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THE SOUND OF THE ERA:
THE REFINED STRUCTURE OF W. A. MOZART’S PIANO TRIO IN E-DUR

The aim of this study is to present a comprehensive analysis of the Piano Trio in E-Dur (KV 542), which is essential for
a deeper understanding of W. A. Mozart’s chamber style. The research includes an examination of the structural elements
of the opus, contributing to the enhancement of performance skills and the expansion of musical knowledge at all stages
of professional development. Special attention is given to the compositional techniques employed in the piano trio genre. It
is noted that the evolution of the composer s style can be traced in his ensemble works, including his piano trios, which are
highly informative, versatile, melodious, expressive, exceptionally technical, and refined. These works exhibit an exquisite
contrast in tempo and dynamics, as well as a distinct and harmonious interaction among all members of the trio. Research
methodology. To achieve the research objective, a comprehensive set of scientific methods has been used. These include:
historical and stylistic analysis (studying the historical context and the influence of the era);, musicological analysis
(melodic, rhythmic, dynamic, and timbral aspects),; performance analysis (developing recommendations on technical,
artistic, and stylistic aspects),; comparative analysis (comparison with other works, analysis of literary sources, and expert
evaluation methods). The scientific novelty lies in the analysis of W. A. Mozarts piano trio. The study takes into account
the composer s annotations in the scores that were disseminated during his lifetime. Additionally, it considers the stylistic
features of the era in which the composer lived. Conclusions. The study of Mozart'’s piano trios is an important step in
the development of Ukrainian musical art, contributing to the improvement of both rehearsal and educational processes.
This article enhances the understanding of the great composer s work, expands knowledge of his musical style, and opens
new possibilities for the interpretation and performance of his chamber compositions. Further vesearch in this field will
enable a more detailed exploration of Mozart’s musical heritage, facilitating its successful integration into performance
practice.

Key words: performance mastery, musical structure, chamber music, Mozart, musical perfection, structural analysis,
trio.
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3BYUYAHHS 1OBU:
BUTOHYEHA ITOBYAOBA ®OPTEIIIAHHOI'O TPIO E-DUR B. A. MOIIAPTA

Mema pobomu nonseae y npedcmasienHii KOMNJIeKCHO20 ananizy popmeniannoeo mpio E-Dur (KV 542). L]e éadxciueo
07151 Ol AKICHO20 PO3YMIHHS KamepHoeo cmuns B. A. Moyapma. Jlocniosjcenns emiugye ananiz CmpyKmypHux elemMeHmie
onycy. Lle cnpusimume nioguuenno pieHa UKOHABCLKOI MAUCEPHOCTI MA POUUPEHHIO MY3UUHOT 0C8IYeHOCHI HA 6CiX
emanax npoghecitinozo po3eumxy. AKyenmyemscs yeaza Ha 3acobax noby0osu meopis y scanpi popmeniannozo mpio.
3asnaueno, wjo esonoyiss CMUNIO KOMNOZUMOPA NPOCMENUCYEMBCA Y 1020 ancambresux meopax. Lle cmocyemucs i ghop-
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menianuux mpio, sKi 0ocums IHQOPMAMUBHI, 6apiamueii, Mel0OIliHI, 8UPA3HI, HAO36UYUAUHO MEXHIYHI MA 6UMOHYEHI.
Tsopu maioms GUMOHYEHY KOHMPACMHICMb MeMNi6 ma OUHAMIKUY, GUPA3HY MA 2APMOHIUHY 63AEMOOTI0 MIdIC YCIMa yuac-
Huxamu mpio. Memoodonozia pobomu /[1s 0ocazrenns memu 00CHIONCEHHS BUKOPUCIAHO KOMNLEKC HAYKOBUX Meno0is.
Cepeo nux. icmopudHull ma CMuriCmMuyHull AHAL3 (8UBUEHHS ICMOPUYHO20 KOHMEKCMY MA GNIUBY eNnoXl), MY3UKO3HAG-
Yyl aHaniz (MenooudHULl, pUMMIYHUL, OUHAMIYHUL, MeMOPOBULL); BUKOHABCHKUL AHATI3 (PO3POOKA pexomeHdayitl ujodo
MEXHIYHUX, XYOOJUCHIX MA CIMULICMUYHUX ACNEeKMIB), NOPIGHSIbHULL AHANI3 (3ICMABIEHHs 3 THUUMU MEOPAMY, AHANI3
JimepamypHux odxcepen ma memoodig exchepmuoi oyinku. Haykoea noeusna nonseac y ananisi gpopmenianno2o mpio
B. A. Moyapma. Bpaxosani npumimiu KoMRO3uUmMopa y napmumypax, siKi HaOyiu po3no8CioONCeHHs: 3 HCUMMs KoM-
nozumopa. Jlocniodcenns 8paxo8ye CMULiCMuKy enoxu 4acig komnosumopa. Bucnoexu. Jocnioocenns gpopmeniannux
mpio Moyapma € 8axcausum Kpokom y po3eumxy YKpaincoKo2o My3uuHoz2o mucmeymea. Lle dosgonums 80ockoHanumu
penemuyitinuii ma naguansrui npoyec. Cmamms CHpUAE 2AUOUOMY POZYMIHHIO MBOPHOCIE BENUKO20 KOMNOZUIMOPA, PO3-
WUPIOE 3HAHHA NPO 11020 MY3UYHUL CIMUNb, BIOKPUBAE HOBI MONCIUBOCTE OISl iIHMEpRpemayii ma UKOHAHHS 020 Kamep-
Hux meopis. Ilooanvuti 00CiONCEHH Y YbOMY HANPIMKY 0036014Mb OibUL 0emAalbHO OOCTIOUMU MY3UUHY CRAOWUHY
Moyapma 3 memoro ii yeniuno2o 6npoeaoicents y UKOHABCHKY NPAKIMUKY.

