J. •. 1. ..... . / •••• - c . .. J "r)", "._ .1:' ,........ v 

tl:"1 :8, COn5 :l.sts or 2. ;..;-: ~ ort develonr'lf{';'l-G of cubj cc t ( f ) 

fo11 01Nec by tJ':'.]·iJEd; :'l cale :; ( . ee Gub j eC t ( ,, )). The 

l~~ t;ter llro:" r.;t e"".lily :{r ol" the f i rE)':; vi olin throuGh 

the ~.; ec; o;:1.d '.T:L o lt:l t!.;;,d v i olr.4, to ti18 c:.::110, :'J.nd th8 

Jt1.0VBIUe.:1.t ends in y :ic no 0 

]~ hg TJ1:l T'd l :j~JV-~:l . . el'l~:; , tll ;"U~;h !lot indi ~ :1,t8 d P.U such, 

f: t O f r.., :_'tl'ong · ~· t; ,:; (-:c1blence"'-) to 8. .;ch.erzo "!~c1 trio. It 

i,'3 -i;1i t! :fj"',:',; ]"'8'.:-.,.)1(;8 co f 2 .r- in tll .. Op . 59 quart e ts 

qf ::.. :;:lO"/ e .. le-)-i; r~(d; i :::1 ;"_'nnat:t fnr~d .. I t fo110',,8 t ho 

D~ ~A ' r o~~o-like' ~nt1;Grn , A D A B A, as ~ . C . tho 

se lle :." 0 movement 0 .: t'l e Fourth Syr1phony ',-,ri ttcn i n 

Pel r';; A, :l.n E "'.i r:.oJ. y.' e]l!.'e s €;:lti n:.:;; the fJ cherzo, hafJ 

r;),pIl ".r t eJ:l:;:u:~' i O;.'H ('. i t h th'~ CUGt Ol'Hr y rppcat marks ), 

' ;ut ir> mOllomotiv:'.c 0 

'Pl1 e fj.T'f.:t ;:;ec t.iol1 ( l1:),rn 1-9) c om:rri s()s Ct 9-bnr 

B ::m.t8:::t:; e c o :,;, ';rllCC;8< out oS:' reneti ti pne of 3. bar-long 

y-,. ·,t iv" (::j. ) ~ ,) ,:j c h h:~[.J " cha r act8ri::: tic sync;op'lt : d 

rhy tIll ,l o '.i'lle phr.; .. J!) j.n i tu 811tirety is unS}'1nmc trica l 

but ~'lF :n 0. f' f)~ .'l1nl diyisi "n i'1i;,') t':: 0 ~,·-b::1.r phr:::.scs . 

T~li;J d:iv :1. , 5. 0-~l 1 :::; c;:usc:d b; ;:. d.i :f .l~;:.: re:1C E: :1.11. -chE. harm­

ol',ic lY~' O .~;J. e ~; ;::J.:.I18 ().~ en.ch 1 - bar phra::.;c ; '.llj.er ea:J the 

fj.r' ~ t l~!"3e ""~ (\~1]~,~ t ~y~,jJ; '"' rtf} d()y.-ri.n~::~t h"rI1.oni E.. o , th€ 

n eC:)I'H~ -CUT':c. ,s tn D y ~ , -j;)r', the dUT"i :lant of the r.)l['~ tivc 

r.1(".1.:j!1:1.' . 1~urth e-r: 1 ("·I."'e , thE till') ))hr a:J08 difl'e r in their 

"'h~ l odic (liI'e ;:; 1~:Lf ! f'l ? t } q; '",-'It: de :; r. e:ndin:; the o-~hcr 

... 3 cencJin.:> 
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Th,·.~ T"i(1.dle necd;i .l·~l (b 1...1. :", l CI- 3G) con ri i r:trJ ~~f 

SeV e~l 4--;')",y , )llr~:; "fO (";"He c)vlOrla:;Jpi-'l:;l a l l of .rhich 

aT' ~ n O'liJ t rD.C -!;e r:l (in T':.(")"t; l.ve 

J; j on ()"~ t :Ll8 r:l8C :)~ld .1'1'1("' t~')Jrr1. ?"hr0. ::::~; [l, n')nr; :Jb. ;- ~J any 

} ·~ el o l!i :; re~; f-.nble~· l;·.e t r"l phI::'t .. -J e (.0 ) t)f pt.-trt -i.;h:)Y· . . nf. 

rehere if:; ~'lC t~leYl[~ti c (1:l;.,~~.!ti()n9 hut ('E:;v ~l .:ypt'l :;nt 

~l~he. f ::, j. .,t r J lJ~ ' "'e ]'·-.v :, lilf!i" i;l'l . r".v;-r.O): :":i'1<.l. ) 1(ld.ulnt~~G 

;if~ (]Y_~,lti J. IIJ' f:r'-, 1 G Jl~-· . • ir,:t' t·:) A 1.dnor·. 

~Che :j(;C r (:1(: ,} in A Hi _·. '~r? a j'id tl-:p third , i~ I' P" . j :-,r 9 

'.-',re idC~llt:1J~ r) 1 :L"!l t}i c ir r.l81:)dic 3~i.lPO 9 [" Dr') ':',1':,:: r >-::; l at(;Q 

to 1);l::"\'L:Jf:-; ( .:_ ) <> 

-L ' )""~'" ]· ·" ,·'-cy·,,,·,,e,, :-" (mot'-j' v e ( "'i » _ \ TlL . . ... " J~ ••. _J,. ) •• (_ ~ , ;l..n~l th;) non-

IL\~H:; f:;.:1."'f;h 'r,j'~_' ,:::;f; :;., r ;. ... {J_7;nt i lll - ~ ::'1:J t().3 · ·.th ~ :r ,.· ri th 

thb ]JrecP/:.::.ng (Y .le r '~ ~ -e r: U~l ;'. He(\~"lnl.it·1.n C'l.d(.:J.1GC) in 

r rr..:i __ ~ orCt 

'r~ir rp.f~ :: :.1)~ . tul'·L t:Lr} . .l o ·~· I~.-:tr\'.i; e (a) i Tl. E lTJi"1..nr , 

. i egi )1.~ ; i n :,;-· :C _16, UHt '- f -i; s- r i" .'ur b .::.r::--; , LLU ():AtC":"':ls i()n 

1)J iiluti -J-e J"'~ ·pe:d;; ; ] ' c:-"":Y) l ;-J~ (r': ·;: r l'-:: Y' ~ ,.-:ulL".r continuo. ti on 

P;J.rt ~'! i :1 E n'- j.:Y'~ i 'e :rre f.l e n ti.cl(; th~ trio 7 h..'lS ~Ln 

unu;:n.1FLl :Corn. It is c .·, -.' t; i~l t;fl ree :: e r;tions ~ ij" / O 

fU('!:lU; (:-":{ nco .:i_ [;i on '~ ':!'~l(l C'~ ~.:a·1onic Clll,·l strf:tt2 group. 

rrho f3ubJ f-~ ct, (11), -G' . }(:",; )1. :t r0!'1 tho Ruc ::... ian fr)lk tu.uo 



_._. - 56-

' SLwa Bo,'P.l. n3. ll(.,;b1j . SLlVo. !' . (Glory t o Gnd in HC Clv cm, 

Glory ) , 
J.) 

i;-.xc spt f 'Jr 

p r ;scntly ) • f.1 (\ms-~ f., li (_,ll t 1,)I)d:Lfinat:i.(J. ~D (to be disCUG :...u d 

]3 () 't-l ' · , ·l· c. " 1' .,., ·+ " ~ 1 ~'~('(nd ,'nc t-i ," ~ ~ (b~ r~ r;') Gl) . ' • . C u ~.l,<;: · .1 __ • .l u r:,.; d ., 0;,- ~ J~ .1. _ .'\.''; _~. ', . .I.0 L , l- ) /",, -

: \l1C! GO- l ('4 1 E; "l) e ., ) ti V:',ly ) r e llres fo,nt 4- part i'u,:;u8 

e-· ·ll')~·.; i t t on:J . ~..'i th t: _~n8:pti o:;'1 of r-t f3!:.c.rt ex !";en:J:l:"n 

t 0 t~le fourth ~:Hlt·Y'>:. '" '", .I:' ~J:e f irnt ()xpoo i ti. on , ths 

l-;r@c;,t :::b:.r(j ~-.1 f r'ju'~J . ;~c · ~ ( 1» ) i n itJ. ..:ntic:al i n 110"ch ~:.:c ctif)n8 , 

the 6n.tl-i e rl occuria,:"': re; )':) (;ctiv01y i ::1 vinla, :j~cr:'n{!. 

"\i-iolin ? Gt-:ll~~ r:.nd f iI';:;1; Vj.nli J1 9 :-'.1 ,; ornc~i~c ly i :;1. 

:1::: J'il":', j or "'i:l(] 13 J':1:-~ j :"'r 0 :.rh .~ t':r-, C 2cti /)n.::.: differ, h tY'rcvor , 

In the f:L:':~: i; e>cp 08iti on( b:!,r s 52 - fJ O) , :JUb jcct (b), 

i'r'")~ _1 i 1.; :.) f:L r~J t c.:ntry, i8 r:Q c on]Y::r.i ~d. by [!, eOU:lt nr­

;:~u1-) ,j (.:\; t DC tr j:nl,·d;u . I n ::~,rlcl iti <)n~ i :'l th~j :~:: e()nd , 

i 8 :in trn(h.Lr. e f~ . 13) t'J c: C.:E1t ;~ rIx\rt f'; [.,re :")f -C" ,.€ .smuG 

lr:nCth a :: u ..... ·'j ect (b ), ' JU t a ::lOte ',7 "'rthy di i'fen,nc e 

Gxis-GU iu -l"i }1. e [Ju<; c 9 ssion. '):f [JUO ·J E.ct rtnC! cov.·.'I. t or -

.. ~ub.jeci; itll~i..:l the ~jin....:~ l e l)c.,rtu ~ c 81;·.::1. tersvbj8ct I 

al·'''-, l],r.] preceEds';21e "" e'-, sub j ec t e ';-ltrv, 'hil" (~Ou,lto1'­

; ;u:' :jec l: I I :1:',,1 10' 1:; it . Thereby er.0h c:Ll[;le line Gh"?IS 

c'1unterrmbj . II. 

S:L"ee the l a t t e r i L f01 1r,I'lcd hy r C'D t G, the nunb-:;r ()f 

'- '''' iL, )C l1 'i e ., 10 ':; , "U t 21G nhole, exc e6d three. :P'18 

1) ]3;:lu tLo'JV('::" ;; S (:(:0nd-P ')ri '~d 9.n:-,rtr, tG b -- G'T:-'.ld 
Ahrn,har' , Ozf'orCli..hlv i'nih Pi~ ('G [~~- i94 2 . ( SGC 

pa~'~ 37). 
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follo'7inr; diac;ram indicates thi.s morc clcarly: 

Vln I 
Vln II 
Viela 
cello 

ctp 1---7 (b) - _ . . -1 
(b) ----7 ctp II----1 

c tp I - -- ~ (b) 
ctp II--~ rests 
rests --t ctp I 

(b) 7 ctp II 

Aft ~r the fourth entry of the subject, this strict 

construction is abandoned in favour of fre') contin-

ua ti on t<lch''liquG . 

In the second exposition tho countcrsubject 

L~tcrial is new though thero is some rosemblence to 

co~atorsubject I of tho first cxposition. ~he 

succession: 

countersubj oct I subj0.ct (b) countersubject II 

in the sinc;ls li'.1.e (scen iD. the first exposi ti on) is, 

in princ:j.ple, a lso adher:Jd to hore as shown in the 

follo:ring di.acram: 

Vln I 
Vln II 
Viola 
cello 

ctp I--t(b)-;:'ctp II(incom) 
ctp 1--': (b ) .---~ ctp II ) (b )--~ ctp I (inc om) 
(b)----;ctpII--~(b) >ctpI )(b) 

(b) > ctp II--;»{b) 

canonic entri,;s 
of the 3rd sect. 

Thi s plan, 1:10 ,"[ever, diff;~ rs from that of th '. first 

oxposition by the onission of countorsubject I before 

the, third subjec t antry, a nd by the fact that count':)r­

sub j oot II is follo"i,: d by sub joct; (b) ins tead of rests. 

This r :.> sults in two-part ',vr i tin{S in the first and second 

entries, and in four- part ',vri ting in the third and 

fourth entries. I1or8ov:)r , the quasi-identity of 'i:;he 

two c(1untersubjects a.s ':'011 as their melodic inconsis­

tency, Gives ri s a to the impression that a two-part 

tcxture pre,:,o:, ,ina tes thrClw:;hout, rec;ardless of tho 

numb:Jr of :::n,rts. In bars 87-92 this is stressed 
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by the omission of count::Jrsubject I b::Jforc the third 

subj')ct rmtry. In the third and fourth entries the 

countorsubjec ts are both varied so as the run in para­

l ~ l thirds and sixths like a 'thickened ' single line, 
a sDtting wi1ich is also applied to sub j,ct (b). In 

addi tion the quasi-i c1.enti ty of the count8rsubj clCts 

Cives rise to the impression of interchanginG of the 
parts b()t'r()8n tho first and second entries, and between 

the third and fourth entries respcctively. 

The t~ird s ection begins at bar 104 the first 

entry of the subj~ct (in tho collo) overlapping the 

end of thc second exposition . Tho entries, occuring . 

successively in the cello, the viola, the s8cond violin 

and t :h" first violin, r,)sul t in a double canon at the 

octave at four bar's distance. (see diagram) 

Vln I 
Vln II 
Viola 
cello 

I canon (b )1---:0> 
I ca;'lon I (b)-2-bars 

(b) L--. __ ped 
(b) - 2-bars ---- f.---.--",::) (ped pt) 

pt) 

__ __ . .J 
I 4v,-ba_r_s ____ _ 

double canon 

The rigid canonic '.7ri ting is gradually relaxed 

in the stretta which bebins at bar 116. Though the 
entries folloVi oachother strictly at one bar's distance 

the complot::J subjcct is only stated once, viz. in the 

first violin, the other parts freely continuing the 

head motive . Further motive repeats of (b), thcir 

rhythmical transformation, and a change to E minor 

prepare the return of Part A 
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Though the contrapuntal t ?xture of the trio 

S8ems to repre sent yet another exarrtple of the typical 

Classica l dissolution of strict Baroque forms, it 

actually follows much older patterns. Th(, , free 

strctta' of the third scction is an obvious descendant 

of tho 'pervadinij i ,'litation' chan:ccteristic of the 

later Netherlands period, an imitation restricte d to 

the head motive only a nd fr oe in its contii1.uation. 

In its entir~ outline the trio rosemb18s tho variation 

ri ccrcare of the Swoelinl<:: type, i.e. the s ubjoct 

romainiJ1:~ unaltered throughout, and the countor-

rna t 'Jria.l chp,nging ':Ii th thc difL'rent socti ons. Such 

tr'~atment is obvious in tho first and seoond exposi­

tions but 2.1so IJrevails in the:: third sectinn whore 

the subj ·'.c-G i tsolf functions as its O'im count·;rsubjcct. 

Th·" Fourth Uov~m:~nt is in rOl"vl.o-sonata forrl the sections 

of ·.'Thich arc clearl;y difL~rentiated both by koy-

soheme and by thematic distribution. Th,:e rocapi tu­

lation, hO'7 ~v8r, is irrogular (soc later discus.sion). 

Th · follo .'1ing shows th':; basic fOr:Plal outline: 

Exposition - bars 1 to 1(.6, 

Development - ba rs H6 to 216, ~ Rec 8pitulation - Da rs 194- to 304- , 
overlapping 

Coda - b r'Ts 304ft. 

The p orc dc-G'1.iled diaGram which follows, indicates 

the pres;nce of the rondo elements: 



Exposition: 

Section A 
bars 1-56 
C maj/Emin. 

Dcvelopment: 

Trans f 
bars 56-70 

mod. 
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Scction B 
bars 70-107 

B min. 

S .. 'ction C + dJvelopment of (a) 
bars 146-216 
modulatory 

Recapitulation: 

SGction A 
bars 107-146 
C maj/E min. 

