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INTRODUCTION

The purpose of this report is to study some of the

formal features of the Qui Tollis section of Mozart's Mass

in C minor, K. 427. This has been done by correlating some
of the different melodic features with the various phrases
of tﬁe text,

Mozart conceivecd the C minor Mass as a "cantata mass.,"
This type of Mass is characterized by considerable expansion
of the individual sections; rather than treating each section
as an entity the various sections of the Mass (in this case
the "Gloria") are split into a number of autonomous sections.l
This studv was made to investigate some of the technigues
~employed by Mozart to rmaintain the long line of musical
thought which characterizes this relatively short "Qui

Tollis" portion of the "Gloria" text,

Mozart wrote the C minor Mass as the fulfillment of a

Joseph Braunstein, "Mozart lMass in C Minor, K, 427."

(New York, Vox Productions, Inc., 1961), Record notes,



vow made at the tire of his marriace to Constanze Weber,?
The work was becun during the Surmer of 1722 and cormpleted
in May, 1782 in Vienna.> Mozart conducted the first per-
formance of the Mass in the Church of St, Peters MAbbey in
Salzburg on October 26, 1783 with Constanze as one of the

two soprano soloists,.?

MATERIALS
The score used in this study was edited by Alois Schmitt
in 1901 for Breitkopf, Dresden, Germény. It is available
to the U.S.A. threugh Assoeciate? Music Publishers, Inc., New

York.

20tto Jahn, Life of Mozart, trans. Pauline D. Townsend
(London, MNovello, Lwer and Co., 1322), II, p. 265, pp. 314-
315, .

?C.B.Olﬂman, "Mozart," Greves NDictionary of Music, e,
Erich Blom, (5th ec.), V, p. 961,

4Otto Erich Peutsch, Mozar:, A Docurentarve RBioaranhv
(Stanfoxd, Stanfor? Universitv Press, 1985}, pe 219,

——



SOME MELODIC MATERIALS
CORRELATED WITH THE TEXTUAL PHERASES

Mozart has employed four lines of text in this fifty-
six bar composition for double choir and orchestra.

The Latin text is as follows:

Qui tollis peccata mundi
miserere nobis,
suscipe deprecationem nostram,
qui sedes ad dexteram patris.
. The English translation is as follows:
That takest away the sins of
the werld,
have mercy upon us,
receive our prayers, Thou that
sittest
at the richt hand of God
the Father,

Mozart associates certain melodic materials with certain
lines of the text and establishes a formal structure which can
be studied by correlating the different melodic naterials
with the different lines of the text.

Mozart's first melodic material is set to the first

line of the text--"qui tollis peccata mundi"—-and the

last line of the text--"gui sedes ad dexteram patris.”



Mozart uses this melodic material on the same plane
(d natural to e flat etc,) seven times throuchout the
composition, He states it three times in the opening sec-
tion (mm, 1-15) and twice in a micddle section (rm, 18-28)
to settings of the first line of the text--"qui tollis
peccata mundi." He then repeats it two more times in set-
tings of the last line of the text--"gui sedes ad dexterar
patris"--in a section toward the end (mm, 32-44), He
maintains a long line of musical thought through these
"qui tollis, . ." sections and the "qui sedes. . ."
section by treating this melodic material contrapuntally
in both cheoirs; and extends these textual sections
through spans of episodical development by emrloying a
melodic figure which he extracts frem the original

melodic material,

Ex, 2

Mozart uses this melodic figure interchangeably with
the words "qui tollis," "peccata,” and "gui sedes" two
times in the first "qui tollis. . ." section, four times

in the middle section, and once in the final "qui
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sedes. . ." section. However, he uses the rhythmic form of
the figure with the same words many more times and thus, the
vitality of this melodic figure is oreatly enlhanced.

Mozart scores the second line of the text--"miserere
nobis"--to a short chromatically descending melodic figure

in the first "miserere., . .," section (rm. 15-18).

Ex., 3

SR

He uses this figure four times in the first "miserere. . .
section (two times in its entirety, and two times in part
with contrapuntal variation),

Mozart scores the third line of the text--" suscipe
Geprecationem ncstram" on a variation of the original

"miserere” figure in the "suscipe. . ." section (rm. 228-32).

