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Abstract: Starting from assertions by established Romanian musicologists
and an analysis of Mozart’s nineteen piano sonatas, certain structural
preferences can be observed in the second and third movements of this genre,
which differ from those described in standard musicological literature.
Furthermore, two unusual cases emerge in the second movement where the
composer employs a minuet. While the formal structure of the minuet is
maintained at the macro-structural level (the compound tripartite form),
each section surprinsingly utilizes sonata form. This paper explores possible
motivations behind these unique minuet constructions that incorporate
sonata forms within the structure of a tripartite lied.
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Introduction

The classical piano sonata is a genre frequently performed in concert
halls, and its characteristics have been extensively studied and clarified in
numerous volumes of formal analysis and synthesis. However, following an
analysis of Wolfgang Amadeus Mozart’s nineteen piano sonatas, the
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structural configurations encountered—as well as the statistics regarding
the internal organization of the movements—warrant renewed discussion
and a recalibration of the genre’s defining traits. Furthermore, several
atypical cases are observable that anticipates Beethovenian solutions—
sonate quasi una fantasia, con alcune licenze.

One of these structural typologies, repeated in the exact same
position across two of the sonatas, introduces an entirely extraordinary
hybrid form. This involves placing a minuet as the second movement of the
sonata. While this movement retains the typical macro-structure of a
compound tripartite lied, its internal sections (the "real” minuet and the trio)
surprise the listener by organizing themselves into small sonata forms.

Methodology

The study builds upon assertions found in three major volumes of
Romanian musicology, which will be cited and commented upon
chronologically, from the most recent to the oldest.

Livia Teodorescu-Ciocanea defines the sonata genre as "..a multi-
movement instrumental work, in the sense that it is composed of several
independent movements with a contrasting character."! This definition is
followed by clarifications regarding the classical sonata genre, as follows:
“the order and number of movements in the sonata genre alternated
between three and four movements in the second half of the 18th century.
The framework of the three-movement sonata: fast - slow - fast, expanded
from chamber music to the Italian opera overture, the Sinfonia. At the end of
the 18th century, this model remained standard for solo or duo chamber
works. The four-movement sonata framework was consolidated starting
with Beethoven...”” Indeed, from a statistical perspective, Haydn’s and
Mozart’'s sonatas generally comprise three movements (with rare
exceptions), whereas Beethoven was the one who established the four-
movement structure as one of the standard solutions.

The appearance of a minuet as the second movement in a three-
movement genre is unusual. This dance of French origin was adopted into
Baroque sonatas and later into four-movement Classical genres as the third

1 Teodorescu - Ciocanea, Livia, Tratat de Forme si analize muzicale, Editura Muzicala,
Bucuresti, 2005, page 185
2 Ibid, page 187
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movement, where its purpose was to provide an energetic "restart" after the
slow tempo of the second movement (the minuet being a dance in a
moderate tempo—moderato/allegretto). In the two Mozart sonatas where
the minuet appears as the second movement, the composer’s motivations
seem evident. They stem from a personal, atypical choice to build a slow first
movement—an Adagio in sonata form in the case of the Fourth Sonata in E-
flat major (KV 282)—or to begin the sonata genre with a slow theme and
variations—an Andante grazioso in the case of the Eleventh Sonata in A
major (KV 331).

Regarding the formal construction of minuets, Livia Teodorescu-
Ciocanea specifies: “..the complex tripartite form represents the structural
and tonal template of minuets and scherzos included within the sonata or
symphony genre. The classical Minuet and Scherzo are also composite
tripartite forms due to the thematic and tonal (modal) contrast brought by
the Trio, or the middle section.”* The author's statement is perfectly
supported by the statistics of the overwhelming majority of minuets present
(usually as the third movement) in the sonata or symphonic genres of
Classical composers. However, the formal reality of the two minuets
introduced by Mozart as second movements in his sonatas reveals a far more
interesting and utterly unexpected construction.