Trans 
bars 194-216 
(part of d.w) 

Soction B 
bars 216-275 

E min. 

Section A 
bars 275-304 
C maj/E min. 

Coda: 
Dcvelopment of (a) 
b8.rs 304-372 
passing modulations 

S"'ction A 
bars 372ff 
C lTIL"t j/E min. 

S·;ction A (bnrs 1-56) conpriscs four alJllost 

identical s-catom.:nts of a single subject (a) '(lhich 

has a sorncvlha-c unusual shape; it is non-periodic, 

modulatory , and nine bars long. The subject contains 

four motiv8s which arc of utmoot importance in the 

iILl'lCr shaping of the mov oment. They are: 

(1) (2) 

Ex 22. 

'"x "4 J 'J ,,:. • B:'[ 25. 
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llotiv<> (1), :Ln bnth it.s rh7thmical and thm'latic 

c lJ.Jlac i ty, O~1n b e reg8.rded aG onc of the unifying 

factors sinc;o it app')ars c ons t antly throughout tho 

mov'.)mcmt. ~'fot iv () (2) provideb a rhythmical contrast 

to (1) of ton b,"il1C; combinDd with it. Motivn (3) is 

'Tlr:;ly a rhy;:m'lical v ';.riation of (2), and Plot ive (4) 

i s d.'rivOcl from (1). 

'Pho FlO~Jt s trikinz fca tur, of the GUll ~ect is its 

lL.Y1ulluci l ha r r: onic outline . It bee;i ns in C major and , 

"fter six bars Bodul n t C8 t o Ii minor . A diaton ic link 

(b:tr 9) r8 - introduceC1 C m:'t jor and the s!:lcond statoment 

of 'l;h0. :mbj()ct .Ii t;h itf; a cc ompaniment tramlpos ed up 

an oc't;ave. Furtlh'r CIk'1.n,';CS occur i n tho final bars 

of t h is str. i;oPlcmt: the formor link (bar 9) i s re­

pl_lOed by 8, nr:'.7 cloBinG ba r 17hioh r 8tains its E minor 

tonab. t y, r.nd the mOdul3.tion back to C major is 

brouGht about by four adcU tional bars (19-22 ). The 

t h:i.I'd ntatemcnt han tho m.Ll!l:l outline but diff8rs again 

i n Gott in:!" tho <~econp[lnir1()nt being marc er<\phasised 

and partfJ of t he ;;Y:lody doubl0.c1 in tho sec ond violiI1. 

The fi r.'"t Dev on l)a rs of tho fourth otQtc<ment a re 

r~'3ular bU';; for slight ohances Ll the DottinG 

(oco::w ton'.ll irrci tati on) 0 For the rost, continuation 

i;ochni quH is «l'lplc;yed oxpancJ.ing the former E minor 

11art f r o:;l t 1.1rBf: bars t o f i ft e 8l1. bars. 

Thoujl tho 0 mr,jor i ll greatly str esoed in the 

opeJlin.:; b" T:: of ~ . LOh ::.' tat ~lment (the 3.ctual nain 

'thema tio rN .• torial oe i n.,,; })r"8'mted i n thi s key ), the 

t '.'!o keys, G ma j or and Po minor, a ro '.'Toll bal anced 

(Jv ':,r tho whol e ;;ection ~: o thr) following dia{,;ram 

indicates: 
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1st st2.t(:.rnont ~ 6 bar~: in c+ 3 bars in :8-
2nd fltatemont: 6 bare in c+ 3 bars in E- 4 mod. to c+ 
3rd stu t Olnc'nt : G bar;: in c+ 3 b f:. ro in E- 4· nod . to c+ 
~,th otatoI'10nt: G bars in c+ 1 5 b.~ I':J in E-",--- - ---- _._ ... ._-' .. _-------- - -
i. e . a l to;:;oth'.1 r 2~. b'J.r-;_ in c+ 24 bflrs in E- n mod. bs.rs () 

The: th~: r)rc,-t:i',dl justification of thc fJo:n')" hat emphatio 

prc~()nG c of G m·: i or in tl1 ~) l ::. ey of II: minor can b e cx~:lainod 

in t\"J!) . la ~r~J : 

(1) Tr::tdi tl.on " iOul(l, rerc;8.rd C major as thc sixth derc;reo in 

E T"i ".':I.cr vlhieh c oJ '1 e :~~ to liC:h t only in the (': ontinua ti on. 

T,r e reimltin:; pr-0Gr '.' sBirm th(m i il vi-ii-V-I. 

lIo' ever, C l'1-, :jor io h"'H'd at firrJt an ::1 tonio and 

in t h:l.s '::lli .. )(~ c ::t!l h') seen from thc.:; roint of the 

" Trur:.'~J l;hlu.:iSIl . ,h ich frB(~lv translated p.eans II d~cGiv(}tl 

ea(,~moe«. 'rhe Ene;lish tOrT! "interrupted cadcnce" is 

in this c ::' ':i ') a,,1 inadcqua to ()xprossi on, for it !'lerely 

m2o.ns (1 I nnc;thoning of th~J cadence by T't6ans of 

dcLl.;ri,i~; tho final tonic l',:)solution . It docs not 

hi ',1t at /;118 speeir-.l '~!'1.()tioYlL1.1 effect . 'I!h8 "Tru~schlU~H) " 

o'"} th(" ot1• c: r- lnnd i mpli:c'fJ ~ kind of Gurpriu() . 1 

1) The elf3T'mt of 8ur.~:>Y'i GG i!l TIu"lie is ()](pla iuod by Edward 
T Cone:: j .. '. hL3 c,lrtic18 on ;:~,lhe Uncs ()f Couyr,:ntion: 
Str8.Vi11Gl,y :;,)1,1 Iii ., : ~oc1c; lu" in tho r~1l:GtS'':.L Q1!~K~~ C!rJx of 
July? 1 ')62 .w b:)i.':lC :wr;(lGiatcJ,J ':Ii t11 the t (:(",parture from 
ac 0 "'"))t ''',r' ").(1]."',[1 t . n,) c.Cl.,'l [' I A C onr}OfJ or l'1n.y deli bera-l;cly 
rl:lf.--;"t 'l;h8 e: :},ectr..,tion n.rou'lod by tho s jJ30ific pattern 
f ')llo",-,Q> -I;h(' r 'J 8ultinr; tlm;J ion b~t'1e0n the anticin8. tod 
a ' ld tho ,J,ctu"l.l c (}ur :; () ex,: the nus ic Ccen he a s ouren ~ of 
~'." tlw-l;i c ,leli,'Sht ' , c nc1 l c,"i;or, 'tho OOn p0fJc.r i8 C onctantly 
:l.r {)u~1in.= 8X:;H~Ct;~: t;iona b:':',bed th(.:; r2on (i. 8. the C onventio!1.s 
of tho rla,y ) cVld ,1 ef ea t i.n,,,; then - or fulfi 11inS them in 
a nov ~) l . . ray. H;) rrlC],Y :-;VCJl b (; p ol-:in:; fun -:!.t tho pedantic 
in3i :3t(ple! ~ 0:.1. r~c;ulr rt "ljy.1 
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(2) A furthor po[,r;j.bl() o":p1anation of thiu harmonic 

fer'turn ca:"l 1iG rc-;.lisec1 Ihen comparinG tl~tD Y:1ov f.JTtlont 

'i th tho I ;; cJren-uc ' fY't>T<l Mozart 's 'S erabli 0' • 

MO~',.~rt r;,:Lms :-, t r.:n r:8.~t(>rn (Turki 8h ) flavour by the 

u~:o 0.f t:.lnbiguous qU3,Hi - mndal lIro ,1ressions ~.~lhic;h 

oscill ' "be; b (:t'!n(!TI F fJhr.:rp major and D ma ;jor . Though 

tht~ Bcothov '~n I;"IOV0rlDnt is not p.lodu.l, the: quasi­

ambi:::uity of th,:, harmony tOC0thor '!I i.th thc vcry 

pC':,er'ful rhytpJ1ic r.lnmont C ould oUGC~fJt n.n a tt ompt 

on the: p:lrt of th':""' C O:r'p()88r to create ::l Russian 
fl,w()ur. 1) Th:L': :.;;(nlanation is SOT'lf)'.yhat justified 

by ::. :- :L '1 ilar c:hanGin,:,; between t'.'10 harmonies in the 

RUnJian folk tu."" in -C'1C f'inalcJ of th,~ firut Op. 59 
qU~t ri";ct • 

~'118 r :'i. ther f r cqucmt c:~arnp lcfJ of the usc of third­

I' ()l,.ltoii h;,rm0ni,~s (880) also th" piano sonatas of the same 

'qr::l'iod ) G}J. l)~': ·tihe :.:.:e quartr:;t;:; to be [j,t Q. stago whc:!re the 

t 1'lir([ 1'(O>1;:"t :;' 011 gra(lu;J.lly replaces the pred():minanc e of 

trj,(! :fj.ft11 rel;).ti~rn_ . 

Th. ,, ] 'o1'-c tr:::..m:i t:Lon ('Ila rs 56-69) '.-rl::d.(;h modulatcs 

to th~.: dOJ~,!.'i~ 'n ·',n-l_j or B -".iuor uses alPl03 t oxclusively a 

2-·b.:1r p'1r:. ~ , :, l18.cL, up of' rC}l r. ti tiona of 1'lot:Lvc (a1) a nd 

3u,,1:1 a "', .'lttr;j~pt '·/oul d folloVl tho lines fj u o;."e:::;tcd in 
the COT1~ ,' ir;::jJ)n to Y.'rite RUBf::ian malodies " ~cal or 
iJ'li t 2 te [~ , 
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Ex 26. 

"'. (] I 

y V 

Tht s phrase alternates tn dtalogue mannor between the 
lower and upper parts. In bar 64, after F sharp is 
reached, t 1-1e 'trtll phrase' (sec ex 26 ) is r enounc ed 

tn favour of another 2-bar phrase sttll based on (al) 

and charar:tertsed by sforzati . At th~ S&~8 time tho 

ftrst vtolin anttctpates already, tmportant clCFlCnts of 
the second section (to be referred to presently). 

Section B (bars 70-107) in B minor l)conprises 
tWrJ statements of a now subject (b), a 4-bnr cad ,~ntial 

eptlogue, :lnd a long modulatory transttion based on 

f'10ti v c (al). 

Subject (b) contrasts, b~' its mor,; lyrical nature, 
with the preceding section. It is an 8-bar period \lith 

the dominant t3nsion being replaced by a Neopolitan chord. 

Such an outline is yet another and extremely int·, resting 

oxamplo of the disapp8arance of the actual dominant in 
favour of other degr8es . Th '~ periodic construction of 
tho melody, a horizontal aspect, finds a v~rtical 

opposition in the heamiole expansion of the harmonic 

1) Althou:;h the minor dortinant is a traditional feature 
of th~ Italian Pre-~lassical school, its use here 
seems tr: be caused by the predoT'ina'1.co of major in 
the fir nt scction rather than historical considera­
tions 
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progressions, a vertical aspect: 

melody 
bars: 
harm . ) 
function' 

4 bars + 4 bars I 4 bl'.rs + 4 bars 
1 2 3 4 567 8 1 2 3 4 5 678 
T D T 3D D T D T 3D D T 

I 

The two statements of the subjec t, the first in the first 

violin, tho s .~ eond in the viola and cello, are followed 

by the epilogue '!lhich sustains the B minor harmony and 

at the same time reintroduc ~~s Moti va (al). This epilogue 
i s clearly r e lated to the closing bars of the transition 

(bars 64-68), as sho-Nn in ex 27. 
Ex 27. 

I 
I 

.. • I JQ' 1-* .L.lI: ...... l.p.· 
I 

- Ii "'- -+ ~-- ---l- +- ...!. 
- - ~---I-- --'- .1. _ . 

,'- '-

-..- ~ 

---, • .--- - '- .•. 

'-' V I I/' -- " I 

- - /~- . 
,-1 I -L~ ':+ + --1 -- ,4- - .. I- ; "" - ... - t- - -. .. 

.. 

I - 1 1/ -- , 

~-~+"j~ ~tJI' -.'- -. - - - 1\; ~ Q ",. -- 0 Q . 

. -.!...J--±:t -f - - -- f.-}:JL. . . --_ .. _-
. .:o.L.. _ --. . - -

-

J 

I 

.-. 

. . -

--
-
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A loner, n odul,.tory link 1'0110'.78 b a sod on ', in,:;l e 

repeti tj'<'118 of ( :11 ) which ]XWE' conDtantly f ro!". one inst­

reunent t c t 11(', other G')rvln; '.\8 a v e r y nxtcndc,d u:p-br,at 

to subj8ct ( e. ) .rhJ.ch returns i n b"l.r 107. 

Aft u!' a j1 erf ect cadoncn i n r; ".,a j ar ( b . r n 107) 

a lmost tho e':ltiro 'Jecti on A is rr-oll"'::-. t <o d . :C;XCOll t for a 

s li!!;l:tt v.lriC',ti on at the end of the, third st,tcmrmt ( 8 0 (1 

be l o'7 ) the firr;t thr<2e stateI1ents of ( "1) aI'" unchanG , ~ d . 

ThE:: .~' 0urth f) ta -;;eJ"l eY':t iG inc 0T'1111i~t:. (only f \'~ur lHlrf..! lone ). 

12h<J ch ~nct: ':o>t the F:tl.d of th<::: t b.iru statcm!?- ~'1t CO!1cerns 

n :,inly the "ettinG. 'rhe '1(-; l ody, (unchan:;0 c1 AX()':)])t for a 

rl li .::;11t arlj lw t mcnt i'l th@ laGt bar ), i G ,_hi ftorl to t h e 

sr; c Ol1.cl violin to r' .. IDn in t r19rQ a ls o in "liho fourth fra.3-

·a.:-~nt(lrJr 8t-::.+; ~~rr.ent . A t th-:.~ S<l..TI10 time the f:LrGt vi r) l t n 

3 t3.r ts a l r,; ."O,dy to intr o llur:~; dev')10T)n0nt o: le:r"l" nt s such 

::1.8 antioj, pc'·.tion :mel frc,€; I'lOtiv,; rOlloatG . Thereby the 

astu::J.. l I1:li'l ::!.(!loLLi(~ line (S 8c nnd violin) i n l3 omowhat 

dis(';uis od ',) eco:'in[c _, €EGIi.n :-;ly i mi tn.tive and th:'reforo 

nUQs c)rvicmt to thn upnor part . Thi s re -bo.l A.nc ing of tho 

t · ' :) rni 'l. J··elodic linr:s a<lcL ~1till furtl"J~r :)mphas i s to 

t~!l e d bv~lonrlf)l1t (~hL .. r:~.c tcr '~SP i) Cidlly of bars 14-~2-146 

i n G:Jit e of the frwt tho.t t he: threr., lo'.wr !Jo.rt s belong 

,"ss(~nt;i ,'~l l:- to 'bl'C! r :l tornello A. I n this "ay o.n inter­

l oc' '':-iJ.1.{,: of e ~-:: J1n';itio:-l \ ~.:'_d rJ e.velo-:)m')nt i s aehiovod a s 

Dh rl'l;l Ll t 1'.' e f'lllc)' :ing di:l{~rc":'; : 



(Bar No. 
iVlnr 

Vln II 

Viola 

cello 

Ba r No. 

Vln r 
. 

Vln II 

!Viola 

cello 
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137 138 
d8VelonmGnt features 

139 . 140 1141 

(a) same as same as moti~e 
Vln II of I/Vln II of repeats 
bar 139 bar 138 

accomp . -(a) cont._~ ~ ~ ~ -) unchang" d 
accomp. a ccomp . 

unchanged i> > > -~ 
accomp accomp. 

unchang~d > 7 ? ~ 

d , !:lVO 1 opmcn t f t ea ures lrs VlO In (f ' t . l' ) 
142 143 

a ntici a tes Vln.; 
_ . -" 

(a) fourth I~ sta t ement, 
fra gnent • 

~ ~ 
, 

~ ~ 

144 

bY~ 

~ 
-) 

-> 
---7 

145 

e bar . ,:> 
- . -- -
I~ 

" 
:> 
~ 

146 

- .. _. 