Knrouogi cnosa: suxonagcoka maiicmepricmo, My3uuna nobyoosa, kamepua mysuxa, Moyapm, my3uuna 0ockona-
JliCmb, CMPYKMYPHUL aHanis, mpio.

The urgency of the problem. The relevance  sical period, including Mozart’s piano trios. He
of this study is driven by the growing interest in  underscores the necessity of employing historically
Wolfgang Amadeus Mozart’s chamber music informed performance techniques on the piano
and the need for a comprehensive understanding  and similar instruments.
of his piano trios. Despite the existence of schol- American researchers focus on the influence
arly works dedicated to the composer’s oeuvre, of genre traditions and performance approaches.
issues of interpretation, stylistic features, and per-  Robert Levin considers improvisation a crucial
formance approaches to his chamber compositions  aspect of interpreting Mozart’s works, advocating
remain a subject of discussion among musicolo-  for the revival of period-appropriate performance
gists and performers. techniques and ornamentation. Jessica Walton ana-

Foreign researchers emphasize the connection  lyzes the role of the piano as a central ensemble
between Mozart’s chamber music and his sym-  instrument, emphasizing the interaction between
phonic legacy. At the same time, this issue has the violin and piano. Her primary interest lies in
not been sufficiently explored in Ukrainian stud-  achieving balance between the instruments. Sig-
ies. The proposed research is a necessary contri-  nificant contributions have also been made to stud-
bution to contemporary musicology. It deepens ies on modern performance approaches. Brian
the theoretical understanding of Mozart’s piano ~ Newman explores the application of contemporary
trios and enhances performance practice through interpretative techniques in performing Mozart’s
the analysis of technical aspects. chamber works. Specifically, he examines

Analysis of recent research and publica- the impact of concert hall acoustics on the timbral
tions. Wolfgang Amadeus Mozart’s piano trios  palette of piano trios.
have attracted the attention of many researchers. The literature review demonstrates a broad aca-
Scholars consider these works a highly significant ~ demic interest in Mozart’s piano trios, spanning
contribution by the composer to the development  both European and American scholarship. These
of chamber music. studies encompass aspects of style analysis, per-

