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ABSTRACT

Analysis of the wind concerto finales reveals characteristics efaedifferent
concerto forms. Mozart incorporated ideas from the French Rondeau, the Baroque
Concerto Grosso, and the Classical Sonata. His early concertos seem tari@or e
forms and ideas, and his final concerto exemplifies a more advanced Clagsicaltis
research has revealed style relationships between forms of the Barath@sitmns and
Mozart’'s use of Rondo form in the finales of his wind concertos. This places hisyorical
Mozart’s wind concerto Rondos between the Baroque Concerto grosso and the fully

developed Rondo of Beethoven and Haydn.



INTRODUCTION
MOZART'S CONCERTOS

Wolfgang Amadeus Mozart, born on January 27, 1756 in Salzburg, Austria,
finished his first symphony before his ninth birthday, his first oratorio aéleyen and
first opera at age twelve. During his short life of 35 years, he comple¢edievhundred
compositions. According to Julian Rushton, Mozart’s professional career can be divided
into seven periods: “Italy and Salzburg: 1769-1773; Salzburg: 1773-1777; Mannheim and
Paris: 1777-1779; Salzburg and Munich: 1779-1781; Vienna: 1781-1785; Vienna and

Prague: 1785-1788, and finally The Last Years: 1788-1%91."

Scholar and author Stanley Sadie discusses Mozart’s career as a carhposer

concertos:

Wagner and Verdi may have written more great operas than Mozart; Haydn or
Beethoven may have written more great quartets or symphonies. But indhe fiel
of the concerto Mozart stands unsurpassed as regards both quantity and quality.

Mozart was fascinated with the concerto from his earliest days. It isiththad he
composed his first concerto, “Concerto for Piano No. 1,” in 1767, at the age of nine.
Mozart’s first four concertos were based on sonatas by other composers, wiathdris
used to teach Mozart concerto composition. It was not until 1773 that he completed his

first original concerto.
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Researchers use a variety of terms and descriptions when explaining theohatur
Mozart's Concertos. According to Sadie, all Mozart’s concertos follow dasipattern.
The first movements are the heaviest and most substantial and follow th& diasia
Allegro pattern of an exposition, which typically ends in the dominant, followed by a
development, and then closes with a recapitulation. The second movements of the
concertos are typically slower and in binary, ternary, rondo, sonata, or var@atas f
Mozart's concerto finales are mostly roridstructure? All of Mozart’s wind concertos
end with a rondo finale. However, there are several disagreements regardingctioees

of this concluding rondo form.
MOZART’'S WIND CONCERTOS

Mozart completed nine wind concertos that still survive today. His first was the
Bassoon Concerto, K. 191, which was completed in Salzburg in 1774. In 1778 he wrote
the next three concertos: The Flute and Harp Concerto, K. 299, in Paris, and the two Flute
Concertos, K. 313 and K. 314, which were composed in Mannheim. These were followed
by the Horn Concertos: K. 417, K. 447, and K. 495, all of which were completed while
he was working in Vienna from 1782 to 1786. His final wind concerto, K. 622 for

clarinet, was composed in the final year of his life, 1791.

Records show that Mozart actually composed five Bassoon Concertos, from

which K. 191 is the only surviving work. This composition is dated June, 1774. It is
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thought that Mozart wrote the concerto for one of two soloists with the Archbishop

Colloredo’s court in Salzbury.

On March 23, 1778, Mozart and his mother arrived in Paris. Parisian musical life
during this time was gradually moving its focus from the theater, pringpiya, to
instrumental music venues. In June of that year he completed a set of piano and violin
sonatas, and it was also during this time that he composed the Flute and Harp Concerto.
He wrote this double concerto for two performers, Conte de Guines, the flautist and his

daughter, the harpist, to perforfn.

Mozart actually had a general distaste for the flute, so his concertaferafd
Harp caused him to overcome his personal feelings in order to complete the composition.
In 1777, while living in Mannheim, Mozart worked on his concerto, K. 314, for oboe
soloist Giuseppe Ferlendis. He later adapted this concerto for the flautistafel De
Jaun, rearranging the figuration to make less use of the lower registeprdtess was
completed after his first Flute Concerto, K. 313, was composed. These two concertos
have wonderful melodic opportunities for the flute soloists to display their vityuiosi
however, it is thought that they are not as imaginative as his violin concertos bafcause

his dislike for the fluté.