I~ 

(c) 

( c ) 

( dGv. proper 
begins) 
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The dcw810Ylfficnt proper (bars 111,6-216) eomprisQs 

four ~qin p~rts : 

1) (barB 

a n8':v 

146-170) (kaling mainly Hi th mati v o ( a3 ) and 

thorne (c) in long !lotn v a lues, 

170-1'-,' 00) 1 t· t 1 d b d (2) ."i G lor In- er u G no () on a. " 

178-190) u_Gvolopin[; a transformation of (a2+1), 

2) (bar3 

3) (ba r s 

4) (barD 190-216) lJasod nainly on transition matorial. 

Part (1) (b ... rs 14-6-170) begins \Ii-th the entry of 

subj,-,et (c) in bar 146 (cello and viola parts) . At tho 

same time the firl.:t vi olin e onti!luGs ',Ii th motive (a3) 

providing a oounterpart in the form of a 4-ba r phrase. 

Sub j~)c-t (c), d')I'ivod from the latt~r part of ( a ) (see 

e.g. the s (] cond violin in bars 140-141) is four bars long 

a'.1_d occurs alwa:;r~l in <Joubl e lines ( mainly double, -thirds) 

be-tween the viola and cello or bGtwecn the violins (in 

Ontav"~) ,, ~o -tl-l' Vl' 0 1 '1 'i ' .... 0 C"J.I.\l. .. ' r • Thcrn arc four statemr;mts, two 

in C llL.'l.j c-r, -the -tll:Lrd in A Ylinor and -tho last beGinning 

in the fJan,) JUlY ~JUt bring considr:,rably DxtDndod so as to 

modul;:: "Co s0quonr.i:l.11y tf) B flat :mEl j or (bar 170) The 

cOllXltcrlXl.rt, lJ r.tc od on (a3), is of the same lenGth as (c) 

but the motive itself is varied in tho last bars of each 

sta t0mrmt ',md und,)r;:oa s further change in tha modulatory 

exte:ltL>n. TI'lr f)uc hout, the v ari ous phras0s are constantly 

mwhangerl bet':!C-1cn tho upJ1cr and 1,TI') r s trings, and in 

t hc cxtenti on 3I"lUJ:l thj_s I dialogue t r eatBrm-i; I is carriod 

still furth.)r '.!11on the counteI'rm.rt is brok')n up into 

cinr;le bars J.nd 8ub ,-jectod to a rJimilar alternation of 

!>arts . 

Part ( 2) (ba rs 170-178 ) , based n~inly on notive (a2) 

plus its upbeat ( al), i ,e prcdo.rtinantly homophonic, 

harrn<mieally static (B flat pedal-point) and also lacks 

JTlotivie '!lork, th(!reby c!)ntrasting strongly '7i th the 
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CJ.uick-changin.g harmoni)s and thn motivic develoul'lent of 

the prec8ding part. Sinc9 motivic treatment returns in 

part (3) (bar 178), part (2) assumes the charader of an 

interlude. 

Part (3) (b o,rs 178-190) cOTIFJrises three statements 

of a 5-bar phrase occ;urin~ respectively in thn cello, 
fir st violin and viola. 1 Each statement is partially 

imi ta ted (sometimes in inv ,)rsion) in t w') other parts, 

the fourth part sustaining a pedal-point (ul1ich is 

charactoris,d by rhythmical octave leaps). The phrases 

are based on r ,l)eti tions of a bar-long l'lotive which 
cOl'lb i ,1es a rhythmically transformed version of (a2) 

wi th (al): 
Ex 28 . 

a c ombin2.tion y{hich is already anticipated in bar 177 

(the end of part (2)). The seCJ.uential modulatory 

progressions which pass through A major, D minor, and 

G rtajor corr)spond "{lith thfl three phrases. 

Part (4) (bars 190-216) begins wi th a short link 

which modula tes fron C major (bar 190) to B minor (bar 
194) • 

1) Fifth and first bars ov,rlap. 
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'The motivo used, 

Ex 29. 

a melodic variant of (a4), arises quite naturally out 

of the pr ~ceding part and prepares at the same time, 

both the 'trill phrase' (ex 26) which is d9veloped in 

bars 194ff, and its characteristic dialogu~ treatment. 

The harmonic progressions, which coincide with the 

phrasing, modulate sequentially by means of auxiliary 

dominant 7ths from E minor through C ma jor and A mi,nor 
to the dominant of E minor. In bar 206 th ~ 'trill phrase' 

is r~nounced in favour of the trill figure alone. 

Ears 2l0ff correspond almost exactly ':Iith the end of 
the transition (bars 64ff) leading in the same manner 
to subject (b), the ent ry of which (bar 216) marks tho 

beginning of the recapitulation proper. 

A detailed comparison of bars 194-216 ( th9 end 

of the development) with bars 56-70 (the transition), 

reveals a very close connection between them. Bars 194-

202 ( deve lopmont ) are melodica lly almost i dentical to 
bars 56-64 (transition) differing only in accidentals; 

bars 204-210 (development) are ins~rti one, and bars 
210-216 (developm.ent) correspond almost exactly with 

bars 64-70 (trans~tion) - see ex 30. 
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Tho most important differences lie in their 

respective harmonic progressions. 

In tho exposition the tonic, E minor, is weakened b~ 

the omission of accidentals. The modiant chord, G major, 

(bars 62-64) changes its function becoming a sub-mediant 

in B minor and le~ds to F sharp, TV in B minor. 

Bars '56-60 60-62 62-64 64-66 66-69 70ff 
Chords E- B- A- G+ Fsharp B-
Functions ~ T TV SD , iii in E minor 
Functions ~ vi TV T in B minor 

In the clos ing bars of t he development, the E minor 
tonality is retained by the use of E minor accidentals 

and by the stressing of the dominant and sub-dominant 

harmonies which fall within the inserted bars 202-209. 

Bars 
Chords 
Tonali ty 
Functions i 
in E minor ~ 

194-196l 196-198 198-200[ 200-202 1<202-204f 
E- D7th of C C+ , D7th of AL A- _ 
E- -+- - . - K- --

' ..0;- , 

T vi sn 

Bars 
Chords I ZQ4-:-206-. 

. E- 1st inv. 
. 206 I 207 I 208 

D7th of E- E- B+ 
209 
E-

Tonali ty 
Functions 
in E minor ~ T alternating with D 

insertell bars 
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Thn a~;Gv& d'.;~~c rib lJd r cv()c .. ls a :·n or~t intor(~stine: 

j oinin.::; oE ,: pvelO l»)n0'lt and rnca I)i tulntion by monno of 

a lnrG~ :.'c -.l '7 <)vAr l Clp . Sub jr:et (b) 'iii t h ',rh:ich tho 

J'c(:8,")i l"jul::~ tion 1);' . ~i Yl8 1 :-' 11r(~ecd"d by trnl1 r-; i tir)rl 111.n.t crial, 

an outlin·'" !;lL,h c orr:)Yl ondc ':.'i tIl th0.t of the cxpos-

i tirm and L, :"1[30 COlJ:'lOn in a:1:' rcgulEl.rly c rmstruc-ccd 

r ':napi tula-i;j.on. The harmoni e ac1jUGtmc;Ilt s '.;!J.ich tak~ 

Jllace L1 b':l,Y':l l 'J4 - 2lfi aI's, t h cm, a typical rocapi tu"" 

l;!tirJ:(l f ' .: .-'( tur8 , n,"r.:()s[:i tll, tcrl by thc chanccd tonal 

GGructure. O'1.e (; r,ul(~ "',eref0re conclude -r, l':l,t these bars 

fulfill '1, (1 OlLU l e 1",UlC t :i .. Tl . i:](;ct',uo" 0+' t110i I' t o:~tuI'al 

ni:?'"' il :->, ri-1,y to t~1ti :!?:r' ec (:1din::: pn:~ ·t thp.y still r • .)tain 

c1r:V8J.o" )m()~l' c clr-rcci:er. On t;h ~: , other hand t;wir thematic 

and t()1pl (Jut lin,) linl<:: tIFT so closely '{Ii tIl th8 (mtry 

of ~]l).~~ ·; e.c-b (b) tJ'~-t they can a l ::;o be 1"'p~ar!1ed as part 

of tlF, n'c"Tli't ul;" ti on. 

'fhe r;'}oapi t ulf'.tinn pr()p~~r o8:;ino . ri th thG 8ntry of' 

subject ( b ) in E r~in()r (ba r 216) . 'l'h " ::n,lb~(, ct is 

c onfJid()r~lbl:' l e clTI;hen8d by r:)]J()ti ti on of th" h:o phr ::tsos 

in F rt:2, j or ( the N<3opoli tan key) and by a sli ght exton­

cinn to thn mOdul a tory link Ihieh follows . 

In V ' r 17 4 l:ubj 8ct (a ) r e turns in C mce jor but i ts 

8("]C and ['.nc1 third. sta.-c("]mcnt G a rc omi ttfJd .. 

']'h," v e ry 8xtenrjed cOua ( ba r f] 304ff) cnrrpriscG a 

lon~, dcv (,lo 'W\'1t ( bC'TS JO~·-372), [I ujwrt(med reutatcment 

of cub:i()c t ( a ) ( b " I' d 372 - 384 ), cm(~ 11 closinc; cadcntiC11 

group (bL._I' :; 30·1·f£) . 

Tll'.. £':Ll''lt rnrt :r'8prE'::;':mtl-l r~ kind of ' r 8capi t ula-ci0n 

of t::" (l(N,-,J.oJl!'lnnt ' ,Jince i. t [:lltlnS up a ll pr0vious 

c12vnlo:.:nantr'.1 npJlI:aranct1 s of uub ,jo(!t (a ). Its unifi­

c a tion by -t;e<nali ty a:.1d by a gradual mot ive transformation 
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prccludGO ;;h 8 pos s ibility of (1 ividin~ it i n to distinct 

s inc";l '~TJ"rt s . N:;v8rthelcs s, th8 follo'.ving , purely 

d p. scrip tive , :3rouping ro ight b e justifi ed: 

Bars 304--310 using only mo t ive (a2), 

Ba rs 310-31~. based on a transformatirm of (al+2) - see 

d:,velonment - arising natural"l.y from the 

continuation of notiv8 (a2), 

Bars 314·-320 dc;veloping motiv"': (a4-), 

bars 328-36 0 usin~ m~inly (al+2), and 

Bars 360- 372 an ha rmonic cadential g r oup. 

'rhc ma Uve-group succession (a2)-(al+2)-(a4-), 

(bars 304-328) treated in a logical process of trans­

forma ti on S ;1 0WS r 81ati on to ba rs 171-194 of the> deve­

lOT:mcn t proIJer . Hovliover, t he re1ati on of each group 

to t h 0 nth::>r differs h 'Jre, as shown in the folloydng 

diag ram: 

Development proper : 

bars 171-176 
(a2 ) 
link­
like 

176-190 
(al+2) 
long 
dev. 

Devolopmont recapitulation: 

bars 304-310 
(a2) 

cont. 

310-3l4 
(al+2) 
link­
liJ: e 

I 190-194 
(a4) 

short 
link 

314-328 
(a4) 

long 
dey. 

Bars 328-360 (l. c:velop at first only motive (al+2) using 

also inv8rs ions of tID rhythmi cally transformed motive 

(a2) in bar, 336-339, (viola a nd second vi olin). In 

bar 34~·, howev(or, motiv rc ( iJ.4) is introduced, its 

legato r:mcl " ring ( "-Ihich i s enph.asised by the long-held 
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'lot -'s in ths accol'lpanin :mt) contrasts stronglY ':lith 

the staccato and rhythmically disjunct character of 

(al+2). A:ft'lr a mOl'l~ntary ic1terruption by (a2) in barD 

348-350, ami a single return of (a4,) in b a r 352, l'lotiv() 

develo'1m::nt is abandoned in f avour of purely cadential 

progr8ssions. 

Ths tonali ty r'lmail1s \ li thin E minor the se8mingly 

modulatory ou-clin '." in bars 314-328 being JIlor91y passing. 

Bars 320ff are alro1ost entirely on a TV pedal-point, 

1 ')avi;1g i -c only t '-lice for a "Teopoli tan super-tonic. 

;;1he abrupt juxtaposi"1;i on of stacea to and loga to 

differs fror;. the parlier r:;rartual chang8 in phrasing 

-Ihich coincides -::i th the T' otive transformation. 

e.g. (a?) 
-:x 31. staccato and 

disjunct 

Ex 32. ( a l+2) 
staccato and 
not c1.is junct 

Ex 33. (a4) 
legato 

~+.!. ± 1 

; . !flr~ l-$.--T- I ' ,- - 7 - t· 1v . . lP _ -.. ---- - -j 
+ .L +, + 

r-·t- r- r -rfU -" 
I ~ ." ~:: _____ '= . __ . _-

~. , . L - f,,:-t--.iU1 . r - --+" - , --i·· --- ' __ 
ThE sudden contrasts in the SF)cond part of the 

development (ba rs 328ff), coupled with the strong 

dynamic chai1[~ ; )s a;1d two general pauses in bars 34-3 and 

351, se 3m -1;0 counterbalance the quieter harmonic 

l)rogressions and the loosening of the texture. 

Subject (a), r-)ducec]. to the fourth statement, 

re-ent'lrs in bar 372 i tG original ()xtension be ing 

considerably varied. Th" tempo changes to 'piu presto' 

and continuous repoats of (a2) l ead to a rhythmical and 
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a nd d~'lBTIic clin.l:{ , the NOVOll!Ont enrling with caclentia l 

G8r,,,1 c1 Abrfl.ham 1) e l:~laiml the out line of this 

lTlOV ')rn,c)'l '(; i n the f nll owi''1g 'Nay: 

Fir:?!:; subject ':·fit> tY:tnGt -lj:Lon .. , ,, o~oooo (i. e . 0.n ·~ry I 
of ::mIJ j pet Cl » 2.) 

Fir,:t DU1).i ec 1; , ,'W ]l e i' or e ~JUt curhdle u . (i.o. eTtry II 
o:p ,lUb ;i eet ( ~.t ), 

E]'J i r:nde ••• , ........... (i .e. rl'Nolol)w .. nt ) 

S e {~ oud i3ulJ j e r) t " ._ " u ~ " .. . .. " 

c'.s ~) e i'ol'e ') [,11,"G ext ",wJ.eil bv a devel ()p~ 

TIEmt •. , . • •• (i. e . 0TItr',' Ii I ) 

( i • G. " 'l'l;:r:r IV) 

Thn baek-rC'fcer c]nce i n .:,' tb j ect entry III with tho 

\.fordn " .~l S l)ef nr e ll do eD n.ot mi:J..l...: C? i t al)n olu.tel~r cl ~;c..r to 

'.':J:,ich nu11 -lsct e i'):t~r7 he r8fers . SincE) tyte sl.lr;ccssion 

Bub,ipct (1) . . - 8P.b j !-;' r .. t (.'"'. ) .~- (1 '-~v~~lo!.:nn(.:nt corre sp onds 

eX8.C'I;ly ;it)l the !:x}l " siti on i t ' .. :ould soon (lu.'i.tc nornell 

t ~) rO[~Fir(l t:'l.e roca pj, 1;1.112.. ti on Ri ... being rr-;!e;ul8.r ( '~xc 8pt 

for the) oai l; ;,ion of :lul-'l ect ( a ) ~l:, ld th (.; tr,- ns i ti r)l1 

at the begiD.:rJ.inC o r~hiB can b(~ G~~en i~l thG f'(~ll(Ffing 

di~tgr2.n : 

Rec 8.p; 

, ' I ' i 
1 -561 56-70 170-107 107-146 ! 1 46~21G! 
( 0,) tran:-: , ( b ) ( a ) u cv I 

~ ~r8 216 - 274 274-304 304- 372 372-409 
(b) ,(a) dev ( a ) 

1) Be"th0vbl l G S' .c on,l-Pcrind QU 'irt c -to by Gerald 
Ab r a ham, ()xfor'(l U ',1.iV "T ~li ' l;'" Pr(;3S , J.9~,? (paces 3G-3,). 