Ex. 4

He accomplishes this variation by emploving the contrapuntak

technique of rhythmic diminution on the middle two notes



of the original "miserere" melodic ficure. 1In this

"suscipe. . ." section, like the "miserere., . ." section,

he uses the melodic figure four times (two times in its

entirety, and two times in part with contrapuntal variation).
Mozart scores the last "miserere nobis" section (rm,

44-56) with a melodic figure which differs from the melodic

figure used in the first "miserere., ., ." section, However,

he maintains similarity and continuity by repeating the

riythmic properties of the first "miserere" melodic figqure.

His final "miserere" melodic figure consists of the

repetition of two notes a half step apart rather than the

original four chromatically descending notes.

Ex, 5

N

Mozart extends this €inal "miserere, . ." zection b

3

scoring two additional variations of this new melodic figqure

A

to the complete textual phrase--"miserere necbis,"” Once
again he employs the contrapuntal technique of rhythmic
diminution; and thus, the variation of this extension is
very similar rhythmically to the variation of the original

"miserere" melodic figure used ‘n the "suscipe. "



section.

Ex. 6

Mozart characterizes all three of these relatively
short sections--"Miserere., . .," "suscipe., ., .," and
"miserere, . ." sections respectively--with an ascending
1ine‘5f melodic drift which serves to provide continuity
and transition. (See ex. 11, 14, and 17 in analysis.)

He writes the first "miserere. . ." section to provide
transition between the introductory section and the first
reiteration of the introductory material. 2And he writes

the “"suscipe. . ." section to provide transition between

the first reiteration and the final reiteration of the
introductory material, The line of melodic drift in Mozart's
last "miserere. . ." section ascends into a final climax
which finds resolution in a perfect authentic cadence.

He then completes the composition with a short coda over

a plagal cadence.



AMNALVYSIS

The first choir introduces the central thematic unit
in a setting of the first line of the text--"qui tollis

peccata mundi,"--in mm. 3-5 after a short orchestral
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The altos imitate the first portion of this central

thematic unit at the fifth in mm, 3-4,
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The second choir restates the central thematic unit
on the same plane in mm, 5=7 while the first choir finds

resolution in a perfect authentic cadence in mm. 5-6.



Ex., 9
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The central thematic unit is again restated bv the first
choir in mm, 8-9. However, it progresses into a section of
episodical developrent beginning in mm, 10-11. This is
characterized by the reiteration of a melodic figure which
is e#tracted from the "peccata" portion of the initial
"qui tollis peccata mundi"™ material--the central thematic
.unit. It is sung simultaneously by the sopranos of both

choirs,

Ex, 10
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The music of this episodical developrent section con-
tinues through mﬁ. 12-14 to the first beat of m. 15 where
the first line of the text--"qui teollis peccata mundi"--is
completed, Both choirs sing the last word--"nundi"--home-
phonically through m. 14 and release after the first beat of
m. 15, MNevertheless, a strong feeling of forward mcvement
is maintained by the underlying harmonic progression of
chords of unrest in the orchestral accompaninent,.

The first representation of the secondary thematic
unit set to the second phrase of the text--"miserere
nobis,"--is immediately introduced by the sopranocs of the
first choir beginning on the second half of the second beat
in m. 15 and progresses through the first beat of m. 16.
The.sopranos of the second choir then imitate the new melodic
figure a half step higher with the same rhythmic placement
lthrough the remainder of m, 16 and the first beat of m. 17.
The first part of the melodic figure is then restated a
whole step higher by the sopranos of the first choir in
m. 17 while the second choir responds contrapuntally with
the first part of the same figure on the second half of the
fourth beat (m, 17) and continues into measure 18, This
second section is relatively short, being only four bars
lbng. It is characterized by an ascending line of melodic

drift which, while connecting the short three and one-half
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count melodic figures together serves as a transition between
the first fifteen bar introductory section based upon the
central thematic unit and a reiteration of the central

thematic unit which is to follow.

“Ex. 11
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The reiteration cof the central thematic unit is again
set to the first line of the text--"qui tollis peccata
mundi." It is restated in its original entirety of the
first cheoir in mm, 19=21, and then in part by the second
choir in mm, 21-33. The altos avoid the imitative

precedure in the second portion=-mm, 21-22,
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The music progresses into a reiteration and development of
the short melodic figure that is extracted from the "peccata"
portion of the central thematic unit, This melodic fiqure,
which was originally stated twice in mm., 10-11, is sung
simultaneously bv the sopranos cof both choirs on the fourth
beat.of m, 22 and the first and second beats of m, 23, It

is repeaﬁed on the same beats of rm, 23 and 24, The figure
is imitated contrapuntally in inverted retrograde by the
altos of the first choir on the secand, third, and fourth
beats of mm. 23 and 24 respectively,