Another formidable professor, associated with the Cluj school of
musicology, Valentin Timaru, proposes a similar approach to sonata genres
regarding their internal structure, terms them "sonata-symphonic genres"4,
and observes several atypical situations (such as a slow first movement,
occasionally lacking sonata form). He explicitly mentions the Sonata in A
major, KV 331, noting that its second movement is a Menuetto with Trio,
though without identifying the hidden sonata forms within its internal
sections. Regarding the formal construction of symphonic genres, he notes
the "rigour of the following template: I. Sonata Allegro (with or without a
slow introduction), II. Slow movement (lied form, variations, or less
frequently a slow sonata or slow rondo), IIl. Minuet with Trio (Da Capo
form3), IV. Finale Allegro molto (sonata form, variations)." Although a
detailed focus on the formal structure of individual movements within the

3 Ibid, page 149

4 Timaru, Valentin, Compendiu de forme si analize muzicale, Universitatea Transilvania
Brasov, 1997, pages 378-381

5 Another way of naming the ternary forms, referred to by the author as a complex compound
ternary form (on pages 93-95 of the cited volume)
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piano sonata genre is not a primary objective of his work, Valentin Timaru is
statistically contradicted by analyses of Wolfgang Amadeus Mozart’s piano
sonatas, where the slow movement and the fast final movement often
feature structural designs that differ from the template he outlines.

Finally, Dumitru Bughici® states: “if we analyse the sonatas of Joseph
Haydn, we see that they are generally composed of three movements—
movement [: sonata form; movement II: lied, sonata, or minuet form;
movement III: rondo, sonata, minuet, lied, or theme and variations form.

The two-movement sonata is not characteristic of Joseph Haydn,
although we find it in the Sonata for Piano and Violin No. 6 in C major or in
the Piano Sonata No. 30 in A major [...] Wolfgang Amadeus Mozart continues
to cultivate the structural principles upon which sonata form would evolve,
due to the fact that he was familiar with the works of Carl Philipp Emanuel
Bach and Joseph Haydn, naturally adopting from them what appeared to him
either most important or most suited to his own expressive character. In the
majority of his sonatas, we observe a predilection for the three-movement
cycle.” Here, too, we observe an historically and statistically reasoned
perspective, which is nonetheless partially contradicted by the statistical
findings of the analysed sonatas.

The second approach of this study involved the formal analysis of
this group of works. A statistical overview of the 19 piano sonatas by
Wolfgang Amadeus Mozart brings to light certain clear preferences of the
composer within this major musical genre. Thus, in contrast to the
assertions made by theorists in textbooks and dictionaries of form and
analysis, an examination of the genre confirms certain dominant choices—
such as the three-movement structure and the fast-slow-fast tempo
alternation—but also reveals surprises and deviations from the standard
literature regarding the formal structure of the individual movements, most
notably in the second and third movements.

Results
Analysis of the Movement Forms in Mozart’s 19 Piano Sonatas

Out of the 19 sonatas, 18 are structured in three movements, while
only one contains two movements’ (the second movement being a self-

6 Bughici, Dumitru, Dictionar de forme si genuri muzicale, Editura Muzicala, Bucuresti, 1978,
page 312
7 The 19th sonata, in F major, KV 547a
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quotation, consisting of a transposed version of the third movement from
the Sonata Facile, KV 545).

Eighteen of the sonatas feature a first movement in sonata form.

The less typical cases among these include the Fourth Sonata, which
features an Adagio tempo in its first movement (KV 282 in E-flat major), and
the Sonata Facile, which presents an atypical structural design involving a
recapitulation in the subdominant or an incomplete recapitulation—if one
interprets the recapitulation of the primary theme in the subdominant key
as a false recapitulation®.

Only one of the sonatas, No. 11 in A major (KV 331), features a theme
and variations in its first movement.