In the 1780s, while working in Vienna, Mozart completed the next three wind

concertos for horn. At this time, the instrument still lacked valves and iaiaange

+$, - . /. ( 01 .12 ) #
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was limited. As a result, a horn player could only produce 15 open notes of the harmonic
series, four of which were not perfectly tuned. Only a few players of hisoddy meet

the challenge of his concertbs.

There are also existing fragments of three concerto movements for hitbem wr
by Mozart. The first is K. 371, a rondo in Eb major that concludes after 219 measures,
but with only partial instrumentation. The other two fragments, K. 370b and K. 494a are
first movements that are also only partially completed. In addition to thiese t
fragments, a rondo in D major, K. 412, has been a subject of dispute throughout the
years. The two rondo movements, K. 371 and K. 412, are both based on the older

Barogue Rondeau form, ABACAD A.

Mozart had a somewhat jovial relationship with Joseph Leutgeb, a horn soloist for
whom it is believed Mozart composed his horn concertos. Horn Concerto K. 412 is
notorious for Mozart’s autograph in the rondo, which also contains insulting remarks
above the horn part beginning to end. For example, the first measure of the horn part is
marked “adagio” while the rest of the orchestra is marked “allegro.” Thisedons also
dated by Mozart as April 6, 1797. This is not possible since Mozart’s life ended in 1791.
The date of composition was later established by scholars as 1787, and araslyet

teasing towards Leutgéb.

The 1787 date of composition was agreed upon until 1977, when a group of

Mozart manuscripts were found to be preserved in Poland, presumably moved there

45 67 -1 7081 )" $
'+ 9



during World War Il. It was then discovered that the paper on which the migmwezs
composed upon was the same paper used to compose Mozart'€opgréan Tutti.

This paper was used after the first act was complete, between 1790 and 1791. Therefore
this Horn Concerto must have been composed in the last year of Mozart’s life. The rondo
needed more work and was incomplete as well as missing oboe and bassadn parts.
Scholars, such as Alan Tyson believe that Horn Concerto, K. 412, as well as Mozart’'s

unfinishedRequiemyere completed by Franz Xaver Sussmayer, a pupil of Mozart’s.

For the purposes of this research, the rondo of the Horn Concerto K. 412 will not
be included because of the incomplete state of the score at Mozart's deatton€éito
is commonly referred to as “the first Horn Concerto,” and the remaining hornrtasice
are generally labeled as the second (K. 417), third (K. 447), and fourth (K. 495) horn
concertos. In this thesis, these common labels will be used to refer to these thre

completed concertos.

The second Horn Concerto, K. 417 contains the title “W.A. Mozart took pity on

1 The next Horn Concerto

Leutgeb, ass, oxen [sic] and fool at Vienna May} 2783.
has a little more unusual scoring in that Mozart replaced the oboes and horns in the wind
section with clarinets and bassodh3he final Horn Concerto was completed on June

26, 1786. Mozart called it “A concerto for Leutgeb” in his own catalogue. He used red,

green, blue, and black ink in composing the concerto, but no special idea behind these

30 #
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colors is known. All the final movements of these Horn Concertos contain a galloping 6/

rhythm, which recall the horn’s ancestry as part of thediunt

Mozart’s last two orchestral works completed before his death in 1791 were
instrumental concertos. The first was a concerto for piano, K. 595, and the second was his
Concerto for Clarinet in A majoiK. 622. The Clarinet Concerto was composed for
clarinetist Anton Stadler, and was originally to have been a basset—horn comc&rt
major. The first movement was fully sketched out before he decided to change the solo

instrument to a clarinet?

The focus of this study is the finales of the wind concertos and this document will
demonstrate each finale’s own identity, with its instrumentation, formakstej@and
key relationships. Mozart used one of three basic Classical Rondo forms for each

concerto finale.

