
Week Seven

Chamber and Solo 
Music

1740–1800



The variety and amount of solo and chamber music written during 
the second half of the 18th century is astounding.

Most music was made in the home, after all, and most composers 
made a significant portion of their living by writing music for 
home-based players.

Amateur musicians far outnumbered professionals. An ability to 
play an instrument was more or less de rigueur for any well-raised 
person, whether nobility or not.

The rise of the pianoforte as the solo instrument of choice fueled the 
surge of new compositions, as did the ubiquitous nature of music 
throughout European life.



Solo: sonatas for piano, harp, guitar

Duo: sonatas with piano—violin, cello, flute, oboe, etc.

Duo: songs with piano (lieder), arias with piano, scenas (opera scenes)

Trios: with or without piano

Quartets: the string quartet, the piano quartet

Quintets, Sextets, Septets, Octets for various combinations

Divertimentos, Cassations, Serenades: mostly all for domestic use.



Wolfgang Amadeus Mozart

Piano Sonata in B-flat 
Major, K. 570: III

Klara Wurtz, piano



The piano replaced the harpsichord as the keyboard instrument of 
choice during the Viennese Classical era. It remained largely a 
domestic instrument, however, due to relatively less carrying 
power compared to a modern piano.

The solo piano sonata was a new genre to the Classical. Typically a 
solo sonata was three or four movements long, with the same 
layout as a symphony or string quartet.

Most piano sonatas were written for amateur players—although 
the level of amateur playing in the era was much higher than in our 
own.



Mozart’s piano sonatas make far less demands on the player than 
do his piano concertos. That makes perfect sense, considering that 
Mozart wrote the sonatas for his students, friends, or members of 
the Viennese aristocracy, while he wrote his concertos for himself.

This little Rondo concludes this late Mozart piano sonata. On the 
surface it’s quite unassuming, but the structure is another matter.

The Rondo form always presented challenges given its capacity for 
tedium as the main Reprise returns, in the original key, periodically 
throughout the movement. In this Rondo Mozart takes some 
interesting steps to avoid just that tedium, even going so far as to 
skip one of the Reprises altogether.





Joseph Haydn

Nocturne for 2 Lire 
Organizzate, H II:26

Dieter Klöcker
Consortium Classicum



The lira organizzata was a strange hybrid instrument, part hurdy-
gurdy and part portable organ, that was the favored instrument of 
King Ferdinand IV of Naples.

Haydn had written a number of concertos for the King to play, then 
around 1787 he received a commission for a set of small chamber 
suites, or nocturnes, that would feature two lire.

He composed them in 1790, shortly before leaving for his London 
trips. He also wrote separate versions that could be played by 
everyday instruments—two flutes, or flute and oboe.

Since the lira organizzata is now obsolete, this performance features 
two small portativ (chamber) organs.





Johann Nepomuk Hummel

Piano Sonata in E-flat 
Major, Op. 13

Howard Shelley, piano



Hummel’s career puts him at the borderline between Classical and 
Romantic eras. He was a pupil of Haydn’s and a colleague of 
Beethoven’s, which definitely puts him in the Classical camp.

However, his career lasted until 1837, which skews him a bit more 
Romantic.

Hummel’s treatment of the piano reflected its full maturity as a 
concert instrument. He wrote big, flamboyant piano sonatas that 
were meant to be heard in concert situations, and were aimed 
squarely at virtuoso, professional pianists.



This early sonata in E-flat Major is a prime example of that, but it is 
also musically solid and extremely well constructed.

It makes use of an “Alleluia” theme that is often set against running 
notes in another voice.





Classical Form



Part 1 Part 2 Part 3 = Part 1

Part 1 Part 2 Part 3 = 1 Part 1 Part 2 Part 3 = 1



Part 1 Part 2 Part 3 = Part 1

Part 1 Part 2 Part 1 Part 2



Wolfgang Amadeus Mozart

Clarinet Quintet K. 
581: II

Martin Fröst
Vertavo Quartet



Late in his career Mozart became fascinated by the clarinet, then in 
its early development and not yet the orchestral stalwart that it is 
today.

Part of that had to do with his friendship with the Stadler brothers, 
Anton and Joseph, both of whom played clarinet in the Vienna 
court orchestra.

The Clarinet Quintet and Clarinet Concerto were both written for 
Anton, to whom a Viennese critic wrote: “I would not have thought 
that a clarinet could imitate the human voice so deceptively as you 
imitate it. Your instrument is so soft, so delicate in tone that no-one 
who has a heart can resist it.”
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Wolfgang Amadeus Mozart

Divertimento in E-
flat Major, K. 252: I

Remco de Vries, Irma Kort oboes
Johann Steinmann, Hans Wisse, bassoons
Martin van de Merwe, Jos Buurman, horns



Divertimenti are the Classical Era’s answer to the Baroque Suite. 
They tend to be grab-bags of various movements, including sonata-
form, three-part adagios, minuets, rondos, and dances.

Mozart wrote divertimenti for a wide number of instruments. This 
particular example is for a wind sextet made up of two each oboes, 
bassoons, and horns. Heard in a small chamber such an ensemble 
would sound almost orchestral.

We’ll hear the first two movements—an Andante in three-part song 
form, and a Minuet and Trio of elegant proportions.