The middle movement is slow in the majority of cases, with the
exception of Sonata No. 4 (KV 282) and Sonata No. 11 (KV 331), both of
which feature a minuet as their second movement (an Allegretto tempo is
explicitly indicated for the Fourth Sonata).

In both instances, the conventional macro-structure of the minuet is
maintained; however, sonata forms emerge within both the minuet and the
trio sections.

The proportion of sonata forms in the middle movements is also
noteworthy, appearing in seven works.

To these, one must add the two minuets that incorporate micro-
sonata forms within the sections of the tripartite lied, as well as two sonata-
lied forms (sonata forms without a development section). Additionally, there
are no fewer than four slow rondos and only three standard lied forms (two
tripartite and one tripentapartite). One sonata lacks a slow movement
entirely: the final one, KV 547a, which is constructed in two movements.

The final movement is fast or in a moderate tempo (with a few
instances of Allegretto)—except for the Andante theme and variations in the
Sixth Sonata (KV 284). These finales frequently employ sonata form (6
cases), rondos (5 cases), and rondo-sonata forms (hybrids combining
elements of both rondo and sonata form, 5 cases), alongside two pieces
featuring an atypical, free form.

The table below presents all analyzed Mozart piano sonatas to
highlight the structural designs used, as well as their typical or atypical
characteristics regarding tempo sequence.

8 As in some Domenico Scarlatti sonatas
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Sonata | 1st Movement | 2nd Movement 3rd Movement Observations
No. /
key /
KV
1/Do’/ | sonata sonata sonata typical
KV 279 construction; fast-
slow-fast tempo
sequence
2/Fa/ sonata sonata sonata ibid
KV 280
3/Sib/ | sonata sonata rondo-sonata ibid
KVv281 (ABACADAB’A)
10
4/Mib/ | sonata menuet - sonata atypical
KVv282 tripartite construction of
lied/ternary the second
form, A movement;
(Minuet) = atypical tempo
sonata, B sequence -
(Trio) = sonata adagio- allegretto
- presto
5/Sol/ | sonata sonata sonata typical
KVv283 construction; fast-
slow-fast tempo
sequence
6/Re/ sonata rondo en Theme with 12 | atypical
Kv284 polonaise variations construction
(second
movementis a
slow rondo),
atypical tempo
sequence allegro -
andante - andante
7/Do/ sonata tripentapartite | rondo-sonata unusual
KV309 lent (with with inverted construction of
variational recapitulation | the final
elements) movement, typical
tempo sequence
8/la/ sonata sonata rondo typical
KV310 construction; fast-

slow-fast tempo
sequence

9 Major keys are written in capital letters, minor keys in lower-case letters
10 B’ transposed in the original tonality
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9/Re/ sonata tripentapartite | rondo-sonata ibid
KV311 lied - sonata
10/Do/ | sonata tripartite lied sonata ibid
KV330
11/La/ | Theme with 6 | menuet - free form, atypical
KV331 | variations tripartite close to an construction
lied/ternary atypical rondo | (regarding
form, A movement forms)
(Minuet) = atypical tempo
sonata, B sequence -
(Trio) = sonata (andante grazioso
in Movement )
12/Fa/ | sonata lied - sonata sonata typical
KV332 ABAB’ construction; fast-
slow-fast tempo
sequence
13/Sib | sonata sonata rondo-sonata'' | ibid
/
KV333
14/do/ | sonata rondo - adagio | rondo atypical
KV457 with certains construction
sonata (second
elements movement —
unusual form)
15/Fa/ | sonata sonata rondo typical
KV533 construction; fast-
slow-fast tempo
sequence
16/Do/ | sonata with slow rondo monothematic | atypical
KV545 | subdominant | (andante) rondo construction
Sonata | recapitulation (second
facile or incomplete movement —
recapitulation unusual form)
17/Sib | sonata slow rondo free form atypical
/ ABCA construction
KV570 (third movement
- unusual form)
18/Re/ | sonata tripartite lied rondo-sonata typical
KV576 construction; fast-

slow-fast tempo
sequence

11 Ample fiorituras appear, closely resembling the style of solo cadenzas found in concertante

works.
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19/Fa/ | sonata monothematic | - 2 movements,
KV135/ rondo atypical solution
547a (transposed

version from
Sonata facile)