Concerto Form

Bassoon, K. 191 ABACABA
Flute and Harp, K. 299 ABACABA
Flute, K. 313 ABACABA
Flute, K. 314 ABABA
Horn, K. 417 ABACABA
Horn, K. 447 ABACA
Horn, K. 495 ABACABA
Clarinet, K. 622 ABACABA

Chart 1: Wind Concerto Forms
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In order to fully appreciate the compositional procedures and style of Mozart’s
wind concertos, it will be important to discuss a few characteristics of Banogsieal
forms. Baroque composers, such as Arcangelo Corelli and Antonio Vivaldi, established
the compositional procedures for the Baroque Concerto Grosso. Wolfgang Amadeus
Mozart, a representative composer of the Classical era, utilized I[SBaszgue
compositional procedures throughout his wind concerto’s final Rondo movements.
Evidence suggests that in his Rondo Finales, Mozart employed formal featuved der
from the Baroque Concerto Grosso designs, since this was music to which Mozart was
exposed as a young boy. For example, George Frideric Handel (1685-1759), wgas thou
to have been a large influence on Mozart’'s compositional style. This influencell as w
financial purposes, led to Mozart arranging several of Handel’s works, incloiding

Messiahin March, 1789
CONCERTO GROSSO

During the last third of the seventeenth century, composers in Rome began to
experiment with new types of instrumental music that developed into the concsgo.gr
Many works composed during the 1660s and 1670s were written for two groups of
instruments in a concertato style, which can be described as “a division of the
performance medium into two or more group®”small group of solo instruments was
called the concertino, or small ensemble, and the larger orchestral ensasloéderred

to as the concerto grosso, or large ensemble. The larger group also became khewn as
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“tutti” (all) or “ripieno” (full). These last terms were also used to rédesections

performed by the combined solo and orchestral grdips.

Arcangelo Corelli (1653 — 1713) was one of the first composers to develop not
only the concerto, but instrumental music in general, as a respected form. ke beca
known throughout his career as a composer with a full understanding of the concerto
style, the emerging independence and importance of instrumental music, and the

maturation of the tonal systerf.

Corelli published twelve concerti grossi towards the end of his career in 1714.
The forms and textures used in these works were derived from the trio sonata and
contained anywhere from four to seven movements. The concertino typically edmsist
two violins and basso continuo, while the rest of the string orchestra would typically
double or reinforce the concertino. This made the orchestra optional, which Coedlli not
on his title page. When these concertos are performed with an orchestra, thece are t
levels of contrast that are evident: between the concertino and the oreneshatween
members of the concertino. At times the first violin dominates, foreshadowinggtine f

solo concertd?®

As the concerto idea developed, composers began to make sharper distinctions
between the solo part and the orchestra. Giuseppe Torelli (1658 — 1709), a contemporary
of Corelli, foreshadowed the solo concerto in his concerti grossi as well. However

Torelli introduced two important formal features that were stronglyeehat the

. 0 $
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concerto during the following century. The first feature contains the sequeticeef
movements in the order of fast — slow — fast, which is seen throughout the Classical
Concertc?® Torelli's second contribution was the introduction of the term ritornello to

describe the periodic returns of a principal theme, separated by cogtdigtiession$?

In Torelli’'s concertos, the ritornello is heard in several different kegs
alternates with episodes of non-thematic material. The opening ritorndbongth a
modulation and returns in different keys. Chart 2 demonstrates the early concert
ritornello form by Torelli?? The letter “a” refers to the theme used as a ritornello, or
returning thematic material. The letters “b, c, d, e” refer to the new aldsemes heard
throughout the piece. The “a” theme is performed by the orchestra, or tutti settilen, w

the soloist and the tutti take turns in performing the new thematic material.

Motives a-b a-c a-d a-e a-b A

Performerg Tutti Tutti-Solo | Tutti-Solo| Tutti-tutti | Tutti Tutti

Chart 2: Early Concerto Ritornello form by Torelli.

Antonio Vivaldi (1678 — 1741) composed a majority of his music while working
at the Pieta, a home for illegitimate and orphaned girls. Music was one ojihre m
subjects taught, with performances given every Sunday and on holidays. Vivaldi was

called upon to compose much of this music and was given virtually unlimited musical
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resources. He began writing his concertos at this time, and wrote many sade®far

his most gifted students and for hims&lf.

Vivaldi followed in the footsteps of Corelli and Torelli when organizing and
composing his concertos. He created a more dramatic tension between thelgolngr
tutti, which helped to further develop the ritornello form. As in Torelli Concertos, the
ritornello theme returns in various keys. Vivaldi followed a formula in composing his

ritornellos, which can be seen in chaff'3.

