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STRUCTURAL ANALYSIS OF MOZART:  PIANO SONATA IN F MAJOR  (K. 332); I 
 

Mm. Section Key(s) Comments; Cadence Types 
EXPOSITION 
 FIRST GROUP (in PTA) 
1-4 PT1, phr 1 F  Lyrical R. H. melody, mainly disjunct, supported by Alberti bass; Harmony is 

I, V7/IV, IV6/4, vii°6, with F pedal point in the bass.  HC. 
5-12:2  phr 2 $  RH continues unaccompanied for 2 bars, reversing the general contour of the 

first phrase (thus, an inexact melodic complement).  The LH joins with the 
same material (7), making a brief (2-bar plus 1 beat) canon at the double-
octave (RH leader, LH follower). An interesting aspect of this second phrase is 
its asymmetry; the RH can be broken into segments of 3+6 bars (counting the 
elision in bar 7 twice — once to finish the 3-bar phrase segment, and once to 
begin the 6-bar segment), or possibly 5+3 bars.  PAC. 

→ The two phrases of PT1 form a contrasting, asymmetrical (5+8) period. 

 
12:3-16:2 PT2, phr 1 $  Contrasting character (dance-like) and texture (homorhythmic); the LH 

evokes the horn because  is typical of writing for the natural 

horn, and contains a “horn fifth.” IAC. 

16:3-22:2 PT2, phr 2 $  Varied repetition, using  instead of  for the anacrusis. 

PAC (m.20:1), followed by a two-bar cadential extension with two 
additional PAC’s. 

→ The two phrases of PT2 form a parallel, symmetrical (4+4) period. 

 
 

22:3-40 TRANSITION d (?) → c  Following one beat of rest, the transition begins with a dramatic mood shift 
to sturm und drang (storm and stress), brought about through a sudden 
dynamic change to f, a direct modulation to the relative minor (d), a 
contrasting texture from the previous section, including occasional octaves in 
the LH, frequent register changes (and an overall wider register than used 
for either of the previous themes), and significantly more 16th-note activity 
than was previously the case.  It uses broken chord figures in both hands. 
vii°6/5 of d helps establish the new key.  The D-minor chord functions as a 
pivot between F and C, the key of the second group (vi of F = ii of C), but 
we unexpectedly arrive at c (not C) in bar 31, using vii°6/5 of c.  Bars 29-31 
are a sequence (down a step) of 27-29.  We remain in the dominant minor 
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(mixture) until the end of the transition, continuing through bVI (=Ab; =VI of 
c-), becoming Ger+6 (mm.35-6), to V (using a pedal (or oscillating) , 

mm. 37-39).  HC in m. 40. 
    The transition is not closely related to PT1 or PT2, and thus it can be 

labelled as “independent.”  The LH, broken-chord accompaniment figure is the 
same as that used in the opening phrase of PT1, but it is a generic 
accompaniment figure (Alberti bass), and this by itself is not sufficient to 
establish a thematic relationship between otherwise distinct musical ideas.  
Another similarity to PT1 is the ascending and descending contour of the 
transition, but again, the overall impression is that one of contrast with previous 
thematic material (see list of contrasting aspects at the beginning of this 
discussion of the transition), hence the designation of “independent.”   

    The three-stage modulation model found in many transitions is slightly 
altered here, because the transition begins in d, thus bypassing stage 1 (the 
portion of the transition in the PTA). However, the first part of this transition 
might also be considered to be in F (PTA) with a tonicized vi.  Stage 2 (V or 
vii° of the new key) is at m. 29 (vii°6/5 of c), and stage 3 (V/V or vii°/V of 
the new key) is reached through the Ger+6 in mm 35-6.   

 
 SECOND GROUP 
41-44 ST1, phr 1 C  Elegant and quiet theme with relatively sparse texture; IAC.  
45-48 ST1, phr 2 $  Continuation with cantabile R.H. melody, leading to HC. 

49-52 ST1, phr 1´ $  Phrase 1 varied; 3plet L.H. accompaniment.  IAC.  
53-56:1 ST1, phr 2´ $  Phrase 2 varied, altered to close with a PAC. 

→ ST1 is a parallel, symmetrical ((4+4)+(4+4)) double-period. 

56:2-60:1 ST2, phr 1 $  A 2-bar phrase member outlining I-V7 and featuring syncopated R.H. is 
repeated with L.H. melody 8ve lower in c (mixture).  PAC. 

60-70:1 ST2, phr 2 $  Continuation uses this syncopated motive in a sequence of descending 5ths 
and features sudden f - p dynamic changes reinforcing the downbeat until m. 
64, then hemiola at mm. 64-5.  Mm. 67-70 introduce a new motive and are a 
cadential extension of V. HC, with melodic link to ST3. 