Ex, 13
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The music progresses episodically through rm, 25-27 to the
first heat of m. 22 where this section which encompasses the
reiteration of the central thematic unit and its episodical
developrient, set to the first line of the text--"cui tecllis
peccata rundi" is completed on a higher plane in a manner which
is much the same as the ending of the first section (mm,
14-15)., Once again the rmusic moves forward with strength
due to the underlying harmonic progression of chords of
unres£ in the orchestral accompaniment,

A reiteration of the secondary thematic unit based upon
the third line of the text--"suscipe deprecationem nostram"--
is irmediately introduced by the sopranos of the first choir
beginning on the second half of the second beat in m. 28 and
progresses through the first beat of m. 29, The sopranos
of the second choir then imitate the same ficgure a minor third
higher with the same rhvthmic placement through m. 29 and
the first beat of m. 30, The first part of the melodic
figure is then restated a whole step higher by the sopranos
of the first choir in m, 30 while the second choir responds
contrapuntaliy with a fragment of the same figure on the
second half of the fourth beat (m. 30) and continues into
measure 31, One should note that this "suscipe" Zficure is
a rhythmic diminution of the "miserere" figure previously

cited in mm, 15-16 (ex. 5).
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This "suscire. . ." section, like the "miserere., . ."
section (mm, 15-18, is only four bars long. It is also
based upern the sacondary thematic unit, and is likewise
characterived hy an ascendinag line of melodic drift which
althouch on a higher plane with somewhat different
intervalic relationships, serves the same purposes of

centinuity and transition to a final reiteration of the

central thematic unit,
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The final reiteration of the central thematic unit is
set to the last line of the text--"cul sedes ad dexteram
patris." It is sung by the sopranos of the first choir

beginning orn the fourth beat of m. 32 and progresses throuch
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mm, 33-34; once aqgain the altos imitate the unit at the
fifth in mm., 33-34, The second choir repeats the central
thematic unit in part beginning on the fourth beat of m, 34

and progresses through m., 35 to the first beat of m, 36,
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‘The central thematic unit then gives way again to episcdical
development in mm, 36-37, It passes over one quick restate-
ment of the "qui tollis" fragment (introduced in mm, 10-11,
and Feiterated and developed in mm. 23-24) in . 3%-39.
However, in keeping with the text the word "qui sedes" is

substituted for "qui tollis,”

Ex., 16
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16

The music progresses episodically on through mm., 40-43
to the first beat of m. 44, This "cui sedes, . ." section
comes to a homophonic ending which is much the same as the
endincs of the previously cited "qui tollis. . ." sections
(mm. 14-15, and mm, 27-22), Once again the orchestra
avoids a cadence and moves on into a final variation o€
the secondary thematic unit,

This final variation of the secondary thematic unit is
set to the second line of the text-=-"miserere nobis." The
rhythmic treatment of this variation is the same as the

1]
first in mm, 15-16, but the melodic content is different.
The new figure consists of the repetiticn of two notes a
half step apart; it is introduced by the sopranos of the
first choir on the second half of the second bheat in m, 44
and continues throuch the first beat of m. 45. The sopranos
of the seéond choir then imitate the same ficure a whcle
étep higher with the same rhythmic placement in mm, 45-46.
It is then repeated with the same rhythmic time span by the
sopranos of the first choir a perfect fourth higher in
mm, 46-47, The rhythrmic time span of the ficure remains the
same; however, the word "nobis" is adced to complete the
line of the text. This is accomplished by rhythmic dim-
inution., The sopranos of the second choir repeat this

figure in the same manner in mm, 47=48, This section like

the first "miserere, . ." section (rmm. 15-16) and the



o
"suscipe., . ." section (mm. 28-31) is characterized by a
line of melodic drift which again provides continuity and
transition to a climax in m. 50 that finds resoluticn in

a perfect authentic cadence in mm., 51-52,

Ex, 17
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The work closes on a final restatement of the text,

"miserere nohis,"