Section Key Motives
Ritornello 1 (Tutti) I abcdece
Solo 1 I-V (111, if minor) Figuration
Ritornello 2 (Tutti) V (lll, if minor) abde
Solo 2 Modulatoy Figuration
Ritornello 3 (Tutti) Various keys, typically VI acd

Solo 3 VI—1 Figuration
Ritornello 4 (Tutti) I abcdece

Chart 3: Vivaldi's Ritornello Form

THE RONDEAU

The Rondeau form was commonly used in keyboard suites of the Baroque period.
Later, this form appeared in the Classical Era in the slow movements and @ihale

sonatas, symphonies, chamber music, and concertos. The Rondeau, based on the concept

30 $
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of alternation, developed during the™and 15’ centuries and flourished in France up

until the end of the f7century.

A main theme, the Rondeau, alternates with contrasting sections, the couplets,
resulting in the formal design, ABACADA and so forth. The Rondeau (A), “isltonal
closed, normally ending with a perfect authentic cadence, in the tonic key, adlfort, s
contained theme, and recurs each time in the tonic key and is unaftefée.touplets
(B, C, D, and so forth), “are in contrasting keys but make use of similar odrelate
thematic material from the refraif®There were never a standard number of couplets. A

Rondeau may have as few as three sections, or as many as seven sections.

It is highly unusual to see a Rondeau with more than four digressions, or couplets.
These sections are clear cut throughout the music and consist of statemengsetigat a
to sixteen measures and conclude with a cadential ending. These units maydiedepa

by a pause, and there is rarely any connective material’Seen.
THE CLASSICAL RONDO

Scholars generally agree that the original Classical Rondo, containeavonly t
episodes, and therefore emerged from the five-part Rondeau. This five-part Rondeau is

structured as follows:

A B A C A

7 8 ! 1& " 22 % /1 31 n-" *$



A refers to the reoccurring theme or refrain, and it is separated Byahéd C episodes.

Even though harmonically and rhythmically Classical composers kept defiaeked

overall structure, the nature of the melodic material began to become more devetoped. A
this time, composers stopped using the term couplets and the digressions became known
as “episodes.” Also, transitions and retransitions were introduced betwedteithatiag

theme<?®

During the Classical period, the size of the rondo expanded and developed into a

more continuous structure. It is described by Hutcheson and Spring as follows:

The rondo of the early classical period differs little in formal design trem
earlier French rondeau. The parts are still well defined, and the overatilistrisc
usually harmonically and rhythmically sectionalized. The primary diffee lies
in the nature of the melodic material. The rondo is typified by more tuneful
melodies — melodies that are definitely conceived as th&mes.

The Baroque design, ABACA, was transformed and began to appear in one of three more
complex forms: ABACADA, ABACABA, or ABACBA. The last two forms became

favorites of Mozart®

In the Classical Rondo, the ritornello became known as the refrain and is often
referred to as the A section. The refrain kept the same charactesstles ritornello in
the previous forms with a few minor adjustments. The refrain still began the reovem
and also closed it, with either a restatement of this original theme, or vatieéion

based upon it. However, the refrain became more advanced by adding in more thematic
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material. Many refrains became binary or ternary forms within thesseReturns of the
refrain may not always appear in their entirety throughout the piece, howess, t

refrains always return in the tonic key, unlike the Baroque Ritorfello.

Transitions and retransitions were introduced into the Rondo form during the
beginning of the Classical period. Transitions take the music from thenrgfraithe
episodes and typically into a new key. Retransitions bring the music back to thalorigi
refrain and the tonic key. They serve the purpose of creating smooth harmonic movement
between the keys of the sections, without each part having to come to a complete and
harmonic stop? This helps to lessen the sectional nature of the form and to create a sense

of anticipation of a new theme or a return of the reffain.

The episodes, often referred to as sections B or C, became more advanced
throughout the Classical period. These episodes, particularly the first aumd, w
introduce a new theme that is self-contained, defined by a distinct beginninmgaand s
cadential closure in a new key. These episodes typically appear in cléatdy ieys,
and may be modulatory, presenting thematic material in more than one kagidbedy

the episodes began to take on a new role of being developrifental.