 → ST2 uses fortspinnung technique (“the repetitions of motives to 
generate continuous lines, often using sequences”).   

71-76 ST3, phr 1 $  Simple 4-part homorhythmic texture: IV-I-V7-vi-ii6-V 6-5
5-3

I; IAC.  

77-86:1 ST3, phr 2 $  Varied repetition an 8ve higher; phrase extended through repeated cadential 
progression (including evaded cadences at mm. 82 and 84).  PAC 
 → ST3 is a parallel, asymmetrical (6+10) double-period.  

86-93 Cta $  Repetition of cadential progression (using vii°7/vi):  soft, loud, then 4 bars of 
tonic pedal in L.H. followed by 4 more bars of closing material in 8ves.  PAC. 

END OF EXPOSITION 
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POINTS OF INTEREST — MOZART, SONATA IN F, K. 332, I, EXPOSITION 
 

Ø There are seven distinct thematic ideas here, if the transition is included; by way of comparison, the 
exposition to Beethoven’s op. 2 no. 1 (the only other sonata-form movement studied thus far) has only 
three distinct themes (or possibly four, if one breaks the ST into two parts). 

Ø Each of the thematic ideas has a musical character that is distinct from the others. 

Ø I argue that the transition is independent, due to the lack of obvious connection with (or sense of 
continuation from) PT1 or PT2, but there are nevertheless some more general similarities: The RH is 
angular (disjunct, with frequent contour changes) in PT1, and the melody spans a 10th;  The RH in the 
transition also has disjunct elements, but with less frequent contour changes, and it spans an even wider 
range of almost two octaves.   

Ø PT2 and ST3 have similar textures (homorhythmic, homophonic).  Their character is different, however; 
PT2 is playful, dance-like, while ST3 is more solemn and chorale-like. 

Ø The direct modulation to d at the beginning of the transition is striking, part of the abrupt dramatic 
change to the sturm und drang character there.  (from Wikipedia:  Sturm und drang (literally "turbulence 
and urge(ncy)", although usually translated as "Storm and Stress") is a proto-Romantic movement in 
German literature and music taking place from the late 1760s through the early 1780s, in which individual 
subjectivity and, in particular, extremes of emotion were given free expression in reaction to the perceived 
constraints of rationalism imposed by the Enlightenment and associated aesthetic movements.) 

Ø Period form is the prevailing organizing principal for themes here; five of the six themes are periods, of 
which perhaps the most interesting is the first, due to its asymmetry, and contrasting motivic material. 

Ø Perhaps the most unusual theme is ST2, because: 

1. It is the only non-periodic theme — its organizing principal might be termed fortspinnung, as 
explained in the analysis (which itself is relatively unusual in music of this period); 

2. Instead of a melody in a traditional sense it has a “vamping” figure, with … 

3. A unique, syncopated and intense (perhaps even tango-like!) character, emphasized by frequent 
sforzando markings (corresponding with the LH octaves), and … 

4. It even has hemiola in mm. 64-5! 

Ø The phrase extension of ST3 (starting with the evaded cadence in bar 82) uses syncopation, possibly 
referencing the syncopation in ST2. 

Ø The use of mixture; the transition takes us to the minor dominant, and ST2 uses mixture again beginning 
in bar 58. 
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DEVELOPMENT 
94-109:1 of th 2.3 C+  Rather than 3 repeated chords in the first bar (as in 2.3), the same harmonic 

structure is maintained with a 3-note arpeggiation.  2 phrases (94-101, 102-
109:1).  Perf. Cl. Cad. 

109-132 of th 2.2 c»g»d»A»a»F Dev of first motive (syncopated) from 110-123:1; of second motive (cadential 
extension) from 123-132.  Imp. Cad. 

END OF DEVELOPMENT 
 

RECAPITULATION 
 FIRST GROUP 
133-144:2 Th 1.1 F+  = mm. 1-12:2. 
144:3-154:2 Th 1.2 F+  = mm. 12:3-22:2 
 

154:3-176 TRANSITION F+  = mm. 22:3-40 extended and modified to remain in F+ (touching on f-, = 
mixture). 

 

 SECOND GROUP 
177-192:1 Th 2.1 F+  = mm. 41-56:1 transposed to remain in tonic key; 8ve reinforcement to R.H. 

melody in second phrase. 
192-206 Th 2.2 F+  = mm. 56-70 in tonic. 
207-218:1 Th 2.3 F+  = mm. 71-82:1 in tonic. 
218-229 Cta F+  = mm. 82-93 in tonic; no coda. 


