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Introduction
This course is designed to develop competency in intermediate music theory, including terms,

symbols practices, and conventions of Western music. The primary, but not exclusive, focus of
the course is on the analysis of musical forms normative to the Baroque Period, the Classical
Period, and the Nineteenth century. Form analysis is the process of digadbediscrete

temporal units of a piece of music at various architectonic levels. These units are discrete in that
they form distinct entities, they are temporal because form describes the organization of time,
and they are architectonic because thegtion in multiple time domains simultaneously

(moment, movement, piece). Upon completing the course, students will have achieved the
following learning objectives:

¥ '"HILQH WHUPVY UHODWHG WR IRUPDO DQDO\VLV DV GLVF

¥ &ODVVLI\ HOrtcRiQIMAGIMBIQPECcY of music using appropriate
terminology



analytical essays that the students will complete duhe semester. Consistent with the
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MUTH 3350
Mid-Term Writing Project
100 points

You will write an analyticalessay thainvestigats the formal structure of an individual
movement from one of the laperiod String Quartets of Ludwig van Beethoven (Op, 127, Op.
130, Op. 131, Op. 132, Op. 133, and Op. 136ur essay must include two different and
distinct formal analyses of the samewvament.The topic of your essaws well as the analytical
methodologies discussed in your projectist beapproved in advance by the instrucibine
projectshould include a bliography that is directly related the individual work that is the
topic of the project or is related to the analytical theories thatesmeridedn the essay

Assignments #6, #7, and #8 will provide preliminary work for your completed essay.
After the submission of each of thessignments, students will meet individually with the
instructor to discuss the writing process. The instructor may ask for specific revisions and
improvements to be made before these assignments are accepted for Bhgradeject is due
on Monday, Novenber15 at11:00 am.

Assignment #6 (duéctober25) +Outline and Bibliography
Assignment #7 (duéllovemberl) +Abstract and Thesis Statement

Assignment #8 (duéslovember8) +Draft Introduction

Length Requirement: Between 2,000 and 3,000 words. The word count includes only the primary
text and does not include the title, abstract, footnotes, bibliography, examples, or other
supporting materials.

Format: The essay should be typed, dowplaced Times New Roman 12 pt. (or other similar
fonts). Your project should include a title page that provides your name and the title of
the essay. Footnotes and bibliographic citations should generally follow the Turabian
style manual, but may be adapted@eded. All other issues redto style should
follow the Chicago Manual of Style, but may be adapted when necessary. Technical

PXVLFDO WHUPV PD\ IROO RitirglabdODMuSc - :LQJHOOYV

Purpose: This analytical essay provides an opportémityou to demonstrate your ability to
write at the collegiate level, as well as to expand your knowledge and skills related to the
analysis of complex musical forms from the common practice périwprocess of
writing this essay requires that yoogage critically with the existing work of scholars in
the field of music theorpeforeoffering your own original contribution, appropriately
using the terminology of analytical music theory.

Assessment: The project will be assessed according tadicbed rubric.
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ExtraordinaryFinale

Ludwig vanBeethovens one of the most important composers who ever Jived

not because
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heavily in his music, andspecially irhis string quartet, consideringwas only the

early1800s.In his late periodheusedhighly unusual structural forms amdodern

soundingopposingthemedo achieve his lyricismThis is theavantgardebackground

in which % H HW K&rnng Quiivet No. 14, Opus 131 will be analyzed
Thespecificmovement that will be analyzed in this paper comes from the Opus

131 String Quartet No. 14 in-Sharp Minor, which Beethoven wrote in 1826e

Allegrofinale of this severmovemenivork will be explored The overall work is rather

lengthy for a string qu#et at a40-minuteduration, and it feelparticularlylong

because the entire piece is relatively continu@egthoven uses very subtle transitions

betweerthe severmovement of this piece instead afaditionalinte-movement

pauses7KH RSHQLQJ DQG ILQDO PRYHPHQWYV RI WKLV VWULQ

key of Gsharp minor, while the inndéive movements explore other key arebisis

finale is indeed &nale, as its structural, harmonic, and textural elements are extremely

grandand intenseAfter thefortissimounison openingnotif, the music explodes inem

orchestralike broken rhythmic theme led by the first viofiom mm. 5 until mm. 55

This marchlike theme ighythmically reminiscent athe second broken theme from the

Grosse Fuguewhich Beethoven had originally intended to be the final®mdis 130

according to Robert Kahn, whmwldsa P D VWGHHIJWHH IRFXVLQJ RQ % HHWKRY

guartetsHowever, Beethoven ultimately chose to makeGhesseFuguean

independentvork, but the piece likelyeft it. Indeed, the opening of thimal

movementseems to béugal, with its unison firstsubject However the rest of the

movement indicates a different structural formatiiter this brutalfirst section lasts

for around a minute, a highly contrasting piano themerges in the first violin in mm.