MOZART’'S COMPOSITIONAL STYLE

When studying Mozart’s wind concertos, there are three concepts that are
important to the overall effect of his music. Mozart uses a different definitiatof t
from his predecessors. In recent studies, scholars use the termasfopiposed to
ritornello when referring to the repeated sections. Mozart also uses twdantpor
compositional techniques, elision and the 6-6 linear intervallic pattern (fauxbourdon),

which are seen throughout his works and also in Barogque compositions.
TUTTI

The term tutti is translated from Italian as simply “all.” Throughoartogue
concerto compositions, it typically means that the soloists and the orchesteggther
in contrast to solo sections, performed without the orchestra or with simpletcathes
accompaniment. Corelli, Torelli, and Vivaldi use the term tutti to refer to thnesa
and the concertino performing togetfi2However, Mozart uses the term tutti when
referring to the orchestra performing without the soloist. An example atdhibe seen
in musical figure 1. This example is from Mozart's first Flute Concerto, tense

refrain, which shows the term tutti without the soloist.
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Oboi

Corni in G

Flauto Principle

Violino | & Il

Viola

Violoncello e Basso !

Figure 1:Concerto in G for Flute, K. 318nm. 82 — 95).
RITORNELLO AND REFRAIN

The terms ritornello and refrain are often used interchangeably [areckses;
however, current research suggests the two terms have distinct definitiongnThe te
ritornello began with the Baroque aria. The sections of the aria where hestwacwas
heard alone that were based on the opening orchestral material became known as
ritornello. These ritornellos returned often in the course of the aria as puncticatine

music of the soloist. The singer did not perform the melodic material of tineelio *°




During the Baroque era, the term ritornello began to be used throughout instrumental
works, such as the concerto to refer to the “return” of the instrumental ensemble, not

necessarily the same thematic matetial.

The term refrain is commonly used to describe the principal theme in Classica
Rondo. A refrain is “a self-contained, harmonically closed passage. It begnosdaoe
and appears at least twice.” During a refrain, the soloist may or may notkeave t

thematic materiai®
ELISION AND THE 6-6 LINEAR INTERVALLIC PATTERN

Two compositional techniques that Mozart heard and used throughout his wind
concertos were elision and the 6-6 linear intervallic pattern. Theseotwpositional
devices are standard elements of Baroque compositions. Elision is a compression of
material when the last chord of one phrase is also the first chord of the next’pkyase
example of this is in the opening refrain of his concerto, K. 622. In measure 31, the
orchestra begins a new theme at the same point that the clarinet soloighg thlay

cadence of the previous musical idea. This can be seen in musical figure 2.
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Figure 2:Concerto in A for Clarinetk. 622 (mm. 28— 32)

Another technique Mozart uses throughout his compositions is the 6-6 linear

intervallic pattern also known as fauxbourdon. The original definition refers back to a

technique of either improvised singing or improvisation utilized by musicians in the

fifteenth century? In its simplest fo

rm, fauxbourdon is a series of parallel first inversion

chords. Mozart uses this technique to create an unstable or transitory harmonic

environment, before bringing the music back to stability.
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Figure 3: Voice Leading Model for 6-6 Linear Intervallic Pattern

John Cotner researched the idea of the 6-6 linear intervallic pattern in Mlozart
symphonies. He found that Mozart used this concept in several different ways, terost of
at the end of transitional material. Mozart wrote the 6-6 pattern, simpléepérat
inversion chords, with 7-6 suspensions, and with both diatonic and chromatic
embellishments. Mozart also used the 6-6 pattern as thematic matesegrain the
finale to hisPragueSymphony, K. 504. Mozart composed 40 symphonies, each
containing four movements. Cotner tabulated the presence of the 6-6 linear ictervall

pattern in Mozart’'s 40 symphonies and found the following results:

Movements Number of Movements that Contain the|6-
6 Linear Intervallic Pattern

First 14

Second 7

Third 3

Fourth 10

Chartﬁél: Cotner’s Results of Mozart’'s Symphonies Regarding 6-6 Lineavadiic
Patter

The 6-6 linear intervallic pattern can also be seen throughout Mozart’s wind
concertos. For example, he uses this technique as part of the thematid matezia
Flute and Harp Concerto’s third refrain as well as in the first episode of tlee Flut

Concerto, K. 313. Both of these sections have a chromatic embellishment of the 6-6
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linear intervallic pattern. However, the concerto that perhaps contailtgest sections
of this device is the Clarinet Concerto. He uses the technique in the fastiepi

incorporating 7-6 suspensions into the chromatic embellishment. This can be seen in

figure 4.
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Figure 4: Concerto in A for Clarinet, K. 62gnm. 77-82)

Barogue compositional techniques were influential in Mozart's compositional
style, and perhaps the 6-6 pattern was also borrowed from that time. Gedegie F
Handel'sAlexander’s Feastl736), contains several examples of the 6-6 pattern. During

the Aria, basso-solo, Handel uses the pattern in the third and fourth measures. The 6-6



pattern is seen moving down diatonically. This is seen in measures 3 and 4 @l music

figure 5.