2 ) The braGke~ 8 d ~ ~rrtan(laS e r e add~d b,r the writ[lr of 
t h is t he fJJ ci . 
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A de t a ilea. analvsis , ho'-;evcr' , shows this to be rather 

superficia l. In actual fac t subj ec t (a) is not onittod; 

entry III rl·:n s not corr-~GP ond with sntry II as mi,,;ht be 

(leduced iron the dia.o; ram abav·c , but rather wi th entry I. 

Fur thermore, the transition and the closing bars of the 

dcv~lo]'m·-'nt overlap as ',-las discussed r;arli0r. 'I'hus th :.: 

rcc2.pi -culati on C'ln bo regarded as a mirror imag8 of 

the exposition: 

Expos: 

Ba rs 194- 216 
t r ans 
( dev ) 

56-70 
t r a ns 

"-
21 6- 274 

(b) 

70-1('7 
(b ) 

~\ 
274-304 

(a) 

This r 'versa l in t he sub ,j ~,ct succcssion and t h e 

consequent ending rj f the r')capitulation with subject (a) 

ins-l;c,aa. of 8ubj , ct (b) nocessi ta·ce,s a d<31ay of -mtry IV 

wl:J.ich is achi eved by an additional deve lopm(mt. 

Garald AbrCl.ham regards t~1if) as b 'eing part of the r--:r,''l.p­

i tula tion which tr, my mind i s incorrect, ninc c such 

lone; d6velol1m"nts are qui te common in Beothrven's 

c oa.as 1) but c ol'll)le tely unusual in a r ::capi tula ti on 2). 

'1'h:: ae"urac:' of the above mirror analysis rov e-al s 

itself when eonsiderin;3 the tonal outline of the sub ject 

1) C ompar~ e . g. the !~roica Symphony. 
2) 'rhe r8sp ectiv," functioncl leng ths of the com,r'llent 

parts adds fur ther proof to the abov2 ... > can b" SC0n 
later. 



and the troatm,1nt of 
of the riOV :~m en t , In 

stat,)d four tim8S and 

numbnr is reducod: 

Entry statements 

I 4 bars 

II 3} b:),rs 

III 2 bars 

IV 1 
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the 

th, 

in 

four ontries during the oourS8 

first entry the subj,~ct is 

each subs:-JCJ.ucnt r -:turn -I;he 

l. 2. 3. 4. 
1-10 10-23 23-36 36-56 

107-116 116-129 129-142 142-146 
(fragm:mt) 

275 -284 omitted ol!littod 284-304 ' 

omittod omittod omittod 372-384 

Only statm1f:nts 1 and 4 aI' ':! of structural impor­

tance since th8y establi sh tho tonal 0utline of thG 

s ub jcct. Th'1 innGr statGm,mts 2 and 3, are mcre 

repetitions of 1 1), Only entry II departs fro~ 
the closod outlinc of +.h8 subj<Jot, its fourth state­

J'lont boing i're.gmrmtary and 18aa.ing straight into thc 

cJ.cvelop~ent. It follows then, that Gntry III corres­

ponds "Ii+.h 8ntry I and not ,'ith entry II. 

1) Their subs,~quent oJ'li ssion iF entries III anti IV is, 
hm,over, ;10t caUG e ~; b;y mcr() mathcmatical considC.'r­
atiol1s. ~I'h ;;: tW r) r'"J>oats, s te.tcmonts 2 e.nd 3, in the 
C(lUrs(", of the e-.i<:I'0 ;:; i tion Hero mainly jur.,tificd as 
an anphasising of t he polarity , C l":a j 01', E pinor. 
Once t 118 ' surpris") ' had bee:~! achiov"d t h c.'ir co'ntin­
uous r~vetition would haVB w)akened th~ original 
r~ff.ect • 
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A final pr~of of this interpretation can be seen 
in ·cho balance. int;h.:; functional lc'ngths of tho main 

parts as 3hc'!ln in the following diagram: 

1 107 
(a)+tr+(b) 
~ 

107 bars 
Ii'-

107-146 1146 - 216 
(a )developmrmt 

' .. ' ~ 39 bars 70 bars . 

A 304-312 
dev 

194· - 304 
trans+(b)+(a) 
( dov ) -- . ,--_/ ~ 
no bars 6~ars 

372-409 
(a) 

'----v----" 
37 bars 

II' 
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STRL.TG QUAR'lCET. I n c mAJOR, 

OP. 59 NO.3 

1) ,'(Yr'"! ','" (J"t- n" "0)'14· . , • ••• • • 1 ., • 

'''r'.:' ~7]· '1 1") 0 "<Ii 
' •. ) ~ ~ <' . -" , ) \. -, ...J t u " 

duction: 

Expnoitiong 

Dcv:-11opmcnt: 

Dr O.J., pi tl11:·i, - ~~:i_'- :'1 ~ 

Code, : 

'b :' l'H .',0 to III 

A '1"'" 1.11 (! r • 

rrh·- :i."l :.:yn(lvci;j. n:'.~. ",oh :;,.ch PI' .i'i:,.::c~ th~! .:"1. (1V~;ncnt (b'·~_ r D 

1-JO) tL !"'i:' ·~·n t::C " ~:)~'!ti(irli111~r l..F1USU2.1 tYTl~; II It ~l;J. S a 

r:,re ("X'1re ~: .s :i.v e .. :' e ,: r< C c ,n .: , r~,.1-j le, only to [oOJY, I)f tho 

lJute to tt~3 rl'~:: :;:).ntic cll;:.u:" ... c-t ;,:c~ 

1) all;":i:,llCi..; ~,f l n~·. - '~ e fi ·~.!.itc ll e lndic ::.cleaD 9 

2) u :;tcrly :Cre e r!lyt~~.L:. L 'c.uin{:, chiefly ;.Ju:-,i -Gaineu notes 9 

3) l,.~ ck nf tr:).(! :1.tj . ... )!1'1-1 to::-:'i.<!' dir8cti011 (!U<3 :rl~ainly to 

thr:) 1J.D(:: 0:[' {Li_ J'l inl ::)~:l e~l. c}'or(ln aJ1d ["'·,In'1 to n:-'lu:Ju~ll 

re;:;')lutiUi."l ~} of othc:r 7th c}'.ords, 

4·) 3harp dYYl:::mic CCY'1-CX'r.t8tS :1. ··.1 the fi rst 10 b~. lrL, 

5 ) widDly f::Jr ,. \..!,;"Hl lar'no::." l. eu oct-'lDon the U}rncr lytrts 

in lnr u 14ff. 
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The f0rma l organisation of the entire introduc­

tion is ba s 2d on the idea of c bntinuous expansion 

from a closed harmony to a Wid~lY spaced one. To 

achi eve this aim th,.~ t wo out 'lr parts move almost 

exclusiv ~ly in contrary motion ,' 

The exposi tien prop(. r begins in ba r 30, 

Soction I (bars 30- 63 ) conta:ink three subjects: 

(a) bar s 30-0, 
(b) bars 43-59, a n d 

(0) b 2crs 59-63. 

Subj"ct (a) o ompris2s two s i Hi l arly oonstru otod 

:o111'as·:18 e.n Cl C' s h ort link . Each phrase consists of a n 
introductory ~0tiv J (ai) 

Ex 34, --. - - --'-~Ei1§-:. -:~ .~ '. .~~ 
--- . . -~:~-

and a lonc er unaccompanied l'l,lodic line built out of 

a n')vI rhyt).L"lical "'lotive (aii), 

Ex 35. 

its variation, 

Ex 36, 
. ,.. 

and motiv e (aiii), a n equal quaver motion ':Ii th a 

varying m810dic linG (S:'8 bars 32-33 or 37-39). 

'rh;:; rCOUrr 2:1GO of ( a i) a 1; th, beginning of thc 

sh '1rt link (beer ~. l ) seems to op8n another r ·3turn of 

the subject p;lr ase , but this mom'mta ry impression is 

di scarded v!i th tho entry of the Dominant 7 th and tho 



-82-

almost abrupt modul ation to C major in bars 42-43. 

Apart from their thematic importance, these bars 

(i.c. 30-4·3) have ,yet another functi on which comes to 

liGht onl;)' '1h,n considering their haro'~onic aspect. In 

their entirety the functi onal harmrmic prc.~:r,-:ssi ons 

fOrr,l an '1xt"mc1ed cadcnce, viz . 

I -- ii -- IV -- V -- I 
as slF"tn in dDtail in the follo':dng diagram: 

1st phraRe I 2nd phrase link 

bars 29 4 30-34 2 343 344 35-402 403 404 41 42 43 

I IV 7thl I ii iiv ~ ii IVv V I 
'-----.""y.'------"" ~ 

~he promin~nce o1F the V--I progres~on in the two 

respective phrases (sce 'K ab ove), however , causes 

each to resemble the second half of a closed period. 

Such a layout produces a cflrte.in instability only to 

be resclv"d ~'Ti th the entry of the ,",sscmtially stable 

subject (b) (bar 43) which consequently assumes almost 

the chara0tcr of a first subject. If (b) were stated 

i1"u118diately after the harmonically vague introduction 

the contrast '.:ould have been too sudden. Subject (a) 

therefore serves as an harmonic transition from the 

'frneness' and uncerta inty of the introduction to the 

:1i{,;hl" ca c' e'1.tial and rhythmically robust sub j ect (b). 

This interpretation of subject (a) is verified in 

the recapi tula ti(>11 ·'.',here it i s completely transformed, 

the n8W rhapsodic and cad'mza-like nature emphasising 

its true function. 

Subject (b)(ba rs 43-59 ), of continuation type, 

is an ext:omded elaboration of cadential harmonies in 

C major. The first phrase, a double st").tement of a 

fanfare-like theme on a C pedal-point, is based on 



-83-

two motives! 

(bi) 

* 
j=E-

+ 
--.--.~ - --

~ --= ~~~-~~ Ex 37. 

The further continuation comprises mainly repetitions 

of these !l1o-(;ives but also employs scale passages and 

oth~r typical caden-cial formulae as for example the 

varied repe-cition of bars 49ff in bars 53ff. The 
closing cadonce of the cntire subject re-introduces 
!,1otiv", (ai) in b~,_r 57 sh(1wing its ultimate connection 

to sUbj3ct (a). 

Subjec -:; ( e ) (b:lrs 59-63), made up of t.w identical 

2- bar phra ~; 8s, is also cadential, but its very trans­

parent texture contrasts with the more robust and 

'tutti-like ' s3tting of subject (b ) . 

The transition (bars 63-77) contains two elements, 

Viz. a 2- bar cadential phrase using the up-beat rhythm 
of (ai), and a combination of motive (bi) (in the two 

violins) an(, native (ai) (in the viola and colla). 

After a 2-bar link, ',-/hieh aris ~,s out of subject (c), 

thO C8 elements occur in succession, the former in 

bars 65-70, ,,;'ld the latter in bars 71-76. The 

J,lOdulation to the dominant key following tho scheme 

C I-1.ajor I -- vi 
G ~~jor ii -- V -- I 

i s confin~ ~ to bars 65-71, thQ rest (bars 72-76) 
remaining on a TV pedal-point. 

Secti on II (bars 77-111) comprises subj8ct (d) 

(bars 77-91), its continuation (bars 91-99), and t he 
opi l o3ue, subjoct (e) (bars 100-1(9). 

Subjec t (d) (bars 77-91) i s a sentence comprising 
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two siBilar ~hr~ses. The first (bans 77-81), made up 

of repetiti ons of 

Ex 39. 

is Z\ elosed 4-b2\r struc ture with the harmonic outline 

I -- ii6 -- V -- I. 

'rho s ocond (ba r s 31-91) i s considerably len,gthrmed 

b y an Dxt(m s ion in i ts cadcntia l progressions touching 

the regions of E minor a n d C ma jor. 

I 

--- 'ii6J ~_V _i1._·VL-l ii t I I IV l vi I ViI 
G J!13.Jor /~ ,~~ 

E !'linor C rna j or I 
L------------~v 

Extension in cadenco 

ThG continuation (ba r s 91-99) boe;ins with a 

ohort rGf~r :',nce to the b eginning of the transition, 

and for tho r,<;lst, consis t s of entirely scales and 

arp ')ge;ios u s e d in 1, cad(~ntial manner. 

Subj '3ct (e) (bars lOO-lll), th8 epilogue, re­

'.; ntablishes the G maj or key. A short phrase with 

two distinct !'lotives, 

Ex 40 . ~. (1: -- -- . .- .. . .. ... . . . ~ 
·L-- - -,£m-£-~ . I +- ..,...., 

I ({;l j) ,. I .. I 
(e J!) 

is treated a t first in qU[lGi-cl'monic i mitations, the 

third entry b a ing extended by repetitions of (eii). 

'rh0.rcafter , only (') i) is u s ed (see first viol in), 

its accompaniment t .,h).eh i s E: ssentia11y hO!'lophonic) 



-85-

showing SOT'1e r~ l&.tion to I 'l.!)-Give (ai). The lJi.:-: ascon"c 

i n tho forrnnr 2:roup :if] cO'fat~rba1:1n(;cd b~T 'oh8 descent 

in the 12,t:;8r. In b.'lr lOG tlLG tonic lunetio,,". of G is 

changod to that of n. c10J"i'.".8,nt, .,mel oJ. fJhor t anticipatory 

1iilk ubL'l{; (ai) r eturno to tl18 hcginnin.": of the Allegro 

vivace. Uurl-,r the I secunda volta I this link is slightly 

varjJ)cl l')::;.ui'lg to an entry of ::.mbj'oct (u) in li flat 

m~, j or, ,hieh marko the b rc f,inn :Ln:, of the dcv~)lopment. 

The rleve10nYlCnt (h ~' rc 111-177) c onrpri fJ ~ :J four 

p: . rt~3 : 

1) baro 111-135, c'ove10pinr; n otive::: of subjcct (a), 

2) b:J.ro 135-14-4- , a rost'3.i;(;mcnt of 8ubjr:'ct (e) anu the 

b€:{~i ··lnin .. ~~ 0:[' th (~ -Granoi tion 9 

3 ) b O-rs 1 tf /f-150, c ombininc , 'lOti VCJ (ai) wi th arpeg.::,i os, 

4) bare 150-177, ue.l1LJ~; exclusi v ely with r'. 'JtivG (ai). 

Pa r\; (1) (b:l r ::: ll1-135) beginD ':Iith a fJlightly 

"xtenrlel1 utr-,tement of phrasE) (a), and after a short 

l ink - uning T'l O,; iV0 (ai) - (bars 117-120), motive (aii) 

i o consi<iore> b1y dovr::1 0ped. With the exception of some 

canonic irlitation:J :Ln har 123, the Y"otive troatmcnt 

invo1voD th", ir,ol .. 1tion of one p::<rt «(lither the first 

vi olin " .~. in bnr~ 118-122, or the cello H. C. in 

bars 1 24--132 ) fro, ; th0 throe others. 1) 

Pro],l, bar 1 ?5 to 127 the r'lotivic ',7ork is confined to 

the cello, tho otl1", r parts beine; rouuced to mere 

1) Thi s princip10 is on~ of the ch~r3cteri Jtics of 
subjQct (a) ::lh ~' r(; an harmonic proCI'()ssion is 
fo11o'.!('il by a Ging 1c-1inc n c1ody. 
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l~.:Gor~ i;::.l'! collo }f.trt lnGcr:i its '~homntic con~.'):· ) cti on 

to ;::;uhj::c "!j ( 8, ) bectJP'in: ... a To10TIot 'Jn8 p0u2.1-T)oint, and 

f'X'(Y ' ~ b(:~l'~.J 1 33 r'n '-:::rds t1 l(; o'::h")r p ~.~ rtf-) o..r o r 01l1ac .... d by 

tr;m010f] :l:'1d ["o.niquavcr r UD.H " !hich 10 :1 d dir'", c tly into 

pflrt (2 ). '_'he ent:i.re f irst J:Y: :!:"'t rv) '3ul..l.t~ l: frOT'\ :r; fI f' t 

ma jor te' F :,-:::. ;j " r, '[; .. 12 ny n:'rH,:;i on u(Jin :-: -iJl't t:rrulltnd by 

a mo.:· ~ont3_ry n m:: .. nor 'J ()l ouril'lC :L ?:.l bhr ''J 1{~G-132. 