From a statistical perspective, a typical Mozart piano sonata would
be expected to feature a three-movement structure with a Fast-Slow-Fast
tempo layout, using sonata form in all three movements (or alternative
solutions, predominantly rondo, for the second and third movements). This
conclusion differs significantly from the assertions found in the textbooks
and dictionaries cited earlier.

One notes the completely atypical positioning of the Eleventh Sonata,
KV 331, which appears to contain no standard sonata form at all: the first
movement is a theme and variations, the second is a compound tripartite
lied/minuet form, and the third is a free form closely resembling an atypical
rondo.

It is precisely within this highly specific context—which seems to
anticipate certain Beethovenian sonatas (Beethoven would later clarify the
atypical nature of his sonatas by adding subtitles such as "con alcune licenze"
or "sonata quasi una fantasia")—that Mozart’s choice to conceal two sonata
forms inside a tripartite lied takes on a deeper meaning.

When contrasted with the simplicity, clarity, and routine use of the
tripartite lied form—often (and unjustifiably) termed "minuet form" in such
cases—the far superior complexity of sonata form makes its presence within
the sections of a tripartite lied outright shocking. However, this design
allows the composer to maintain the classical sonata genre's intrinsic,
expected connection to sonata form.

Analysis of the Second Movements of the Fourth and Eleventh Sonatas

The second movement of the Fourth Sonata in E-flat major, KV
282, presents a minuet in B-flat major, which at a cursory glance exhibits a
typical compound tripartite structure.

In its first four-bar phrase, Menuetto I introduces a stable theme in
the tonic key, followed by a second four-bar phrase that modulates to F
major (serving as a transition) and a four-bar cadential structure,
thematically close to the opening phrase, which clarifies this new key and
functions as a secondary theme. In other words, within an extended period
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of only 12 bars (the al section from the perspective of a typical minuet
layout), an entire compressed sonata exposition unfolds. The second
structure (a2 from the perspective of the minuet as a compound tripartite
lied), spanning from bar 13 (with an anacrusis) to bar 18, begins by
modulating towards C minor, then returns to B-flat major, before oscillating
between the tonic and dominant keys in the subsequent bars. Thematically
and dramatically, the three motives of this extended phrase feature
contrasting syntax and dynamics, effectively serving as a mini-development
section. From bar 19 to 22, the fifth phrase brings the recapitulation of the
sonata form's primary theme (with inversion of parts), followed by the sixth
phrase (bars 23-26), which is similar to the second phrase but features a
modified ending that no longer modulates to the dominant key. Menuetto I
then concludes with an extended six-bar phrase (bars 27-32); this
represents the transposed version in the tonic key of B-flat major of the
cadential structure from the end of the first period, serving as the
recapitulation of the secondary theme. The entire "recapitulation” of this
micro-sonata form, spanning three phrases across 14 bars, corresponds to
the varied return of al within a standard minuet structure.

Menuetto II (which acts as a trio), centred in E-flat major, exhibits
an even more evident sonata design, set within more expanded structural
spaces and featuring differentiated thematic material that provides a more
compelling secondary theme.