21. ARIA (Basso-Solo)

Andante allegro g &r
ir
Tromba (-4 | ﬂl @ - i ﬁ
ob.I, I -

Ca_nﬁnuo
(Ve.,Violone, Fag.)

hef |

(7]
L

=
1=
1
i

He
e

=
=
1

T

Y
b ol
1

|
[
il
i
1

Basso

N
L

'
Bt
a3

ul )
LIl

2
E\

Re -

P

S
9]
T
Bk

l

H

P

|
4
g4 J = - r —
7% = P s e — —
 E T
= I(____L-'

Figure 5:Alexander’s Feadty George Frideric Handel.
MOZART'S WIND CONCERTO FINALES

Although extensive literature exists on Mozart and his concertos, most of the
research focuses on the piano concertos. Mozart's wind concertos were composed
throughout his compositional career and provide an overview of his life as a composer, a
well as several examples of his varying approach to the rondo. The littlecrettestris
found regarding Mozart’s wind concertos does not indicate extensive agreement among

scholars as to Mozart’s approach to the rondo form in these works.

In regards to the last movement of each of Mozart’s wind concertos, Sadig: writ



while most of the finales have some kind of rondo structure-for the rondo is one
of the easiest forms to take in and is consequently the most suitable to end a work,
when the listener is beginning to tife.

C.F. Abdy Williams states in his article “The Rondo Form, as it is Found in the

Works of Mozart and Beethoven:

No two Rondos are alike in all their detail: it would be impossible to find a
scheme or plan which would exactly fit any two of these movements. This is as it
should be; we do not require mathematical precision in the construction of works
of art; and yet the general idea of the Rondo would seem to necessitate a
similarity of form in the movementS.

David Hurwitz describes the rondo form in his boGletting the Most out of

Mozart,as:

The A section, or main theme that always comes back, is called a ritomial®,
the subsidiary sections are called episodes. Like the minuet, the ritohesle t

often has two halves, both of which usually get repeated. There can be any
number of episodes separated by the ritornello, depending on how long the
composer wants the movement to be, and musically speaking, anything can
happen in an episod.

And yet, another scholar has a different outlook on this form. Michael Thomas
Roeder states in his book,History of the Concerto:

The fast final movements usually employ a strong rondo element, often mixed
with features of sonata-allegro form. Mozart developed a particularly czateud
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concerto-rondo form that combines the gaiety of the rondo with the intensity of
sonata form. Many of its features resemble the concerto-sonata fornmaeng it

be seen as a special application of that form to the rondo. This form can be
described in the following way;

Refrain 1: The solo instrument usually begins the refrain, which recurs in the
tonic key throughout the movement. It is usually characterized by a dancelike
tunefulness, comprising distinguishable, independent elements like the ritprnell
but with fewer thematic ideas. The orchestra normally concludes the refrain

Episode 1: This section is constructed along the lines of a sonata — allegro form
composition, with a first theme in the tonic key. A transition leads to second and
closing themes in the dominant key. Unlike the solo exposition of the concerto-
sonata form, this section normally does not restate material from the mo\®ment
opening portion. This episode is one of the elements clearly distinguishing
Mozart’s concerto-rondo form from the ordinary rondo form. The soloist begins
the episode with a new theme in the tonic, whereas in the ordinary rondo a
modulating passage leads to a new theme in a new key at the episode’s outset.

Refrain 2: The movement’'s main theme is usually stated by the soloistddllow

by the orchestra in the tonic key, sometimes in a shortened version. On occasion
the orchestra may initiate a harmonic movement away from the tonic, toward the
new key of Episode 2.

Episode 2: Mozart sometimes employs the standard rondo procedure here by
introducing a new theme in the solo instrument in a new key, the subdominant. At
other times, the second episode is given over to development.