This is accomplished in a coda over a
rlagal cadence which starts on the third beat of m, 52 and
continues through rm, 53=54 to the first beat of m. 55
where the orchestra supplies the remainder of the final

tonic harmonvy through m. 55 and the first two beats of

m, 56,
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CONCLUSION

Mozart scored the first and last lines of the text--
"gui tollis reccata nundi," and "qui sedes ad dexteram
patris"--to melodic material which might be called a central
thematic unit. He emphasizes this central thematic unit,
which is the longest in lineal content, by stating it seven
tines (three times in the intrcduction, two times in the
middle section, and tvo times in the final section) on the
same plane throughout the entire composition. He extends
these "qui tollis. . .", and "oui sedes. . ." sections with
episodical develeopment which is based upon a melodic figure
extracted from the central thematic unit,

Mozart moves skillfully from one section bkased upoh
the central thematic unit to the next through relatively
short transitional sections which are settings of the
shorter second and third lines of the text~="miserere
nobis," and "suscipe deprecationem nostram.” These
transitional sections have melodic material which, although
different one from the other in varying ways, is neverthe-
less, quite similar. Thus, one might consider the varying
figqures of these transitional sections as variations of
a seccondary thematic unit,

It is then possible to cutiine the overall form of

Mozart's work as follows:
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I-a, (mm, 1 - 15)
II-a, (mm, 15 - 18)
I-b, (rm. 13 - 22)
II-bh, (rm., 29 - 32)
Iec, (., 32 = 44)

IX-c, (mr, A4 - 5§8)

The overall textual form can ke outlined as follows:

Oui tollis neccata mundi, {rm, 1-15)
miserere ncbis, (rm, 15-18)
Qui tollis peccata “unéi, (mm,. 13-22)
suscipe deprecationem nostram (rm, 28-32)
Qui sedes ad dexteram patris, (mm, 32-44)
miserere nobis. (mm, 44-56)

Perhaps the following cutline will serve to correlate
some of the melodic materials with scme of the textual
phrases of this "Qui Tollis" portion of Mozart's C minor

Mass,
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It seems expedient to list the following deductions:

Mozart identifies certain thematic units with certain
textual phrases,

He presents the thematic unit at the beginning of a
textual section and imitates the unit contrapuntally in
varying wavs (often at the fiffh).

He associates a central thematic unit with the principal
lines of the text--the first and last lines.

He develops a fraqﬁnnt of the central thematic unit
in episodical sections which lead to the end of the principal
textual sections.

Mozart associates a secondary thematic unit with the

shorter second andéd third lines of the text.
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Ee characterizes these sections based upon the
secondary thematic unit with thematic variation, and an
ascending line of melodic drift which provides continuity
and transiticn between the princiral sections,

Mozart avoids strong harmonic cadences where one textual
section ends and the next begins; thus, he maintains a
long continuing line of musical thought from the beginning

to the end.
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One of the rost dyramic factors differentiating choral
music from instrumental forms of music is the text--words.
Words ar= conceived and maintained to provide verbal com—
munication. They are products of certain cognitive attri-
butes which, though not entirely seperate from, are not
totally related to the attributes which govern music.
Music--an architecture of sound in time--is for the most
part a form of non-verbal cormunication that is conceived
and perceived by attributes of ones cognitive nature, which
though impossible to szperate from, are not necessarily
the same as those which govern ones verbal nature. It
follows that one measure of greatness in choral music
is dependent upon the composers ability to synthesize
the verbal attributes of the text with the non-verhal
attributes of the nmusic,

.Thé recognition of such greatness in Mozart's ingenius

"Qui Tollis" portion of the Mass in C Minor has rrompted

this report. An attempt to determine the formal structure
cf this work has heen made by correlating some of the
thematic units with some of the textual phrases,

A sequential analysis of the melodic and textual
phrases was made first after which a formal outline
showing the correlation between the two thematic units .

and the different lines of the text was made, These



studies served to establish the following deductions:

Mozart identifies certain thematic units with certain
textual phrases.

He presents the thematic unit at the beginning of a
textual section ~nd imitates the unit in varving wavs
(often at the fifth).

He associates a central thematir nnit with the princi-
pal lines of the text--the “irst and last lines.

Hfe develops a fraoment of the central thematic unit
in episodical sections vwhich lead to the end of the
principal textual sections.

Mozart asscciates a secondarv thematic unit with the
shorter second ané third lines of the text.

‘He characterizes these sections based uncn the
secondary thematic unit with thematic variation, and an
ascending line of melodic drift which provides continuitvy
and transition between the principal secticns.

Mozart avoids stronc harmonic cadences where ocne
textual section ends and the next becins; thus, he main-
tains a long continning line of musical theoucht from the

beaginning to the end.