P '1 Tt ( 2) (ly, r( , I3'j - V/f) Gf))):Jic;tfJ of " v ;' r'i8d 

r:;Gt8.tf~p ':nt ()~. ~;-:.:~~.~ jO(;t (c) in :~1 11l,1jor ;-;,nd th(: o.p~~ning 

b~Lr8 of th~) tranniti on ( cr,rr,p:::.r '! ",-,cit).;. b~-L r; j ~j9-GQ of 1;118 

':x p 'Jsi ti riD ) 0 

Part (3) (r,. J.'8 VA- l ')0 ) c 'lnbino8 mohvo ( a i) 

l.li th arp (; .~~::i OS? i;:'ie forT:lcr :1.1 i; ·:·r.na tin~:; bet rnen tho 

vi()l:l. an d e:-; lln ~ ,~ I.~:,"!(] t~ J.o 1::·). [;t8I' b.:: -;.:· !o ~n ·j;h·:"': first and 

second viclin::·) , t;1J, (] r~.1 :",0 0ctj.V8 p -:tr-r. s 1Jni ~1;3 i nt" r­

c hC\n·c..,(l. Lo. b -.1r r; lifG-149, fj"w :3rouP Lot1ul a tcs SG C]uo!J. ­

tiall y from D Jl1 t nnr to G ; 'i:10r, th:: ('ntry 0i' '.lhioh 

coinciclf)C . :Lth -t;) 'e ~)('-;;. nn:i.:-':: : of jl'l,rt (4, ) , ( hel.r 150). 

P D.l't (4) (oa rs 15()-177), -proondl,:11?; r-rs don lno.ntly 

:Ln clo1l1.JInt:hirds, (Leal :] e:cc l'l,si v 0Iy -.':i. t h tho rhythm of 

( a i) "'h i ch is grc:'1.tly em:l!h~ .. rji8(·;d b;T Et rhythnicn.l 
1) If)','l Cr !)arts .. _met th:; 

1 ) Such '/r:i.-I;i"1.5 [~c nm.G to b (~: 2 .. f .1VOv.ri t :) dc'\,r i c c of 
Boct,lovnn I to - C onp:1.l'C " . ':; ', tho finnIc' of tho 0p 59 
No 1, bars ;2 0G- :!21; t l10 f irst mOveJTl., nt of tho 
piano S()T~ ~. ta Op 813., h :1.1"'8 ~-6 -50; LC' '1norn OVerture) 
No 3, oP.rs 36('ff. 
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in the halving of the note values in bars 157-172, 
and the pause-like stops in bars 173-177. Further 

variety is provided by a dynamic curve oV 'cr' tho entire 

Group from fortissimo to pianissimo and back again. 

The harmoni '; s prC'c8cd fr oJ'1. C minor to G ma j or, the 

latter assuning TV funct ion ther8by prroparil1g C major 

and the entry of the r :)capi tulation (bar 177). 

F{i th eX() >Jpt:i,on ' of .the ohisr:ion of subjoc't (0), 

tho recapitulation (bars 177- 252) is regular in outline 

but ~iffers in some details . 

Subjec t (a) (bars 177-191) undergoes a very 

unusual transformation. Tho underlyine construction 

is l arg"ly retained but thn hithert o brisk rhythm 

b')comes rhapsodic and alJnost cad Jnza-like. Motive 

( a ii) loses its rhythmical definition not only by 

the legato phrasing but also 'by its imi tativo rather 

than homophonio setting . A similar treatm~nt is 

applied to ",oti Y f' S ( aii ) and (aiii), semiguavers 

and triplets reIJlacing their originally distinct 

rhythm. 

Subjoot (b) (ba ro 191-204) is slightly varied by 

figural changes in the me lody. 

Tho transition (bars 205- 223) i s somewhat longth­

'1U0d and t 'iIO new elements ar ) included in bars 212-215 
and bars 216-220 (the latter being similar to part (4) 

of the d:lVolopm~nt) . Tho genoral shape is retained 

i . (,) . a Ilassin,; Toodula tion f (, l lowod by a TV pedal-point, 

and th.] harmonic scheme is similar viz. 

Iii -- V --- I. 

The tonality, h01.'!ever, remains in C Jil.ajor. Tho 

following two diagr8Jlls shn'"! the transition of the 
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,x~osition compared to that of the recapitulation: 

Exposition~ 

( a i) I (bi) + (ai) 

~ ~ --A. 
c maj. I mod --vi 

(63-70) 

G maj 

Recapi tUla(ion: 
ai) 

(71 ) 
~ 
ii V 

(71) 

2 new elements (bi) 

~ 
C maj. I Plod 

(205-211) 

~ '------.. "' ~ '\ 

II:~~II : X~ "' 
'212) ~2l3) (216-220}(221-222) 
(214-) (215) 

Tho r8st of the recapitulation is regular. 

I 

I 

(223) 

Tho coda (bars 252ff), short and merely cadential, 

is based mainly on r epetitions of motive (ai) and a 

dotted motive: 

Ex 41. 

The see11inGly final tonic-dominant resolutions in the 

first part of the coda (bars ?52-259 ) heighten tho TV 
tension of the long pedal-point in the second part 

(bars 260ff) which, tOGether with the expansion of 

Tlotivc (ai) over a chromatic octave and tho 'stringendo 

il tempo' indication, causes tho closing bars to be 

greatly emphasised. 
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Th," Sec ond Hovomcnt h,-8 a r 8,thor unusual form, its 

"utline, A - B ,- C - B - A, r e Cl embling a s onata form 

','Ii th a mi r rored r ; capi tulation. It i s strongly 

IF,ifi'''d by dn alr>lOst unbr()lc~n f10',7 of quav ers, a n d 

a t o ',:turo which i s r ()tainod al)~cs'c throue;h out. 

~ho ()utlin8 i s as follows : 

S 'lction A 

" ,,) ction B 

S:',ctinn r, 
" 

S.::ction B 

Scction A 

bars 1 to 4 2 

- bars 42 to 60 

b2,rs 60 to 102 

- b~rs 102 to 135 

bar s 136ff 

Section A cOrrJ.:;rises tine subje.ct ( a) , 'vhich has 

thr e.e. diGtinci; parts, the first two of which are 

li ~ erally re D3Btnd , 

The first (b'l.rs 1-6 ), a 6.,ba r ,sontonc o , not only 

s +;ates th3 main tho]11,'1 tic i d"as of th3 m0vCl1l,:mt, but 

a l so sets the mood which pr8vails throughout by 

introc1l1c in,::>; certc\:Ln chClractoristic 8181'1nnts as ° . ,~ . 

Iliz :lic8.to in tho Qello, a n a ugmented second i ::l tho 
H"lody" 1) and a n evon quav Gr motion. 'l'hc construction 

of ( a ) i s sor~ c:vlhat irreGular; bars 2-5 form a ,j.-bar 

phr as o ""hioh is procoded by an up-beat (bar 1) and 

fnlla',wd by a link (bars 5 and 6; , which modulatos 

-C o C !1a jor l.U'1c'er th() ' s ecunda v ')lta '). MOr ')OV0r, the 

harmonic balanc :. of tho sub ject i s upset by the 

rolcc;a tion of the tonic to bar 5, the -prec eding bars 

havin:; TV fUD,c i:;i on, a l tqrna ting b e twe cn a C<1 l1on'cial 6/4 

1) r :, sul tine; from. th') uso of the ha rmon ic j'1ilFlr sca l ·, . 
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:md ~ dOFinant 7th. Th8 melody itself is built on 

~'n closely related rnntives: 

( a i) and (aii) 

Ex ~.2. l@-?¥F 
both f~aturil1g promin;mtl;r throughout 1;ho r',ov:"'1e1.1t 

in diff 'lr 'nt combinations and variations. 

But for a :::"l0rt quotation from part 1 (Le. bars 

1('-11), th r , second part (ba rs 7-20) tre ~'.ts the previous­

ly established subject material in free con tinuation 

technique 231d introduces a n~w lClotiv': (aiii): 

Ex 44. 
f):e~ . - - -~-- t . . - -------r- -

I'lh.ich only later 

(ai) and ( a ii). 

1) l ' t to ~,n -,'; l'VeS assumes equa_ l folp or ance "'. 

'rhe third part (bars 20-25), an epiloeue, merely 

confirms the A minor tonality. It3 main motive,(aiv), 

repea t ed in a v a r :Led manIlOr recurs later in subj,ct (b) 

of Section B (sec bar 42). The semiquavers of this 

part to:; e th0r wi th the sforzati of the previous croup 

ar0. the only major deviations fr ol'1, the othnrwise calm 

r hythmic and dynamic pro::;rClssions. Both 81"lJllents recur 

in the further course of thn. mov 8ment, the sforzati 

especially assuming uni fying s ignifica nce. 

Bars 25-42 serve a s a modulatory transition the 

thematic lJls. terial of which is 'krived from subjoc t (a). 

1) See the dcvelo:rmfmt. 
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Its most interesting features arc the oc tave doubling 

in bars 28-35, and the figurations of t he modulating 

chords applying expr,ssive suspensions and other 

auxiliary notes: 
e.g. bars 27-28 
Ex 45. 

:.~~~~~~~~~ 
iff f ---- - -- -----"-----

Sr;ction B in C major comprises one subject (b), which, 

al though quite new, employs motives and otb3r elements 

of subject (a), viz. (aii) and (aiv) and a free trans­

formation of (ai): 

Ex 46. 

as well as sforzati and pizzicati. 

The subj ect itself is in bar-form, the stanzas differing 
in setting. The aftersong, on a pedal-point in the 
cello, consists mainly of phrase r8petitions . 

Section C, rc,?res')nting tho develo~ment, begins 
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with a Group similar to bars 26-36 of the trans i tion, 

which ;nodulateo fron C major to E flat minor (bar 69 ) . 

A long dovcl opwJl1t , based nrimari l y on transformations 

of (aiii), Zollo' IS, c o]TI:'lrining ci 5ht phrases which arc 

cl.i,tcrmined mai:J.ly by sequential ha.rmoni c progr"3 ss i rns 

pacGin::; fr0Iil }; fln t minor to A mi nor . 

Phrases 1 '1l1d 2 (barfJ G9-75 a n d 7 5- 81) in E fla t 

mi nor a nd B flat mi nor respectively, arc simila r ly 

aO'1.o ·;;ruo"l;0.d, thc r·wtiv()s be i ng prcscni;ed in e ontrary 

motion. 

PhrasC'f. 3 2-nd 4 (bo.r s :.)1- 8 3 and G3-[l5), a noth-:r 

pair, i n F "1inor ;·c.nc1 n )"'linor r r)spccti vely, r')strict 

the r,lOtivio qu,-"ver i-1o tion to one part only as oppofJod 

to the formar mor8- part texture; sforzati dcscri bed 

a~) OV8 , rea:,!:!: pa r i :tl -[:;hC) aoe OJ"1pani ment. 

Phrase 5 ( ll'!.rs 85-(39 ) i n G minor, is a vari ed 

and f3hortGJ:1."!rl versi on of phraso) 1. 

Phm30f'l 6 n11'[ 7 (bars >-i89-91 and 91-93) in G minor 

a n d :0 Elinor r CtJpr::ctively form a third pair and re­

introdue o -:;h.e eontrar y motion of the first and second 

phraso:3. 

PhrO.8Cl 8 (bars 9 3-102) in A l",inor ( ending on the 

TV), var,:uoly rnscmbl'J3 tho end of thc transi tion (bars 

36-40), lar dinG into 8ubj,at (a). 

Tho reoapituln tirlll (bR,rs 102ff) is i rr0gular , 

S0a t iclll B o"'c1J.rin{j bnforr. Sl,ction A. Cons!)quontly 

the transition h:J.c1 to bo changed, material from subj8ct 

(b) rcplactne ·i:;l'H_~ orizinal o 

Sf)()t i Ol1 B (b,1TS 102-115) is unchanged but for 

its tral1S1)0uj.tton into A l'l.-':Ljor . 
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Tho transition o'1gins with a short m00"ulatory 

link follo',",cd by a partial r()p;at of subject (b) (four 

bars) in E flat major and a free motivic continuation 

(using (aiii) and s3miQuavors). 

Th :; r:,turn to subj"ct (a) is prepared ~spcc ially 

in th2 c3110 part with its pizzicato and a d '~sc(mdinc; 

line reminiscent of similar ones in the actual subj3et 

e.g. 

0,)110 part 
bars 1;!7ff 
Ex 47. 

subj()ct ( a ) 
bar 138f 
Ex 48. 

cello part 
bar 141 
Ex 49. 

--
I ~++L.+l II-- .. 

• -- " 

ullo .,....t: .bo,<,s !;I1ff ... 'bf-t :..¥ 
- -

SubjJct (a) (bars 136ff) in A minor, is u.~ehanged 

but for s 'ltting. 

The coda (bar s Hllff) in A minor, opens, like 

tho dcvclorment , wi th IDa"t;8rial similar to that of tho 

transi tion, but fro!'! bar 190, part 3 of subje."t (a) 

r()curs. "~he closing bars are d3ri ved from bars 127-

135 of the> r ';capi tulation, the upper parts sustainin:g 

the A Llinor h8. rmony with a n eving pizzicato colla part 

bringin,o: "l:he !'lovemen:\; to a nianissil'w ending. 
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The 'rhird F~OVGmfmt is a conventional Minuet and Trio 

but for the addition of a n extend"d coda which 10a<.ls 

without a break into the finale. 

Th') Menuetto is in regular ternary form with a repeat 

mark affecting the second main part. 

Subject (a) (o Pors 1-16) is a clos0d 8-bar period 

its repetition being transposed an oc~ave down. Its 

main T'.1.Oti ve : 

(ai) 

}i:x 50. 

is of prime importance both in the middle s :)cti on and 

in the coda , but a second motive: 

(aii ) 

Ex 51. 

though seemingly unimportant i s of som'3 sig;1ificance 

later in the minu8t a s well as in the trio. 

The nidrUe section (ba rs 17-23) on th8 TV uses 

pr3dominantly (ai). Its SOJllewhat impulsiv" drive is 

caused by a rhythmic accelerando, and its brevity i s 

covu,terbalanced by the extended devo lopment-like 

recapitulation of subjClct (a). 

In bar 23 subj')ot (a), slightly varied, 8nt"'rs 

in tho cello and is imitated in the ao()ompo.nying parts: 

In the sClcon d half of the phrase the melody returns to 

its original place in the first violin, ane an int ') r­

rupted oadcmce in bar 3n r:Jsul ts in a three-bar 

')xtcnsion .lith ;:10tiv8 r<'peats of (aii). Motive (ai) 

aniI its free continuation underly the closing bars (33ff). 
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~o Tril) iCI bipartite r~n ch part ~einG re11 8Q"tcd . Tho 

two parto ::lx-e v~r:T :3i: ',ilar in m,tlir." and i n -[;homa tic 

materia l, both res::mibling an :Lnv8r-l;e:d bar- foI'l'l, i.c . 

A - B - B . 

Pa rt A, a moc1ulat nr y -:;cmt'))'lcc (~:x:t("1c1:)d in tho 

B(;COnr1, mai n part ), corc'llrisc s an ' uJl - and ·-c1orm ' arpcc.!.i o 

in the firot vi olin follo',7c d by rc'pcti ti onG of a 

"'fJtiv8 i n the rhythnl of (aii) 0:[' the Mrnu<ctto . 

Part B h2.;'j Stu!liQu~vor runs in thf'~ p''tirl.r11(} :r:).r"i;s 

comb i:n0.<1 H i th ;:. ., 8 ~!nC ope.:I:;(:!c1 2.r:!l<;g~J 0 r;hord j_l'l ':jh(~ U!)J) ( -r 

part. I to rnpc)8- t is oz t cndod by t',iT O [.la r s ( . :t t h s i' or,;(" t t 

on i;h8 off- b0f.]. t), and t h " sync ona'!:",d chorr:l fic;ur() j.i3 

rhythrnj.cally v '1,ri Gel. 