Phrase extensions are powerful tools used by composers throughout 
history to avoid the sing-song and deadly predictable nature of 
phrases that are all the same length.

It’s the equivalent of writing prose, in which sentences of the same 
length and construction throughout is certain to cause tedium.



Most phrase extensions occur at the end of the phrase and are 
introduced by special cadences—i.e., a combination of melody and 
harmony that signifies an ending.



Happy Birthday contains two phrases:

Phrase One: Happy Birthday to you, Happy Birthday to you
Phrase Two: Happy Birthday dear [whosis], Happy Birthday to you

Phrase Two ends in a perfect authentic cadence—the most 
conclusive kind of ending.



But Happy Birthday could be extended.

Technique No. 1: replace the perfect authentic cadence at the end 
with an evaded cadence, then follow up with a perfect authentic 
cadence a bit later.



But Happy Birthday could be extended.

Technique No. 2: replace the simple perfect authentic cadence at the 
end of Phrase Two with an extended cadence, in which the last chord 
is prolonged and lengthened—even by introducing other 
intermediary chords.



In the Andante of the E-flat Divertimento, Mozart the extends the 
second phrase of his initial melody by a combination of several 
evaded cadences (some of the “deceptive” sub-type) as well as an 
extended cadence. The end result is a four-measure phrase that has 
been extended to 14 measures — over three times its normal length.



:: :

Part One Part Two Part Three

a b c d a b’

Phrase a to half-cadence

Part One

Phrase b begins, then …

An evaded cadence followed by a pause …

A full cadence, but immediately extended …

A deceptive cadence extends the phrase still more …

And another deceptive cadence, then the conclusion in the secondary key.





Wolfgang Amadeus Mozart

Divertimento in E-
flat Major, K. 252: II

Remco de Vries, Irma Kort oboes
Johann Steinmann, Hans Wisse, bassoons
Martin van de Merwe, Jos Buurman, horns



In the Minuet, Mozart avoids phrase extensions for the most part, 
save a brief extension of the “continuation” of his opening 
sentence-style phrase.

However, Mozart varies his forms beautifully: the Minuet proper is 
in classic three-part song form, but the Trio is in a “rounded 
binary”, which is like a three-part form but with Part 3 curtailed to 
a single phrase.

The listener isn’t expected to notice such formal issues, by the way. 
The point is to keep the piece from becoming overly predictable or 
tedious.



::

Part One Part Two Part Three

a: Pre a: Cont b c a: Pre a: Cont :

Phrase a “Presentation” — a short unit, repeated

Part One

Phrase a “Continuation” — similar idea, expanded. Ends in secondary key.





Wolfgang Amadeus Mozart

Piano Trio in B-flat 
Major, K. 502: III

Trio Parnassus



The piano trio (violin, cello, and piano) had originated as an 
accompanied piano sonata, using the violin to strengthen the 
piano’s melodic line and the cello as a bass-line, much as in the old 
Baroque continuo practice.

By the late Classical, the piano trio had developed—in the hands of 
Mozart, Haydn, and then the young Beethoven—into a full 
chamber genre in which all three players were equals.



Another development of the late Classical was a hybrid of Rondo 
form with Sonata form. The usual name for it is Sonata-Rondo.

It began showing up in the 1780s in Haydn, Mozart, Vanhal, and 
other composers. It persisted into the early Romantic—Schubert 
made excellent use of it—then died out.

There are seven discreet sections to a sonata-rondo form: four 
statements of the Reprise and three Excursions. To that may be 
added transitions and a coda.



The animated presentation that follows is a bit more technical than 
usual; it was created for an SF Conservatory form-and-analysis 
class.

However, the main outlines are easy enough to follow: it retains all 
of the standard components of Sonata Form (Exposition, 
Development, Recapitulation) while also displaying Rondo 
structure with Reprises and Excursions.





Franz Joseph Haydn

“Sailor’s Song” H. 
XXVIa:32

Elly Ameling, soprano
Jorg Demus, piano



During his two visits to England, Haydn accepted commissions to 
write all manner of pieces, from glee club numbers to piano sonatas 
to orchestral works.

One such commission, for a set of English-language songs, contains 
this delightfully robust “Sailor’s Song”, which wouldn’t seem out 
of place in a Gilbert & Sullivan operetta.

Ms. Ameling’s Dutch-inflected English makes the words a bit hard 
to understand, so the lyrics will be provided with the performance.





Franz Joseph Haydn

String Quartet Op. 
74 No. 3 “Rider”: IV

Takács Quartet



Haydn was not only the father of the string quartet but continued 
to write superlative examples of the genre throughout his career.

His first quartet dates from the mid-1750s; his last from the early 
19th century.

In this marvelous sonata-form finale to the G Minor “Rider” quartet 
from 1793, Haydn demonstrates the tight organization, brilliant 
structure, and vivacious energy that made him the most successful 
composer of his era.



Haydn’s primacy in the string quartet was so absolute, in fact, that 
Beethoven was hesitant at first to attempt writing in the genre.

Fortunately for posterity, Beethoven published his first quartets 
(Op. 18) in 1801—only eight years after Haydn’s Op. 74 quartets, 
but while Haydn was very much still living. Haydn had completed 
all but one of his quartets by then.