56. This secondheme is equally fast rhythmically, but has a much gentler, espressivo

texture compared to the whike first theme The movement alternates between these

two themesdn a structure that will be discussed later in the paperniisc seems to

gradually slz WR D KDOW LQ D 33RFR $GDJLR™ MXVW EHIRUH Wk

piecein mm. 383through388 In thisfinal coda,the musicqquickens and crescendos

back into thdirst theme, before Ricardythird cadence in &harpmajor. This is a

highly unusuamajorkey ending,given the presentation of this harsh them strictly in

minor keys throughout the movemelitwould sound like a Baclike baroque ending,

if not for thebroken thricerepeatedortissimochords. 7KLV 3HQaBRH@QIGRQ J’

gives thdiinale a true sense bkroicclosure despitdats avantgarde natureThis
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Broadly, the exposition lasts from mm. 1 to 77, the development lasts from mm. 78 to

159, the recapitulation from mm. 160 to 301, and the tasta from mm. 303 to 388.
In typical Beethoveniarstyle, the coda begins with seemingly another recap of theme

#1, much likein thefirst movement of his Fifth Symphonin this symphonythe

titanic fournote theme is repeated in tutti of the full orchestra to begin the final coda,
before a dramatic pause. This Opus 131 quartet coda is launched by a similar unison

repetition of Theme #1 by the entire quartet, followed by a similar musical pause.

A similar Hep
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agreaterand lengthiediscussiorof thetwo themesduring the recagpulation section

than during the developmesection Furthermore, there in possibly an incomplete third
Hepokoskirotation in the closing section of the recapitulaiibrgure 2) but it is
incomplete because it does not contain the lyrical S2 thehielong closing section of
the recapitulatiofunctionsasafalse entry that leads into the full codamm. 302

which is also extremely unusual. The coda is fullimiisuapauses, tempo changesd

abrief but powerfulD Major Neapolitan section Will all of this tradition brokenthere

is perhaps a bettethough unexpected structural analysis than the sonata form.

A betterbreakdowmmay consist of thérst few notesof theopening movement
representing thentire structure of thstring quartet, which includes the finajeartet
DQG RWKHU ZR U N,guéhlagirithti QuartetYNE. @ Dpus 13Bpecifically,
the opening motibf the Adagio, ma non troppo e molto espresstie title of

movement No. 1, mastrangelyforeshadow the opening theme of the fimalvement

Figure 3: All-encompassingpeningof Opus 131 Movement No.1

This quintessentidleginninggesture is shown in FiguBe The first four notes
in this figure mirror the directionality of the Theme #1 of the finale. It contains the same
chromaticstyle too.The dynamic emphasis is timese first two measures (and one
pickup note) marked by the crescendo and subito forte, explains why Theme #1 of the
finale is so loud, so joltingandmore regated than the second The#® which is
emboded by thefollowing quartemotesin the openingSpecifically, he descending
gesture in mm. -3 in this opening mirror thigrical Theme #2of the finale.Boththese
secondhemes are marked piatao. It parallelsthe descending (but briefly ascending
interruption) direction and fastezontinuoushythmic subdivision of is second theme.

As explained before, the-fifst gesture and Theme #1 is far more important, with the
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close faithful reading of the signs that Beethoven left us, that this scherzo can be read not as a
simplecompound terng but as dourteenpartrondowith small sectionsf varying length that
constantly keep the listener ascbrereaderon their toes.

The late quartets deethoverdwell under the heading of said composer's "Third Period,"
the last of three generally accepted compositional erasmegst by consensus as beginning c.

1814 and lasting until his death in 1827. This categorization provides context integral for



other than Richard Wagner. It was in an artgitaply titled Beethoverfpublished in 1870) that
Wagner put forth the concept of the Third Period serving as the culmination of Beethoven's
maturity as an artist, and, as the final climax for thisdelfelopment, he now "revealed the

extent of his ‘innevision™ (Knittel, pp. 18). Wagner, a loud promoter of the (potentially

artificial in origin) grand German musical tradition, had sown the seeds for a musicological
tradition whose roots influenced compositional history both within the German school and
beyond. Whaouldsay that, if Wagner had never sketched Beethoven's final works as signaling

a potential future focused vision left unfulfilled, composers such as Schéonberg would have been
inspired to continue in his stead? Nationalistic undertones aswayld be petty to dismiss the

effect Wagner's essay had on the reception of both this specific quartet as well as the rest of the
Third Period's works, as his concept of the tortured genius turned inwards served as the germ for
the way that we view Béleoven's late works today.