The European musicological tradition places  formance practice, and interpretation, contribut-
considerable emphasis on the historical and stylis-  ing to a deeper understanding of the composer’s
tic analysis of Mozart’s compositions. K. Weisler’s  artistic legacy and its significance in contemporary
research highlights the evolution of the composer’s  performance.
chamber style, examining the relationship between The purpose of the study. This study involves
his trios and symphonic works. G. Grindler ana- an in-depth analysis of the structural elements
lyzes the tonal and harmonic development in these  of the work. Such an approach will contribute to
pieces, emphasizing their internal dramaturgy enhancing the performance skills of musicians
and the use of polyphonic techniques. The works  at all stages of their professional development.
of Johann Zephried are also of great importance. Presentation of the main research material.
This researcher studies the dynamic and articula-  This study will help fill a gap in the methodologi-
tion features of piano performance during the Clas-  cal literature dedicated to Mozart’s chamber works.
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For an accurate understanding and successful artis-
tic interpretation, a structural analysis is essential.
This approach will aid in avoiding many challenges
in concert performance. Compared to the number
of his works in other genres, Mozart’s eight piano
trios represent a relatively small output. Classical
music enthusiasts may only lament that the com-
poser lived only 35 years. Seven of these trios were
written for the traditional ensemble of piano, vio-
lin, and cello, while one was composed for piano,
clarinet, and viola (Abert, 1923).

It can be argued that Mozart’s stylistic evolu-
tion is reflected in his ensemble works within this
genre. The first composition in this form, Diverti-
mento in B-Dur, KV 254, was written during his
Salzburg period. Despite being an early work, it
matches the beauty and craftsmanship of his final
trio, G-Dur, KV 564 (Jan, 1856). The creation
of his chamber piano trios was influenced by his
simultaneous work on more complex composi-
tions in other genres. Due to the musical perfec-
tion of these piano trios, from the first to the last,
it is evident that Mozart did not compose «simple»
or «complex» works within this genre. Each piece
is distinguished by its structural clarity, elegance,
and expressiveness. The structure of each piano
trio is of exceptional importance. Just as a necklace
cannot exist without each individual bead, a piano
trio cannot exist without the flawless construction
of the entire work. This idea has been emphasized
by renowned pianists from various countries.

Interest in Mozart’s music has never waned.
His works continue to be performed in both grand
concert halls and intimate venues. The training
of a professional musician would be incomplete
without his compositions. Piano trios are an inte-
gral part of the curricula in all music education
institutions. In music schools, teacher ensembles
are particularly popular, and they take great plea-
sure in performing Mozart’s piano trios. From
an early age, students are introduced to the com-
poser’s chamber music, shaping their musical taste
through his works. Without this educational foun-
dation, the training of future performers and music
enthusiasts would lack quality.

In preparing well-rounded musicians, it is
crucial to first develop their intellectual horizons
and train their auditory perception. Only then will
an artist be fully prepared to grasp the complex
imagery and expressive depth that characterize
Mozart’s music.
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Over time, this will influence the -culture
of sound production, leading to an overall
improvement in sound quality. The performance
will become more refined, expressive, and engag-
ing for both the musician and the audience. It is
crucial to cultivate a desire for self-improvement
and to incorporate the finest musical examples
at every stage of education. This approach will
enhance the understanding of dynamics and tempo
control. Precision and elegance in phrase shaping
will contribute to the development of a refined
performance style. A strong tendency toward high-
quality playing will emerge, allowing musicians to
fully enjoy each element of the musical structure,
attentively perceiving and reproducing every detail
and ornamentation. When working on piano trios,
it is essential to consider all aspects: sound quality,
the smoothness of bow changes, intonation accu-
racy, ensemble cohesion, and the beauty of vibrato
in string instruments.

To achieve perfection in the execution of musi-
cal ornaments and to reveal their beauty is a chal-
lenging task. This requires a keen sense of tempo,
rhythm, and a deep understanding of nuances.
Through meticulous work on the fundamental ele-
ments of a musical composition, the full beauty
of Mozart’s works can be unveiled.

For research purposes, the availability
of Mozart’s scores with the composer’s own
annotations is of utmost importance. The history
of the creation of these works is also highly signifi-
cant. Upon returning from Prague, where the pre-
miere of Don Giovanni was met with immense
success, Mozart was appointed as a court com-
poser. This position had become vacant following
the death of composer Christoph Willibald Gluck.
Unfortunately, the prevailing moral and social cli-
mate of the 1780s was not favorable to Mozart. The
Austrian production of the opera did not achieve
the expected success, his family faced personal dif-
ficulties, and his financial situation was precarious.
However, as often happens with great artists, it was
during these challenging times that remarkable
works were created. During the summer of 1788,
Mozart composed Symphony KV 543, Piano
Sonata KV 545, Adagio e Fuga, Piano and Violin
Sonata KV 547, and the Trio in E-Dur.