'l'h0 only maj or diffr:r'"!llc !) b -, t :oem th r
, two part r; 

lies tn thcdr t onal structure, ,l)art I nJ(:><!ul:ltinc: from 

F major to C :r:'eJ j or and part 2 fx- om A n~., j or back to 

F major. Th~, above Ti1-;ntioncd r:xtr:nci on of A tn the 

A short ,Ji1oclulator y l i nk of thrw~ 'bar G l rads t o 

the rc!pGtitioIl 0:, the Monuctto . 

f~h-; C () r"la 9 i:i.'l c: Minor 7 in ' d(;vnlor~T·1cnt-lik(.; :l.nd 

based alTTJ.("G-c C;XClU8:l.voly on J:"lot:LV() (f..~t ), :i. t~.~ trans ­

forw:1. i;i nns ~'-nrl \';lri:t ti Gns • 

Aft!:r a L'loTtlontary p:.~usc on th '1 C1 '~)";1 J~1ant 7th or c , 
i t Ic~c1:J dir p.ctly into the fj]lnle . 
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Ths Fourth Mov0'llent is in regular sonata form '.Ti th th" 

follcning outline: 

Exp '-,si tion - bars 1 to 91 

DAvelopment - bars ql to 210 

R8capi tula ti on - bars 210. tl) 3()4 

Coda - bars 30Hf. 

Its special feature i s the inclusion of fugal eleJTlcnts 

in some s~ctions. 1) 

The first section (bars 1-47) is a four-part 

fu,:';uo exposition its sub .i0ct , (a ) , b )in0 unusually 

',~xt -md o d. ~I'he two distinct and similar rnotiv~s , 

( ai) 

:Sx 52. ~ ' [{lle' y 
. I r I 
I 

ar'} foll(lV/8d by a long continuation containjA':: , 

a T" Ol1Gst otJY,rs, notive (aii), 

Ex 53 
L' +-...1.. 

I
v I I Ii' :fj- I I ' 

its i1lain chp.rac-Gori stic, viz. the rr.peatcd noto, 

r .')appoarinG in lat';r subjects. 

1) A similar combination exists in the finale of the 
"Jupiter" Symphony. However, the consistcnt nnd 
hiGhly c r,n+'rapuntal t '~xture ,}f tho oarlinr '.Tork 
cannot c '~m:oare VIi ~11 the n OVCr.l8nt unc'.er c1.iscussi on 
since Be (~thovr-m' s contraplmtal writing hi this 
caS8 is r.1.a11n"ristic rather than truly polyphonic. 
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ThG subject :on-cries occur in th"l ord" r viol a, 

stcond violin, cAll a and first violin, r'!sprctivcly 

on the tonic, dominant, tonic and tonic . 'l'h(] counter­

subject reta:l;1S at f:Lrs<; the quaver mOV'lmr:mt of the 

subj'lct, but chan{;os after four bars to crotchets. 

The subsiduc'. ry cOFl1tersul)jccto run, for th nost part , 

in para llel lines e:i.th'lr to the nount8rsubj()ct (SOG 

:mtriEOs three and four, vioL, part), or to tho subj3ct 

itself (se", ()ntry four, seronc1 violin p2.rt). In the 

fO'~rth "mtry th3 octave doul:lling of both sUbj :;ct and 

coun-G0rsub;ject results :Ln "G',7o-Ylart '.yriting . 

The (olosi!lg b iora of th0 sub ~ e ,) t in eac h entry 

a rc vari ')d in ord ' r to avoid nodl'latorv 8piGodeG. 

Th" subj")ct in the fourth entry is lrmgthDDPd by 

cO:·.ltinuation t:)chniquG (usi:J.g motive (aii» , and at 

th(l samG timo the COlmt3nm:)ject und'Jrgo8s rhythmic 

augmontation , syncopations bo:Lnc; introdueod i!l the 

acconl)3.nil'1ent from bar 43 onwards, 1) 

Th3 transition (bars 47-64) us es chi efly a 

mo t ive, the repGat(~d :10t<,E. of which resemb l e those of 

.r,'oti vo. (aii): 

(bi) 

Ex 54. 

1) Th" r,)3.ny irr8gulari tics i n the fugu8 ~xT)"sition 
add furi;l.!er pr(lOf to tho statements i n fo,,) tnot':l 1 ) 
on page 96. 
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Tho harmonic pI'(lgrossions build up at first to two 

sir~ilar 4- bar groups, the J'1odula tion to th'1 dorcinant 

b8ginning in the s J C ond phri',so wi th th~ in'Groducti on 

of a diJ'linishoc1 7th on C sharp. In the continuation, 

'!Thich tr:'3.ts (bi) in 2. devel olJment-like manner, this 

chord leads to D minor and latar to the dominant 7th 

of G major ( bars 59- 60\ . From bar 60 ow!arc1s, ''ltive 

(bi) is renounced in favour of frcp, c ontinuation on 

th:") c1'lT'linant 7th, 'i111:;,e11 ac';s as a link. 

'l'1'1:") ser,ond sJcti )n (ba rs 64-91), eonpriscs t 170 

sub iect grou]?s : 

(e) bars 64-78, a nd 

( c1 ) bius 78'-9L 

Subject (c) (lJar s 64-·78) i B of cO;ltinuatio:l 

t ypo -'vit',L r.:l-,~+'iv ",; (ci) as its main 81Rnc~'lt . 

(ei) 

JSx 55. 
-~_- _.n n_-J: -. -# --#---

-- - - tJ~ltf -~--,., -- -tIJ:. -- .-- _. 
Thematically th',; sub j ,ot can bil di video, into two 

4-b'o.I' phras0s (bars 6~,-67 and 68-71), and 8. c on-I; in­

uatirn (b,- rs 72-78); tho two phrasos arc' i(J,Clltic :;, l 

both comprisiD.(" four ropotitions of (ci) (t"H) in t h:") 

f irs ';:; violtn, on~~ in tho cello and one in tho viola.) 

W;, t~l partia l ini t sttir)llS in the oth,r parts. 'l'lw 

c 0:'1 t i :,lua ti on dcvelops the moti vo s"'1u8n ti all~r . 

Subj:~ct (il.) (barn 78-91) msr"ly makes use of 

a-', ',thor transformation of tho t'lne r ' ~peats in motive 
(aii) • 

Ex 56. 
--II II 



-99-

Though th8 second section stands in G major, 

the actual tonic is not established for an:' length. 
The dominant 7th predominates both 4-bar phrases of 

(c) , and its momentary reso l ution in bars 66- 67 and 

70-71 falls on t o the weak beat of the ba r. Tho same 

holds true for the short turn to the G major chord 

in bar 73 of the continuation. Only the first part 

of subject (d) definitely confirms the tonic , but its 
second part mOdulates to E flat major. Such a modulatory 

turn at tho end of tho exposition is rather unusual 
unless thes ~1 bars are regarded as the customary link 

b r>twecn -Ghe exposition and the develo!Jr.lent Jlr oper. 

The resulting overlap, then, would guarantE'e an espec­
ially close conn8ction bet-,-ro ' n tho exposition and the 

1) dovelopm8nt. 

Al though these b2.rs occupy a seemingly unimpor­

t ant position in the course of the movement , they 
n'Jvertheless reveal on ~ of th') most interesting 

t'Jndencies in Beethovon ' s formal tr"atment . The 
fr~,quently encou.ntcr8d ovccrlappings betyl')ol'J. various 

."ections, subjp.cts or groups , not onlyrcsults in 

close connp.c tions of the r8spective parts , but a l so 

ensures an unbroken continuity. Th·,) cOJ11.bi;:J.ation of 

such continl'.ations .'(ith modulatory harmonies definitely 

points to the typical Romantic concepti on of the 

' c-mdloss melody' '.Thi ch represents the last culmination 

of a dovRlopment, the beginnings of "Thich can be found 

1) For a similar example of such double functions, 
se e also the s8cond movoment of Op.59 No.2, 
bars 52ff (se e pagc 52) . 
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in th'3 afore-mC'nti oned examplns. In the cas," of the) 

lFov"ment 1Lnder discussion, the con'~inui ty of ':;he 

motion is still further enhanced by the ab10st un­

interrupted quavers, :lnd a thematic and harmonic 

w:'akening of the spcond section, lJ'lth croat :i.ng a 
1) 

,J trong for,Yard bmd ::mcy. 

'Phe clevelo'lT.lOnt (bars 92-210) co:r::prises fc,ul'." 

mai)] parts: 

1) bars 92-112, 

2) bars 112-V,4 , 

3) ~r.rs 14A-176, c.nd 

~c ) b a rs 176-210 

Part (1) (ba rs 92-112) cons ists 0:[ three phrrl s os. 

Thoo f irst t '.!O ( bars 92-HVl 2.nd 100-108) in E flat ma jor 

a nd F !'linor r :)spectiv3Iy, a r 2 idcmtic2tl but for 

settinG an(1: key. Both deve lop rlOtiv e (ai) ,' 11(1 bars 5 
::md 6 of subjJct (a). Thl') former undorgoe s contra­

puntal varia tions (viz. inversion and interchang ing 

of parts), a n d the l :'.t t e r is c n J"lbin"1d . 'i th ,':'. now 

c oU:lternotivG: 

Ex 57. 

.~---- - - .-
~! 

~ , i 

I) In its unint:·,rrupted quavor mati on, the: mov :-ment 
is a -t;ynical '}xample of a musical ' pcry)ctuo 
J"lobi1e' a typo much in VOgU2 during th:i.3 peri od. 
Sec e. c; . also t hl' final " oLhis piano sonata 
Clp.26 in A flat majnr, and the final') 0:[' the 
Ikffncr Serenade K250 (of 1776) by Moza rt. 
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ThJ thi.rd p11ras ~:. (bars 108-112) changing fran D flat 

l'lajor to C sharp I'lil1!',r, pre sents motiv'~ (ai) in doub1·:} 

t ;drds and in quasi - imi ta ti ons . 

Part (2) (bars 112-144 ) compris8s four phrases , 

al t crna tivoly nina and cight b:J.rs in 18I1[;t11. Tho 

first CLncl third (b:>.rs 112- 120 "'.nd 129-136 ) C.re siT1ilar 

in th:mJatic: m::t :"rial, usin:; (b i), but (1.if:Cer j.n 

settin'; ancl. h2_rmony. ~'h() socond and fr:l'.rth p~.1r;c' s::,s 

(bars 120-129 and 1 ':l9-13S ), u sing :fr:;cly t ransf ;)rmcd 

clomonts of subject (a): 

Ex 58. 

g; 
art') sinilar in construction (each comprlsln.:; two 

symmetrical 4-bar phrases ) but diff~r largely in 

m.-:1(1dy ;".nd tn pr ']"'outaticn of th'; subjnct ,l;J.-t;t8r. 

Phrase 2 is hom0phonic, phrase 4,quas i-polyphonic 

intrD0.Ucinr..: a n ow coun~:;rsubj :; c t. 

The fr;·llLninr:: diiv·:rJ.ffi shry's the sha}l(3 of tllis 

Phras ? 1 Phras ,) 2 

t ale-Xl fr om us ing (a) 
(bi) 

C sh8.rp mi;1. a sharp min. 

Phras~ 3 
taken fr:Jm 

(b i) 

C sharp-mod . 

Phrar: 8 4 
u :j ing ( a ) 

D ~~:Ln. 

P" rt (3) (bars 144-·17G) ,JOClpri8es :t',:;t~r lJ i illili'.I' 
ph1".'I8es using exclusively n o-t;j.ve (aii). S inc a three 

of th2 four quav ·J r s contained in ( a ii) a r8 on tho same 

:.l:)·I;e , the C onstaht rnpcti tion of the 1l..ncha ng"Jd l"·-,ci ve 

(1n difi'<ilrent pitch levels results in the estab lishment 

of a molodic line: 
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Ex 59. 

~ .. .. .. m hlg 
To this a dynamic curve is added . The resulting 

9-bar phro.se is given out in turn in -eh' first violin, 

the s:.)cond violin, t:1 -:: viola and th" cell.o. 1) All 

tho J)hrasGs arc modula tory a nd diffGr slight1~' in their 

closing bars. Th" accOl~pani'1ont is purely har'IDonic, 

'I;h" rhythn.ic outline r esembling the syncopations 

and breves of the transi ti on (s e ,) bars 57-60 for tho 

former, and bars 49-5(l amI 53-54 for tll'J latter). 

Part 4 (bars 176-210), developing motive (ai), 

begins '.'lith throe ~,-bar phrases 1"hich arc d -; t orroin ed 

by harmonic and molodic s ',quc-nti a l writing. Like the 

forE'lr grOUT) thG melody appears in one part only, and 

th ') accoIlpanim.mt is homophonic. Th~, third phra se is 

longth')ned by ::l continuation (bors 18(3-191 ' - r ~; sembling 

t11 " hitherto omitt:)d bOTs 4ff of subj ')ct (a) - ), its 

repeti tion (ba rs 192-195) a nd :J. f urth:'1 r d 'volopment 

of j',\otivc ( a i) Cba.rs 196-200) whj.ch l-:ads to cadentia 1 

1) Tho specification for tho performance of each 
pllrase on on8 of thc loywr strings of cach instru­
ment, (' sul G' for t h e, first violin, 'sul D' for 
tho sec',ind violin etc), points towards the typical 
Romantic striving f ,)r instrUJ!!.:m to. l ton8 colour. 
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quaver passages. The harmonic scheme is modulatory, 

the three op 'Jning phrases passing sequentially from 

D major to F minor, and tho ensuing bars l ' ading to, 

and ostablishing, C minor; the closing cad;ntial 
v quavors end on tho T . 

D8veloiJm',ni; and rccapi tulation are 01 ;arly 

separatod. 

Ths r ecapitulation (bars 210ff) is rG,sular but 

for slight changes in tho fU(;ue oxposi tion. The 

original cOEntorsubject is renouJJ.cod in favrmr of a 

nGW onc: 

Ex 60 

-;:J.-f-e- v 'it I~ 

~ 

- '-.., 

sta t :)o. toe; :)thor with the first entry. Its rhythmic 

pattern of clGtached minims has l'rec r: C),cmts in tho 

dcvelopmont (S08 bars 136ff) and in the co',1.tinuation 

of tho fuS',; ", (J:x:posi tion ([lcn bars 39ff). The sub­

siduary countsrsubject r,n rely runs parallel to tho 

abovo. The nor mal succession: 

subj:Jct -- countersubjoct -- subsiduary count ')rsubject 

is not strictly adhered to, and in thn fourth Emtry 

th::; octave doublings ar ') r ')plac ~: d by more harmonic 

filling not')s. 

The r ooapi tulation and the ooda oV ('Tlap in the 

sarno manner a s tho oxpl)si tion and th,J devolonmnnt. 
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~h!; coda (bars 305ff), v 2ry oxtended and 

c1,)v310pmont-1iko, comprises thr(l ~ parts: 

1) bars 305-329, 

2) bars 329-388, and 

3) bars 388ff . 

Part ~l) (bars 305-329) modulating fr0m A flat 

major to the TV of C major, begins liko part (1) of 

the dovc:1o:,)mont (coJn1")FirC ba rs 305-309 with bars 92-96). 

~ho further continuation, hmvev8r, is considerably 

shorter, the motivio work ou1minating in quav8r 

passages sil'l.i1ar to tho end of the dov'J1o:,:,ra.ent. 

Parts (1) and (2) arc linkod by s ix ba rs (323-
328) containi!J.,:\ two ohords separated by general paus os, 

and a trill in tho first violin. 

Part (2) (ba rs 3'29-388), throughout in C major, 

compris;}s 'light ropetitions of a 2-bar phrase , 
Ex 61. 

in (Uff!)r:mt instrumonta1 combinations, fo11"""[-3d by 

a long contil'mati(m dealing exelusivoly with motivo 
(aii) and a free accompaniment. ~he latter retains 
the minims of -t;ho },rocoding bars but transfonls them 

melodically and rhythmically gaining thereby, a more 

lyrical quality. The gradual ascent in pitch level 

from bar 371 onwards (c oun-',erbalanoec1 by descencJ.ing 
lines in the viola anu cello - ba.rs 381ff) _roachos a 

culmination in bar 385. The expected closing cadontial 

chords, ho':;evor, aro rop1aced by a sudden turn to 
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D minor ( b~rA 38G-30G). 1) 

Part (3) (b:;.rs 339ff), m:)ro1y r(~ -()Gi;",blir:;hin:3 thc 

C J1lr.'"ljor ton:1.1i ty 9 :3()rv~)S as a kind of 'c oda to tho c(}c1a' . 