Thus, the exposition!? of this second micro-sonata form, spanning
bars 1-16, clearly differentiates a primary theme (bars 1-8), the end of
which transforms into a transition via a modulation to the dominant key.
From bar 9 (with an anacrusis), a new thematic and tonal structure in the
dominant key (B-flat major), eight bars in length, constitutes the secondary
theme. The second structure of Menuetto Il (b2, between bar 17 with an
anacrusis and bar 24), comprising a single period, unfolds predominantly
over a dominant pedal of the tonic key; its thematic development and its
sequential, varied use of specific cellular melodic elements make it more
convincing as a development section within a sonata framework. The third
structure (a varied b1 in the compound tripartite lied scheme), which
represents the recapitulation of the micro-sonata form, introduces a faithful
replication of the initial statement of the opening theme (the primary theme)

12 Which corresponds to the first segment of the second structure in a typical tripartite lied
(b1).
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from bar 25 (with an anacrusis) to bar 32. This is followed by the
transposition of the second period (bars 33 with an anacrusis to 40) into the
tonic key of Menuetto II, fully consistent with the logic of a secondary theme
in Classical sonata recapitulations.

The lack of peronality of the secondary theme (in Menuetto I) or the
blending of the primary theme with the transition (in Menuetto II) does not
negate the clear sonata structure found in both sections of the movement.
Furthermore, the da capo repetition of Menuetto I merely reinforces the
impression of a tripartite lied, which in reality contains three bithematic,
tripartite micro-sonatas.

The second movement of the Sonata in A major, KV 331, is framed
by two movements that do not employ sonata form (the first movement is a
theme with six variations, while the third features a free form with rondo
elements). Presented in the key of A major, its Menuetto features sonata
structure that is even more explicit.

The primary theme (Theme I) is stated expansively and stably in A
major during the first 10 bars. This is followed between bars 11-18 by a new
thematic and tonal structure in E major, which represents the secondary
theme. The absence of a transitional bridge does not invalidate its sonata-
type construction. The development section (bars 19-30) is extensive and
modulatory, thoroughly developing the existing material. Thus, the first
phrase of the development modulates to B minor, the second returns to A
major via sequential writing, and a third phrase modulates to E major. The
recapitulation (bars 31-48) offers a varied restatement (in the final phrase)
of the primary theme in A major (bars 31-40), followed by the return of the
secondary theme, transposed into the tonic key with minimal variation (bars
41-48). This serves as a clear example of a bithematic tripartite design
where the transitional segment between the two themes lacks its own
autonomous section, a feature that does not undermine the formal sonata
structure.

The Trio, in D major, introduces yet another sonata form, organized
as follows:

Exposition (bars 1-16), featuring a six-bar primary theme, followed by a
four-bar transition modulating to the dominant key, and a related six-bar
secondary theme in A major;

Development (bars 17-36), containing several sub-sections that process
the existing thematic material while proposing a bold tonal plan, with
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modulations to E minor (bars 17-24), C major (bars 25-28), and D minor
(bars 29-36);

Recapitulation (bars 37-52), featuring the restatement of the primary
theme in D major (bars 37-42), followed this time by a non-modulating
transition (bars 43-46), and the secondary theme transposed into the tonic
key of D major between bars 47-52.

Here we encounter another remarkably clear sonata form,
containing all three regular segments in both the exposition and
recapitulation, and particularly a development section that puts forward a
highly rich tonal plan (an unusual trait for a simple minuet).

Conclusions

The presence of highly complex designs (sonata form, by comparison
with a compound tripartite lied) within a simple, clear, and frequently used
framework represents an innovation. This approach appears to have been
trialled in the Fourth Sonata and subsequently reused in a much more
convincing manner in the Eleventh Sonata, where the conventional
overarching structure of the sonata genre (namely, an initial sonata form)
was otherwise missing.

The analysis of these nineteen sonatas yields a statistical perspective
that challenges conventional assumptions regarding the typical structural
solutions of Classical sonatas, particularly concerning their second and third
movements. It confirms the irresistible structural and dramatic attraction
that sonata form held for one of the greatest Classical composers: out of 56
movements across the entirety of his piano sonatas, no fewer than 30 are
written in Classical sonata form, five others are rondo-sonata hybrids, two
are lied-sonata hybrid forms, and two of the tripartite lieder contain internal
micro-structural sonata forms.

Ultimately, this study brings to light the composer's absolutely
extraordinary structural command, his diversity of formal solutions, and his
significant innovations.
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