The musical opus under consideration was
created almost simultaneously with Symphony
KV 543. We believe that this is why the piece is
so deeply infused with symphonic elements, com-
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plex content, and intricate polyphonic techniques.
The melody of the composition is exception-
ally refined. Its melodic quality is enhanced by
the gradual modulation of keys and shifts in modal
degrees. A special beauty is imparted to the music
by the delicate melody and its variations across
different instruments. Complex chords play a sig-
nificant role in shaping the piece’s expressiveness.
As the composition develops, its musical language
becomes increasingly intricate. Compared to other
works of this genre, the Opus in E-Dur contains
significantly fewer ornamental embellishments.

It is crucial to understand that for Mozart,
different keys conveyed different moods. This
understanding allows us to grasp the emotional
landscapes that Mozart so meticulously crafted.
Each mode reflects its own imagery and senti-
ment. In the trio, the moods are characterized by
the interplay of keys — C-Dur and Es-Dur, F-Dur
and B-Dur. It is precisely the choice of tonalities
that creates a decisive and energetic atmosphere
(Klasen, 1897).

This work exhibits a certain transformation in
the composer’s approach to individual structural
elements. The treatment of melody and rhythm
evolves, resulting in a richer sound, denser musical
texture, and intensified contrasts in mood. Unex-
pected changes in dynamics at times alter the char-
acter of the piece and its perception. In the first
movement (Allegro), the influence of the minuet,
a popular dance form of the time, is noticeable.
This is indicated by the harmonic structure, which
shapes diverse emotional nuances. As the piece pro-
gresses, harmony actively contributes to melodic
development. The melody’s structure is based on
small, measured movements, while the overall
sound conveys a joyful character through chord
progressions. A crucial aspect of this composition
is the balance between these two musical lines.
This equilibrium establishes the necessary lyrical
and dreamy atmosphere, enriching the expressive
depth of the work.

The very first two measures highlight the neces-
sity for the trio’s performers to master dynamic
balance between forte and piano. From the open-
ing notes, it becomes evident how crucial it was for
the composer to organically integrate a multitude
of contrasting elements. The dynamics of the ini-
tial measures should remain calm, setting the mood
for the subsequent development of dynamic struc-
tures.
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Forte should emphasize the descent of sounds
through different tonalities, naturally leading into
piano. Maintaining composure in shaping these
dynamic contrasts ensures the creation of a coher-
ent musical phrase. It is essential to remember that
the following forte, appearing in the fifth mea-
sure, must also serve as the foundation for the next
phrase’s development, with a gradual decrease in
volume guiding the musical progression.

During rehearsals, it is essential to assess
the accuracy of rhythm execution, as this is a key
condition for creating the necessary emotional
atmosphere. This state reaches its full develop-
ment in the development section. The main theme
appears twice, but upon repetition, it should be
performed with greater expressiveness, while also
allowing for a touch of calmness. As the piano
part unfolds, the violin enters, adhering to spe-
cific structural principles in every aspect. It is cru-
cial to adjust the forte dynamics not only in rela-
tion to the musical phrase but also in relation to
the overall balance among all instruments. When
the piano melody moves forward, it is important
not to overshadow the string instruments. Instead,
a musical dialogue should emerge between them.
The challenge lies in creating a three-way dia-
logue, where each instrumental voice maintains its
distinct quality while seamlessly interacting with
the others. The sound must be equally refined both
individually and in ensemble, ensuring a cohe-
sive and expressive musical interpretation. When
working on this piece, it is important to remem-
ber that in Mozart’s music, nothing is accidental
or superfluous. Each new structural element adds
a unique shade to the overall mood. The introduc-
tion of a new key—cis-moll—brings a distinct
emotional shift. To render it effectively, entirely
different articulation techniques must be applied.
The sound should become denser, and legato must
be as expressive as possible.