The Dubjoct mct:;ria1 i s sirai1a r to that; i n part ( ~~ ) 

cOYloist i ne of mottv:; (aii) and fl 1yric,al COlc'lt-'rymrt 

(/3econd violin), \(,ieh. i ~~ subj ',ctcd to gradual rhythmic 

'1iminuti on. Th:', r OGul t:Lne U()e'~l (; rando , C onbinc cl 'Ni t h 

n lOllL:' crc:scondo and climb in pi tch~1';v819 r~;8,ch ~:~J R. 

c-rand c1im'lx i"l thr) ' unj,,;ono ' wri ':,ing i n bars 42 3ff 

1) Such an unexreot,~d interruptil)Yl Ghort1y before ',,)1-> 
final ernul' is a f avourite (1,8vi()F) !"if Bee";hov ::m. ' s 
( SF. € ~.(rr; " the finale 0f the ;·;eco:1d ::.rv-:"'1.pho::1.Y ) a:t1.cJ. 
0100 of Hnydn f o (se~ 6 . C . the finalc)s 0; !~ha 
oYJl1phonicr; No 97 in C mc'tjnr (1792 ) ::mrl Nn 82 
(L' ours ) iYl C ml"j or (17 86 ». 
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C HAP T E R 3 

THE SillllMARY 
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In or(ler to pr~':38nt tlh: facts in a sY ::J t (',matic 

"ray, th0 follo'.iinc; 8UI!1J'lar:' if) divid,A into '~he Nain 

aopocto of ' () omposi ti on , viz. t he; form, th;, 8tyl<; , and 

thE har;·,10ny . I wiGh to mak ;) it clear , t:10uGh , that I 

am fully a '.'r.uo of th," artificiality of t '1in approach 

sinco th{~;se thr8~~ are in-G ordepondant o..nd. 0vc rlap 

cO!ltinnoufJly. Af tr::r they h "lve: hSE::n c11sCUG ::; ·~~ d r;epnrate ly, 

a s;yn t h EHJi ::?J ~ "lill t:1or ; f~)r8 b8 attor1.ptod t 

TIm FORHAL ASPECT. 

(A) Th() CY(1liIJ OU.tl:i.ne. 

All thr ee quartets have il1 c O'1lfl()n th:) (;yclic 

outline of four m:'v emr:n'i;c tho l:w t tW() of '::h ich arc 

jOinc <1 . 1) r; lh :~ ,Juca '.) :3;.; ion 9 -'ehr) tonal schon ofJ 9 and 

th.) form fJ vary , hO'!l:.,v ';r , ;:\ [) Gho·.n:: in the fnl10 "in(~ 

t<1.b l ;;) s: 

1) In the C'lse of tl!.e second quartet thic link is 
nbtuinc (1. by hC~ rr:'1. () ~lic r A.thor thf~Yl by or8anic )""toa ns ~ 
t]~D o :1. di!1 '~ ()f the third !!lovl;m:;nt on fl u!1inoX'l. r: 
ins'i; ·:acl of :'1 full chor <l cr8a tf;)fJ a certuir, h" :rJ'1.0'1ic 
o.T'lb i (~ui -r.y r~:..;ulttn~: in t-.7 0 th:L~r;8: 
( i ) th;:: e :'1Q (} J~ tho t hird :r ()V C~!lr~nt lns(; ~ i t~ ; 

f i:.1 '.li ty , a. r..d 
(i i ) th ~) E r cpr e c ,mts not only the, to;1ic.: '1r,tn of thl.! 

Allc:,;r 'Jtto , but alo o th:) third of ;;h;) C major 
chord ', hich opens th;) finale. 

\ 



Quartet No 1 
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Movt I Allegro F major 
Movt II Allegretto vivace 

e scmpre acherzando B flat major 
i10vt III Adagio molto 
I'ovt IV '.rHEME RUSSE, 

110vemcmts I to IV 
Key scheme 
Special features 

F minor 
Allee;ro F major 

sonata form 
traditional 
rcarran'::;c)ment of the 
two middle movements. 

Quartet No 2 Movt I 
l~ovt II 
Movt III 
movt IV 

Allegro 
Malta Adagio 
Allegretto 
Finale Presto 

E minor 
E major 
E minor 
E minor 

Movements I and II 
Movement III 
Movcment IV 

sonata form 
scherzo and trio 
rondo-,Jonata form 
suite tonality 
nono. 

Key schDme 
Special featur8s 

Quartet No 3 Movt I 

Movt II 
Movt III 
Movt IV 

Andante con moto 
Allegro vivace 
Andante cen mota 
Menuetto erazioso 
AlleGro malto 

C major 
A minor 
C major 
C major 

110vements I, II, IV som0.wha t unusual in the 
the US8 of tho Tp in 
the second movement, 
otherwiGe regular. 

Special features nono. 

(B) Form Used In The Single MoveTIwnts. 

AlthOUGh t he majority of the movements arc in 

sonata form , only two adhere to the clear-rout outline 

characteristic of the earlier Classical cOJllposers 

(especially Haydn), viz. the first movement of Op. 59/2 
and the first movement of Op.59/3. 1) 

1) The lattor even includes Haydn 1 s favourite clevi,so ,_' 
the slow introduction. 
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Tho most c ':)mmon departuros from tho r(,cu1ar outline 

arc in the) 'Jrder of importanco: 

(1) tho cl8v ,c;lom,lOntal f)xtcnsions tn the codas, 1) 

(2) hybrid forms bctwo(m s('llata. and rondo 'yi th oi thor 

a predoninant s(>l1<.1ta outlino Vii th rnndo 
elcmcmts, 2) or 

(ii) a nr" do; "i,mntly rondo outline but ;'li th a 

sonata dc:;vclnpmcnt atl th(~ middle 8:Dioodo 

(rond':l-sonata form). 3) 

(3) the mirror r ocay)it'11ation. ~,) 
Forma othor tha n s (ma t o, aro tCTnary, 5) l,linary, 6) 

and variation ricercaro . 7) 

(c) Pr '; suntati on and DGvclopmcmt elf '<;h, ', Sub j()ct Ma k ,rial. 

(1) Tho Exposil;ion. 

IYl all but one 8) of tho mOVCTlOnt:.3 in sonata 

form , the sub j2ct Ina teriul is llre8e,'lt ~ )d i " 'r-he p.xpos·" 

i ti on 9 whieh 3h0VTB 8, to:.1d ~]ncy to bsc. Oll1E:~ ;"'lOY'e (~xpantJ .. od. 

1) viz .. 

2) vi?' 0 

3) viz. 
4) viz. 

5) viz. 

~) viz. 
viz .. 

0 ) vi~. 

Op.59/1,JlloVtcl I "1;(, IV; OD.59/2,T1ovtrJ I, II ;:mel 
IV; Op.59/3,Plovt IV. 
Op.59/1, p',nv-[;s I ,." :111 II. 
Op.59/2, J'l.ovt IV. 
Op.59/3, )-lOvt II; Op.59/2, "!tNt; IV, aID!) uf30d 
in (~iY1..n:.:cti l)n ldith r!':1dn-S011.2, t:J. 1'01:. 1 • 

Or. 59/ 2, rar:)v'~ III, 0ll. 59/3 ;:lovt III. 
op. ~;9/ 3, J'lGVt III. 
Op.59/2, n ovt III. 
Op. ';9/1, jj1nvt III. 
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~hiD rc :::rul'::~, IF,l,rt17 fr ~)~ :--l "t";}i(: '.J,se. of Y'1.orc than 01.10 

,TL~l)j e r~t :i.:-::, ea.c J'J. ;';Gct:i.O:0. , 1) anI!, ~)artly f roTl other 

w ':',-i;h () dc; qf eX 'j''':lnsj on viz n ()"I'J ti:'u l+j on +',"'\chniquc 2) 
n..L·' Y1 " ''' -'''1'' ,'.' '~~ .. r ,~ :., ~ ", -' " : :; '.~ ;," '- ... . ~ . . - 0 U'-' 3-)'· " .1. ')., . 

r e ?1e" , t,L,_, L.l. , ", fl.1C ",uhJ"ct "" v ,.,Icl.l Llmc " , or "reat-

" 1 " ,tle r , < ';'1) ", E'c, t f'1J:-,,'l'ly 4,) T' " l"l'r" t-~"n"l' one " J1"tJ10d ._"- ' ,' _. '- .... "'1 ..... " _~ ~ __ ~ • .!.t" . 0 J . ~ _, l, '.,t , ,, 

i G the norli; G OI'1mO,') one -Ii "ti:'li:1 ;;hc) Op " 59 9 f:tnd sh0 ,ff:-] the 

l rl.te Claf'.1:. ical i:nv.'), {·;j,I)n {)f 'i;h-:-:- smalloY' s r' ctions by the 

:principln of c r)ntru [.~ t;. tj~ b. ') la't;tr::)r r~6tl_10d :i. '; rr~Gtrict8d 

to exc; 0ption:tl Cab(,~J. 

0itll~r 'c10Gcd ' or 

'O]lnn' 0 The fj_I'st'c;roup incluJ oo periodic fmlJ .jecto, 5) 

non-IJC.JI'i{)dic or uns}TT1I'letrica l GontcncCf3, 6 ) doubl:' 

~'nr8~ "~ 7) ''''U ''' ''I''' I'i-c' ' ,';th -''''0 contrae't1'n9 ~"rt~ 8 ) .J ~u ., .... , , .) ' . _. \ , ,' ' ............ 0_ \.In . _ J.:.> --, J , r,.t. I..> 1 

1)1' n' rt1' J' r 9) -'-I" -' " &r"'l' t(' 10) t -'r~ 1ry 11 -nd b~r form • _ .;.'C ~ v " 9 v J .. " t, .., ? ! .. .1.:. . ..1.. .. _ (.I.. - _ . 

:,; -Gru(j'turos, 12) J.lld a hybri d b ,t \7c{)n 'tornary and rondo. 13 ) 

~~ !~ 0 (:' '' 

r:~. r: " 
3) c .. [':0 
4) e .. c .. 
5) ': .'~: .. 

6 ) ,...., 0' 
\. , ... t..l ... 

7) , ..., (1' 
. .. t ... .. 

5 ) G· C .. 
9 ) nO£: 0 
10) s · C .. 
11) J .. c; .. 

12) ;.: .. g .. 

13 ) vizo 

Op. 59/1 , rr.ovtn I and II; Op . 59/2, T',<)Vt 10 
Op. ')9/1 ? n{)vt IV 0 

OJ). !;9/ 2, ''-'lOVt IV. 
Op . 5':1/3, :"<)Vt IV. 
0]1.59/1 '~ ovt III ? E:l;b;j (a), Op.59/2, n ovt II, 
suh j ( f1 ) ; Op. 59/ 3, ! iOVt III , oub ,j ( a ). 
OJ) . 5'1/1, r~ ovt I V ~ sub j ( a ); Op. 59/2, yn ovt III, 
OUr' j s (fl) Cl.nd (b). 
0p . 1) <)/1 < roovt I, Dul, ;' (c) ; Or>. 59/2, novt II, 
[,ub:j (eJ? Op.5 9/3, ml)vt I, suhj (c). 
0r>.')<J/ 2, :"'ovt I, uubj (0). 
01).59/2, PIOV': I, r:mbj (a). 
Op .,)9/3, W Nt II, s ubj (a). 
~~,', 59/1! rlovt II, Gub j ( a ); Op. 59/1, 1"1ovt III, 
,,'1,1 (b). 
Or>. 59/2, T~OVt 
Or> • 59/3 , ,movt 
OJ]. 59/1, movt 

I , first 
II, GU') j 
II, oubj 

po.rt 
(h) • 
(f) • 

of ::mbj ( a ) i 
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All '.; (mti.Jl,~, -ci();:l ~ ;Yr()S, 1) 'l "vclopmont tYPOG , 2 ) 

l inks, 3 ) .'1 l eI )'1odul:), t or~' scntcm()C8, 4-) on thn othor hand, 

arc ' o:r.,.-."<1 ·' Gubj'}cts .. The c ~'1oi c() of t h ') sub j ect type 

:u:; frce and c mrl'cl rj tely inO.c)prJ'.lclant of o :i. thor }losi ti on 

of fu"ac ti on . 

chc fi. r r..I t ~-;U0 j ':.: Ct '!?r0vo D to bo of prir- :) im~! 0rtnl1C() 

i:l tl~ n C ~·ErG(} of t ::'l E; :. :r)V'"'Tn.nnt 9 i t pr(;do:1tn.:-dj~3 tho d ('.'v c ­

lO}1P1.(nJ.t '7l,nd o0r.1c tir i.e:3 oven occurs on other p r-1.r -; ;s of the 

CXJ)nSi r.ion . 5) \I }:.E: oth~;r 3ub .incts, for ~.;~1.e p O.J t part , 

undnrgn 110 (1. ev ~) l op.:tcnt 9 G) -t;h2:ir rocurrcr"lc r.~ 8 U BU Glly 

'l-) '_l' 1'), . re~-'-rl' " 'j'''d .L,) "n" '~<' ",'()t,·'tl· (JI)" 7) ~"'" b ,.)lo . .... J' .... ll . J ;d .... . ~' .. '1 A C~ . •. J e 

'rhL'! i\mcti (~nal eli :~f ('. r ')nc c influenc o 8 -i;hc innor 

cn.l t ·1tructio~ l O _I~ the Duh :inc tn . All firs t :Jub jGcts 9 

re,~ ~:(l J:"'rJJ.(..:;u ;~. of their o;ltlino ,} arn based on on\:~ or mor':) 

mot i ve)s w:'.·;;; ; a ch:'ran t r;ri stic rhythl'J i c or rn.e lodic 

sha p-; (01" l)cth ) . Llnd eoncGqucntly stron:~ dovclopITlcnt:!l 
capa biliti es . 8 ~ 

1) ...... -,. 
'.- ' ..:;. . 

2) e . g . 
3) o . g . 

4-) 0 03 · 
5 ) o . g. 
6 ) C ' G O 

7) :. ~ . {; . 
8 ) ,~, ..... 

' i • ....,::l 0 

Op.')C)/l~l ()vt I, rmb j ( a ); Op.59/11 :t' ovt II, 
r:ubj (b ); Op .59/2, ·loVt I, l'1ubj (G); Op. 59/3, 
:n ovt IV , mb .i s (a) and (c). 
Op . 59/1.; 'ovi; I, l)1.!bj ( c) . 
Op . ~ 9/1l '-nov'!; I, :mtJ j (f); Op. 59/2, r'.0vt II, 
m:b J (d • 
Or. 59/3, )Y1Vt IV, 
<1]:) . 5J/l, movt I; 
?;:~ 9/;l ' "wt II, 
,_· L. U .; ( ...... J. 

8U b j s (a) a nd (d). 
Op . 59/ 3 l n ovt 1. 
sub j ( (') J9 Op. 59/ 2 , '-,ov-i; II, 

Op.59/1 :rnovt I, rmbj (f); Op.59/1 rnovt IV, 
. 3U()j (c) ; Op . 59/2, r.l. ovt I, nubj ( el ); 0],).59/2, 
rnovt II, subj (d). 
Op. ~9/1~ 11 0Vt I, nub j (a ); Op.5~/1, mov'i; IV, 
l-ulq (a); Op.59/2, _lOvt IV, ::mbJ ( a ). 
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Thr.y ;',rel al'IaY;) ]E 'E;;)en,tcd in 8. c l ear and siI'lple fJC.'tt ing. 

Th<; soconc1 ;mbj':'cts , 0'2 the o'i;her hand , a ro :-;oncrally 

morc lyrical ( '~f3 :n :') oial1y tn tho f[l.Gt n OV0Y'10nt s ) 9 and 

oi ther o!1]'11cxy l <1fJG cha!,:-!,' ?' i; ';ri3 tic motives, or lack 
"I ·~l""",- ·~rn..r·· · 1 "'I~ ..... 1-. -1' t ' c C' 1) ('. EV ,=,. \ .' .. il'1._~ 1,1 .. .:1... c..;..:p .. I-Il l 1 JQ . 