Thus,knowing the origins of this train of thought, it is important to conduct analysis with the
knowledge that such preconceived notions may affect the conclusions from said analysis. In the
aim of a more empirical approachrtwsic theory, such biases must be applied with caution.
Therefrag I24IT pyo)lidd fESt Qe qviidi/meeBAinglilbeaxcerpts, measure numbers, and appropriate
musical landmarks in a close reading exercise; then | will follow with the why, inserting this
analysisback into the aforementioned context.

In terms of form, the eyebrovaising claim of @orderline blasphemodsurteenpart rondo

requires a hefty defense and demonstration. In my initial attempts to apply the traditional

compound ternary
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Figurel: analysis of mvt. 5 as a Compound Ternary with a coda

While one can find three large sections to categorize axtiezo, trio, and scherzo

(respectively), the core problem that persists is that there is no difference between the trio and
the scherzo. It is the same matemapeated again with not a hint of variation that would warrant
any different classificatiothan the soFDOOHG 3VFKHU]R ™ \OrReithdddreH EHIRUH |
attributes of a ternary form is the highlighted contrast between A and B, but if there is no
contrasto be had, then the form serves no practical, analytical purpose.

Rather tharsettling Pr this contradictory form| return again to the prospect of analyzing
this movement as a fourte@art Rondo. Further justification of sucheaiousform can be
found from Amy Ca#5L F KD U @sgeRtQInRQ WKH YHU\ IRUP RI % HHWKRYHQ
sFKHU]JL DQG E\ HHWHQVLRQ KHU VNLOOIXO VXPPDU\ DQG DS
RI HHWKRYHQYY DSSURDFK WR PXVLFDO VWUXFWXUH ZLWKL
5LFKDUGVRQ .HUPDQ GHVFULEHV WKH IRUPRBX®RHY \CH PLRFLNP
DQG FDOOV WKHP 3GDQFH PRYHPHQWY ~ UHIXVLQJ WR GHLJQ
incompatibility with the formal definition of a schergBarrRichardson, pp.24)nstead,

.HUPDQ DQDO\]JHV WKHVH PRYHPHQWYXBW XWDH L QRIL B LSFNRDQEIOHK



popular song structure. Furth@arrRichardson define’WKLV IRUP DV 3D VXFFHVVLRQ
self-contained melodic units, which are songlike and popular in nature. They are rhythmically

simple, their harmony is often an elaboration of a drone, and they generally consist of two very

similar four P H D V X U H (®ab-RidhErdfson, pp. 24). The fifth movement of Op.131 is used

as a direct example of this form, and is an excellent framework to explain the repetitive small

pool of thematic materiaW KDW LQYDOLGDWHY WKH PRYHPHQWYV HOLJLE
However, this structure minimizes the existence of slightly larger sections that give the

movement cohesiveness over multiple phrases. Therefore, the concept of afoarteendo

takes the concept of multiple smaller sections and blows it up siigtaly larger scal¢hat

gives a broader structure across the movelfsest fig. 2)

e A(m.1-

Figure2: analysis of mvt. 5 as a fourtegrart "Rondo"

W LV LPSRUWDQW WR QRWH WKDW WKH XVH RIW®KH 3% % &
the exact repeats. In application to mvt. 5, the doublet phrase structure falls short in that no set
labelling system exists to further categorize doublets containing the same material. As is custom

for the analysis of common practice Westernotarike sections are given the same



OHWWHU QXPEHU DV UHSHWLWLRQ LQ D SLHFH LV KDUGO\ DC
piece textualpatterns are essentialdmftinga successful analysiand so a lettered system is a
must.

Thefinal example that lends support to this foisithe previously mentioned fragmented
endings sprinkled throughout the movement, at the beginnings and endings of each respective
section The gradual fading and rising in volume as each instrument drops out and (s&e
fig. 3) creates a natural set of bookends for each section, directing the ear but also the eye. This is
ODEHOOHG WKH 3QHZ" W\SH RI SDUW ZULWLQJ WKDW H[HPSOL
November in her book on the Op. 131 quartet (November, pp. 65). Wibhopheral context,
WKLV PD\ VHHP PRUH IDQFLIXO WKDQ SUDFWLFDoBgelRU HYHQ F
termtrajectories within his overall development as a composer. However, a simple reading of the

score betrays the main use of such part mgitthe visual aspect. Beethoven, having gone



Figure3: Fragmented ending

The purposefahese fragmented endings stretches much farther than clarity oflform.
taking on the role of an empirical music theorist, the written score serves as the conduit through

which we ascribe meaning about the goals of the piece, and thagcassethrough technical
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