The interpretation of the dialogue will largely
depend on the vision of the performers themselves.
In the initial stages, meticulous attention should
be given to shaping the character of the sound.
Refining legato technique will lead to a deeper
understanding of the entire composition. The per-
formance style should reflect the defining charac-
teristics of Mozart’s era. It is essential to remember
that in his letters to his father and sister, Mozart
often expressed a strong dislike for extremes.
He did not favor excessively fast or overly slow
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tempos. On multiple occasions, he criticized per-
formers who took too much liberty with tempo
fluctuations. He disapproved of the lack of a clear
distinction between fast and moderate tempos,
believing that such an approach resulted in unclear
phrasing and imprecise execution of musical orna-
ments. During rehearsals, it is essential to focus on
specific sections of the piece where the tempo is
either indicated or clarified by the composer. These
passages provide key reference points for recon-
structing the overall tempo structure of the work.

The connective section serves as the embodi-
ment of a joyful mood. The music is characterized
by a light, flowing sound, an interplay of legato
and staccato, and the beauty of harmonic progres-
sions. In measures 35-37 and 3941, both the pia-
nist and violinist should pay special attention to
the first notes. These should be performed with
legato, followed by a transition into portato, ensur-
ing smooth phrasing and expressive articulation.
Recreating the character of Mozart’s era requires
a restrained use of vibrato and a somewhat asser-
tive sound in the string parts. The pianist must pay
close attention to musical ornaments, ensuring
variety in their execution. For instance, the open-
ing passage (measure 42) should be played with
restraint, the next (measure 44) with more direc-
tion, and measure 46 with the greatest intensity
(Jan, 1856).

A key element in achieving the desired expres-
sion is the precise use of gradually increasing
dynamics, from crescendo to forte. It is important
to remember that forte in chamber music should
be more controlled and softer compared to its use
in other genres. The forte in the piano part should
be particularly refined, as it highlights the carefully
structured rhythmic organization of the passages
featuring triplets.

Mozart’s well-thought-out transitions lead
naturally into the secondary theme, characterized
by delicate intonations. This theme is entrusted
to the violin, and for the performer, the use
of cantilena — evoking the qualities of the human
voice — is crucial. In the following episodes
of the exposition, it is crucial to pay attention to
the accuracy of tempo, a unified manner of perfor-
mance, and the similarity of strokes. Each member
of the trio will benefit from the ability to shape their
own vision of playing the instrument. This will
allow for the selection of optimal artistic means
for each structural element. Particularly significant
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in the secondary theme is the episode that begins
in G-Dur. It expands the boundaries of the mel-
ody, concentrating the necessary expressiveness
within it. When studying expressive means, it is
essential to understand the exceptional importance
of the beauty of the cello’s timbre. Timbre imparts
a more dramatic hue to the lyrical image. Con-
siderable attention should be given to techniques
of polyphonic development, which will help cre-
ate richness and density in the musical language.
In the secondary theme, lyricism is of great impor-
tance, against which rhythmic structures should be
executed with caution. The conclusion of the sec-
ondary theme is marked by an alternation of con-
trasting moods, achieved through well-thought-out
dynamics (Mancini, 1912).

The closing section begins in measure 88,
representing the fusion of individual elements
of the exposition’s structure. Its connection to
the main melody should be clearly discernible in
the movement of sounds and the specific features
of articulation. The final three measures of the first
section of the sonata allegro are perceived as a nat-
ural conclusion. The beginning of the development
section should be brought as close as possible to
a dance-like character. This should be empha-
sized through the use of specific strokes and tem-
pos. A similar tempo has already been introduced
in the exposition. It is useful to pay attention to
the importance of rehearsals with constant returns
to pre-determined moments. This will help main-
tain a unified vision and understanding of the over-
all performance concept.

A crucial expressive element in the development
section is the instrumental ensemble, supported
by key changes. The tonal progression follows
the sequence: Cis-Dur, fis-moll, H-Dur, E-Dur,
A-dur. As a result, the mood they evoke under-
goes constant transformation. Selecting the appro-
priate balance between tonality and the character
of sound production is essential. The instrumental
performance should be more energetic.