Th"oo foI'J'!1s \Ii thout a contras tinG Gcction, viz. 
ternary 2) and binary, all ,mploy typi cal first sub jcct 

t yp', s ( descri bnc1 8.boVE ) . I n the, ric CrCaT') th8 prcsen­

t o.tion of t"1~) 8ul,jnc t i n of '-lccondary i rlp ortanco, tho 

c ountor- sub j ·:c t nrovidtnr.; tho mai::'l dey\') 10nl~(::'1t:ll 

id:.-as " 

(2) Th~ Dev plorment. 

The: dcv:J l o:pmcnt .. ec ·~j_(Jn~· a r c divi dnd i nto several 

part s (varying in number form throe to sovon ) oach 

prosonting on<: main as,!)ce t of the, fmb jcct. 

a 1)1 0 is thR 

Tho [Jubj'Jc-i; r::- tcrial ~:-cC::fJ8nt c d in the expou i tion i s 

d:,vclopod J'1E" inly :Ln the: f oll owiW~ ways: 

( 1) the C OTG.I! lc) tc T'hra8('~ is rGperl t ed and sub .jcctod to 

f;:'Cjucntj.fll 'r;orlulat:LoniJ or oan()nic divic;()s, 4) 

(2) a Ginr;lf: moti v:) cell is "iorked out ",-i t h t rans-

f OY'PlD. tJ ons , v a rin tj_ ons 1 inv()r'sion'J augrlontation , 

d -; -,,-j-1ui--"Lon ,-, tc "tc 5) .J...J __ I _'J_ _ ... . . .... • 

1) ,~ . ::; . (tp . 59/1, "JOV'!; I, ::mb,j (d). 
2 ) -Ghor:f: " '(W"ID<,nts i n terna r y forr:' , viz. On,)Cl/2 T1()Vt 1119 

:;,nd ()p. ~) 9/ 3, :--'ovt I I I , i-12V(), in T'lac(' ()f a (; ontraq­
ting n;;c-[;inl1, ~'L fl'lrlI' i; cLv -;lo:pn,mt of -::;h ~ Hct in uub j cu t. 

3) () . {j . 0n.59/1, -OOV;; 1. 
4) c . (!, . Op . 59/1, ' ''wt I, 
5) 0 . [> ()p .59/1, )-!(lVt I, 

Op. '.:9/3, :,lOv t I, 

p8.rt 1 of 
T',<::n·t 2 of 
0.11 na rtf3 

tho <l:ovr~lo"'mnnt . 
-:;h'J dcJV~- l opm'~nt; 
()f th o') "I.~v()lopmcnt. 



( 6 ) 

a He' ,- phr",:Jc; i3 for"jl.cd 

the nG'i~i v,~; .~ -::rl8ra to. s a 

th8 :m o-;;:i.v ~ j.G combined 

1 4·) or 0, d, 
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out of repetitions 01 onG 

troated a~ a \±ole, 1) 
<,' '-' t· 2) Lroo con'ulDua lon, 

"i th othor material, n8W 3) 

th ,; :mati v-: provides 

c1oY.)ino.::rtly hQI":;Yl.onic 

malaMic interest 
!Sroup. 5) 

in c,- pre-

( 3) The Rec.'1.pi tul,·ti on. 

In "ubjGct matt~r and outline, the ren'lpitulatioDs 

aro for the mor;t part r<)!c(ula r, tho only irr0gulari t ics 

b':'inc; th() mirror r"cc~pi tEla ti on, 6) the omission of 

on'") of the r:;ub~()ctf3~ 7) gnd harmonic chan::;:''!fJ in parts 
0) 

other than '(;hc t"rF:nGi tion. 0 

( 4) 1:h8 r, ()d. ·~. 

Thc~ 0 o,las, wi t11 oxe 0pti on of one, 9) are very 

r3xtend~d ELr.d n.8Sll1J1.(~ :?l,lrlost indol)endant status? thorcby 

tr:1n.sforr.ling "lJh::. ()riL~in;ll -cll rcc-part ntructuY"o to . one 

in four p'lr-i;s . Sinc~:: r} ;?vGlnpmental trea t:rncnt pro-

domtno. t'.'S ': · : :. I P.';~ can 1)0 I' ,'[':r,;.r')' od " 0 a 8 ount8r;}.~.rt to the 

l1. (')V r, 1 oJ.>. 

1) r, (1' .... .. <: ) .. 

2) :J.g. 

3) c.g. 

~l " ~ ... .. '.) .. 
8.::' .. 

6 ) ;; .. t:; .. 
7) o. g . 
8) e.g. 
9) G.g. 

en'l; Tlr()pr~r , s () th[~ '; OXTJosi ti on and rcca ni tula ti on 

Op. 59/1, '"ovi; 
;r,ov ';, IV, part 
pu,y-:; 3 of tho 
Op.59/1, ;ovt 
part 1 of t>'.0 
Op.59/~~, ' ''wt 
JXl,rt 1 of' ·'; l'1'. · 
O}) • 59/1 , ;1ovt 
Or; • ~;9/ 2 , )'lOV i; 
rl crv- ',; IV, part 
Op . 59/2, ;, ovt 
C']:l. 59/1, 80Vt 

.Op.59/1, movt 
Op. 59/2, 8,OVt 

:'1 , part 3 of th:) dov; Op. 59/2 
'J of the dov; Op.59/3, rnovt IV 

I, p:lr~ 4 of tho c1ev, and novt 4, 
dnv. 
I, """r-c 3 of' tn." dev, :mcl J~ovt 4, 
(lev .. 
I, p,~rt 6 of the d0V. 
IV, p" r"i; 2 oj:' the dov; Op . 59/3, 
3 of the, d'lv . 
IV, Op.5Q/3, novt II. 
I, subj (b) ami t-t;()d. 
I, :mb j ( a. ), and movt II, sub j (a). 
I. 

, 
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form one ' pe,ir ' and t;1-jc develo»ment and coda another. 

Thus thc main purts are linlwd in the follo'.rine; way: 

Expot tion Develoument 
1' -

{-
Recapitulation 

THn STYLISTIC ASPECT. 

Coda 
l' 

The mO:Jt important characteristic in the quartets 

under discuclsion is the "accompagnato obblj.gato" , 1) 

the Clas GicCll count8rpart to Baroque polyphony. The 

motivic work i s distributed bet'.'l8en the parts. rasul ting 

in a kind of quasi-polyphonic texture. 

The hOf1ophonic sections, which are rathor oparingly 

used, contrast strongly with the "accompagnato obbligato". 

They occur <either ac purely chordal sections, 2) or in . 

the form of solo plus accOilll)animrmt. the first violin 

uGually being predominant,3 sometimes even assuming 

c onc (·) rtantc: character. 4) 

1) Gtlido ArlIeI' USGS this term in his b ook DQr Stil in 
dcr Musik ( Brei tkoIlf and Hartel of Leip7, ig. 1911), Bk I 
( :.leo pag"s :)~. Off ). and it is alsc to be found in the: 
Handbuch dor Musikgeschichte edited by Guido Ad.ler 
(Frankfurt am Mein. 1924) (see page s 712ff). 

2) e.g. ()p. 59/l~ rlOvt I cubjs (b) and (f), and movt II ~ 
subj ( a )(bars 29-34) ~ O~.5'J/2, mov:' I cmbj (d). 

4
3l e.g. Op.5 9/2. movt IV subJ (a). 

e.g. Op.59/l, movt I, )l"tr t 4 of the dey. 
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I n i ta-bive writing oun b e seen in: 
, t' ( t" 1) c anon l C sec l ons 8JrlC ~ or oth:-;rwise 

fUBo.l s~~cti nns 3 ) 

t hirds. 4) 

The i ns trui'l1on-t;s arc tr8ated equally ','Ii tl", re[fard to 

teehniquo a,ld lJl81oci.io i mporta noe, thouGh traoes of the 

t r aditional prGdODina neo of the f irst vi ol i n a re notio e­

able. A rel~ ti vely Cl, rl.vanor;d standarod of toclmique is 

demanded . 0,1 t h e w{<, el~ Bceth oven does n ot o:.;:ploi t 

instru_'n.c~ntal Clf.fcutG 5) but at timos UG()s pizzicato 

not only to con tra: ,t thc6bO\7in~\ style, but 

a chi ave t c'xtural unity . ) 

a l s o to 

1
2

) e . g . Op. 59/l, movt IV, c oda. 
) o . c; . Op . 59/1 ~ T.10vt I, bars 1 21-123; Op. 59/3 , rnovt I, 

subj (Cl); Op.59/2, "i,ovt III, part 3 of ricorcaro. 
3) c. g . (~.5 S/l, movt I, part 5 of t he dev ; Op.59/2, 

J'lOvt I II , lJc: r t s 1 and 2 of ri n ,-,rc a re; Op. 59/3, 
movt IV, "ub j (a). 

4) e. g . Op. 59/1, r:tovt IV, subj (c); Op.59/2 , movt I, 
part 4 of t h e r!.uv. 

5) the) onl,' ) XC epti on can bo ne::m in Op. 59/3, movt IV, 
pccrt 3 of th,. ' (1CJva lo7)mont. 

6 ) (: . t'; . Op.59/l, !',ovt IiI; Op.59/3, n ovt II. 
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THB HARlIWNIC ASPECT. 

'rhe h2.r n or'.ic idiom i s prcdor" inantly diatonic with 

1 . 1 f h t · · 1) on y very oec~8lonu U[l :") S 0 C roma J_Clsm. 

Tho moot imp ortant j.rmovations are in the fie ld of form. 

Thou.:;h BEJuthovon rntains the traditional Tonic-D(1minant 

polari ty iIl tho oxposi tion , 2) he shows a progressive 

tendency in hi:3 U fJO of third-rclatod keys a t the bec in­

ning of tho dr;vclopn.(,nt and t ho e ada ~ 3) or be '~woen 
tho t~ o scctions of a binary form. 4 

Within the c1:)vc10pmcnt sections , modulations pas ,s 

'~hrough vary distant keys, but thc codas are generally 

cacl.o1tio.l. 

TEE FINAL SYN'.l'IIESIS. 

Th~.) prcco(1inC anal~'sis rev8als Boothov(ln I s pre­

occupation , durinl:: this p " riod, with formal problr<ms. 

It is in thJ.rJ ficld that th() most i mportant innovations 

occur, anr] '."Th e r ·8 a COi'lSistant application of certain 

principles can bo observcd. 

1) e. r; . Op. 59/1, r.lOVt II, part 3 of th!) clov. 
2) u s ing s ()Jn.otim0 G tho minor dom:' m:nt 0 ' 0 ' in Op. 59/1, 

movt II, :1,?l.d O?l . 59/2, r'lOvt IV. 
3) e . g . Op.59/1, movt II a nd movi IV; Op.59/3, 

movt I and IV. 
4) e.g. Op.59/3, movt III, trio. 
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frhe m(."lj.1:l. tach" ~.3 eems to lie in th8 balancing of 

corctr::wttnc; Clnd unifyini; 81cments. 

Crm-Gr:Jct Ll provi rlou chiefly by a variety of 

f;)ulJj~)ct ]:'l2. t crial i n iih ::-~ exposition, and to a les ser 

:-;:iCt ont by iJ tylj_ ~~ tic diff'erGnc es . Compared' lith this 

conventi onal method of intro(lucing contrast , tho careful 

choice of thG most 'lui tablo means of' unification is 

inrJ.,·)(;)d nt;riking . SiT'lil",ri ty in harmonic e onstrueti on 

or fOlmda ti :'ll, prov() s to be th(3 stronges t nodi um f or 

such unificu.tion, 1) thoU{::;h it TflaY be' tho l')3.st obvious. 

Almost equally important, anr1 even more frequontly 

applied , arc motivic and rhythmic connections 2 ) bctw:)cn 

vari ous sccti ons or pa rts . Thc predor~inano ') of tho 

f'irst f.lubjew t in tho clnvolopmc::J.t of Donata forms, i s 

another oxternal ::mcl typically Claosical mc:tns . 

Continui ty of IJro[',resGiono ;,nd cl080 connections of the 

single pa rts and. scctions i o cc chicvocl by ov()rlaplJings 

\iTht C ~l aI''") prn O.uc :".!(1. tn a vari :::!ty of 'Hays ; viz: 

(l).the elosi.ng subject of t11 .) exposi t ion (or recap­

itulation) bc()oJl1C's a modulatory l ink , 3) 

(2) clr)volopmnnt f: laturbs orr!; 'r in ono part whi le t 10 0 

others cO!'lple t 8 thQ expositi on, 4) - or - the 

rocapi"i;ul~'.tion enters in one part '7her'~as the 

d;wol opIncnt c ontinues j_n tho others. 5) 

~~ o . g . Op.59/2, mavt I, nr:ction II. 
8 . g . ('p. 59/1, ]11 ovts I a.nd IIi Op. 59/2, movt I; 

Op. 59/3 , ]~!.ovts , II unc1 IV. 

~~ c . g . Op. 59/1, )')()vt r. 
G. g . Op.59/2, ;!If'vt IV. 

5) e.g 0 Op.59/1, J!lovt I. 



( 3) by a thoTil ... "J.tic overlap. 1) 

(4) tho clos ing part of the development correoponds 

with the oponing of the recapitulation . 2) 

(5) thc entry of the recapi tulation is anticipated in 

the closing bars of the devclorlJiJent. 3) 

(6) the oingle phrase gains a d.ouble function forming, 
formine; thert,by, an insoluble link. 4) 

(7) clevelopmont fea turr)s exist in the setting of the 

othur .;hw regular 0IJening sub j('ct of tho r()capi tu­
lation. 5) 

Overlappings of tho smaller sections arc also to 

be found , those being generally harrnonic; the resolution 
of the '[vat the bee;inning of the OGcond section is 
dGlayed . 6) 

It follo',v:: f rom tho above that it is Boothoven ' s 

aim to achi evc an equilibrium of the two diametrically 

opposed fact0ro, vi c; . diversity and uni'ty. Whereas 

divcl's i ty provides interr'st, uui ty eusurGS form. 

1) c.g~ Op.59/1, ffiovt II • 
2) e . g . Op • 59/1 , movt II; Op . 59/2 movt I V. 
3) e . g. Op.59/2, n ovt I. 
4) e . g . Op.59/2, J'1ovt II. 

~~ e .. G· Op. 59/1, I'lOVt IV. 
e .. g . Op .5')/3, movt IV. 

.. 
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THE EPILOGUE 

"Tho n:]SGnr.c of ~nuGic is oound in moti on". 1) 

Thr0ughout t ho [~!3c; o c omposero Gnd '~avoured to unite 

the inher ent (1iversi ties of such moving oOlm dc i nto 

forms of Clrt . Di fferent peri ods favoured (hffcrent 

solu r,ions to this basic problom of all muci c . Tho 

CIClssical era , in j. ts func1amontally dr ama tic approach, 

aimed a t a 1Y)rf(\<;t balilncc of con.trast and unity . This 

h i t'T,h idoal f mmel its fulfillment in tho works of two 

c onpoc ars , v i z . i n the operas of Mozart, and in 

B:;ot',} ovun ' ~3 inntrullont nl music. 

Thp. GSGontial f()atures of Claosical form and styl e 

finrl -their fJubliw ; roali s a t i on in the strine CJ.uartet . 

It i i3 th0 hub of Clas s ical composition. BeQthoven's 

l ast qWlrtQts, ascen~, l i k'., t he great Thoma5 0antor' s 

l afJ t works , to r8~:ions ;"lhie h are inacceso i b l G to all 

but a fGw . They I'oprc:scnt th(~ peak of his \:ark. The 

RazuTtlovoky c,uartets Sb.rl'ofV, on a more modest l:~vol, a 

si7,' t l~'.r t en(1eney '.ii th:Ln the works of that peri od . 

1) Tho Beautiful in Music by 
by T1.le Library of Liberal 
(s(; :) pago 48 ). 

Eduard Eanslick ( published 
Ar ts, ndited by Oskar Pies t) 
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