The culmination of Allegro’s development
heavily depends on the precise reproduction
of rhythmic organization and expressiveness.
This applies both to the execution of piano
arpeggios and the significance of the string
instruments’ sound. It is essential to consis-
tently maintain high-quality passage execution.
Particular attention should be given to preci-
sion in performance. An uncontrolled desire to
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demonstrate excessive expressiveness and virtu-
osity must be avoided. It is crucial to preserve
the context intended by Mozart. During the initial
rehearsals, it is important to adhere to the specif-
ics of chamber sound and its dynamic nuances.
Attention should be paid to the fact that ensem-
ble members themselves can define the character
of the sound, the expressiveness, and the rhyth-
mic contrast. A collective approach to musi-
cal interpretation will enable the high-quality
realization of the first movement of the com-
position and, most importantly, an elegant rev-
elation of its culmination. The recapitulation
allows performers to create an alternative ver-
sion. It is essential to consider changes in meter
and mood, which are influenced by an increased
number of key modulations (e-moll, G-Dur,
A-moll, e-moll, G-Dur, E-Dur). In the second
statement of the theme, the minor mode lends
the violin a distinct sonority. The third element
of the main theme retains the form it acquired
under the influence of the development section.
The dance-like character disappears, shifting
the focus to a delicate and lyrical melody. The
interplay between the violin and cello creates
a beautifully audible dialogue, which is of great
importance. During the repetition, the trio mem-
bers must concentrate on conveying the musical
essence, reflecting emotions, and maintaining
a sense of optimism.

The second movement opens with a refined,
lyrical melody. Dance-like motion is clearly
perceptible within the musical language. The
composer marks it as Andante grazioso. During
the performance, it is advisable to maintain
a precise metrical rhythm. It is important to
understand that the forte in the second movement
differs from that of the first, allowing the listener
to immerse more deeply in a world of romantic
and lyrical emotions.

Each section is presented differently. Ornaments
should be executed with precision and simplicity —
neither overly embellished nor omitted. Initially,
performers may benefit from creating reference
notes with the composer’s own articulation
markings. Such notations were commonly found
in scores of that era. In Mozart’s manuscripts, he
carefully adds annotations above the notes — dots
or strokes — indicating the importance of sustaining
note durations and preserving the intended
character of execution.
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Andante grazioso possesses its own distinct
musical material, characterized by both its
texture and melodic construction. Every musician
understands that silence is an integral part
of melody. For Mozart, it is a crucial element
of musical dialogue, allowing each «speaker» to be
clearly defined. During pauses, the timbre of other
instruments becomes particularly audible. Given
the chamber nature of the piece, it is important
to maintain a calm character when performing
imitations and to ensure consistent tonal quality
throughout. For the finale, Mozart chose
an emotionally expressive melody that gradually
unfolds. The development of the melodic material
appears particularly refined. A deep understanding
of the importance of achieving high-quality
melodic sound is essential. This, however, does not
apply to the transitional section, where the melodic
lines of the cello and keyboard instrument are
primarily juxtaposed. As the piece progresses,
these lines merge into a duet. The primary key is
gis-moll, gradually modulating into the secondary
section in H-Dur.

The character of the secondary theme resembles
the brilliance of sunlight. It consists of two musical
phrases, with the violin and piano taking the lead.
The prelude to the finale is the closing section, com-
posed of short melodic structures built in various
keys. Their agitated nature shapes the main section
of the finale. The climactic moment occurs in mea-
sure 120 with a cis-moll construction. Precision in
phrasing and adherence to the score’s indications
enhance the perception of the melody’s beauty.
Gradually, the volume should increase, supported
by the rising pitch of the melody, particularly in
the violin part. The recapitulation begins with
a dynamic statement of the secondary theme. Its
emotional tone is refined and elegant. The choice
of conclusion is particularly intriguing —the final
chords bring a dazzling celebration to its comple-
tion.

Divertimento in E- Dur (KV 542) embodies
an abundance of bright emotions, a sense of bliss,
and happiness. The presence of lyrical and dra-
matic moments does not fundamentally alter its
overall positive character.

Conclusions and prospects for further
research. The study of Mozart’s piano trios is
a necessary step in the development of Ukrainian
musical art. It will contribute to the improvement
of both performance and educational processes.
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Familiarity with this work will facilitate a deeper The prospects for further research lie in the con-
understanding of the great composer’s creativity, tinued exploration of genre transformations in
expand knowledge of his musical style, and reveal =~ Mozart’s works and the practical application
new possibilities for interpretation. of acquired knowledge in performance practice.
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