Refrain 3: This section is frequently omitted as is the third ritornello in the
concerto-sonata form. If it is present, a short version of the rondo theme is given
in the tonic.

Episode 3: The material from Episode 1 is recapitulated here in the tonic key, but
often in a shortened form. A cadenza may be placed after the closing theme.

Refrain 4: A short version of the refrain leads to a ¢3da.




)

This research has revealed style relationships between forms of the Baroque
compositions and Mozart’s use of Rondo form in the finales of his wind concertos. This
places historically Mozart’'s wind concerto Rondos between the Baroque Conosso gr

and the fully developed Rondo of Beethoven and Haydn.



CHAPTER 1: THE OPENING REFRAIN

The final movements to all of Mozart’s nine wind concertos are in sgmeeof
Rondo form. They all begin with an opening refrain, which will be referred to as the
section. Caplin describes Mozart's first refrain as: “the main theheréfrain is almost
always a conventional, tight-knit theme closing in the home key with a perfeenéat
cadence® This basic structure can be seen through all of the wind concertos. However,

Michael Thomas Roeder goes on to give a more detailed description:

The solo instrument usually begins the refrain, which recurs in the tonic key
throughout the movement. It is usually characterized by a dancelike tussfulne
comprising distinguishable, independent elements like the ritornello, but with
fewer thematic ideas. The orchestra normally concludes the ré&frain.

Roeder’s characteristics are seen in some of Mozart's wind concertosytairly not

all eight of them.

Wind Concerto refrains share a few common characteristics. All of fingtse
refrains are in the tonic key of the piece and present the opening thematitesiat
twice. This is accomplished by statements of the opening material byist sotb
orchestral accompaniment followed by the orchestra alone, or the otharausyl.

These opening refrains also come to a type of “closing” whether witlgke gerfect
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authentic cadence, or combined with a short codetta. Final movements of' $/d#ad
Concertos begin with a ritornello that features the soloist, with the exceftMozart’s
first two concertosConcerto in Bb for Bassoon, K. 18hdConcerto in C for Flute and

Harp, K. 299.

Mozart uses a variety of forms when presenting this opening material. ddrese
be seen in chart 5, which shows the opening refrains to the finales of Mozad’s wi

concertos.

The refrain description by Roeder is most accurate when referringzarks
horn concertos. All Horn Concertos have an opening refrain of 16 measures. The soloist
states the melodic material in the first eight measures, and the otheaneagghires

contain the melody in the orchestra.

However, Mozart’s first two wind concertoBhe Bassoon Concerto in Bb, K. 191
andConcerto in C for Flute and Harp, K. 2@® not follow Roeder’s guidelines for a
Classical Rondo refrain. For example in the Bassoon Concerto, the solgistaloe
perform the melodic material in the opening refrain. Instead, as seen in nfigsicab,
in the first eight measures of this concerto, the soloist is doubling therasgHis

technique is described by Green when referring to the Concerto Grosso procedure

The soloist of the baroque concerto, unlike their counterparts in the classical and
romantic concerto, play during the tutti sections, their part consistingynoéiae
doubling of the orchestral voic&s.




Form Key Soloist’s Role
Bassoon, K. 191 Al (mm. 1-8) Tonic = Bb Major Plays Bass Line
A2 (mm. 9-12)
Al (mm. 13-20)
Flute and Harp, Al (mm. 1-15) Tonic = C Major Soloists rest during

K. 299

A2 (mm. 16-27)
A3 (mm.28-41)
A4 (mm.42-51)
Codetta(mm. 52-57

opening refrain

Flute, K. 313 A-1 (mm. 1-16) Tonic = G Major Plays thematic
Codetta 1(16-22) material first 8
Codetta 2 (22-28) measures, which is
Codetta 3 (28-35) answered by tutti

Flute, K. 314 Al (mm.1-24) Tonic = G Major Thematic material
A2 (mm. 24-32) shared with tutti
A3 (mm. 32-44)
Codetta(mm.44-55)

Horn, K. 417 Al (mm. 1-16) Tonic = Eb Major Plays thematic
material first 8
measures, which is
answered by tutti

Horn, K. 447 Al (mm. 1-16) Tonic = Eb Major Plays thematic

Closing Section material first 8
(mm. 16-33) measures, which is
answered by tutti

Horn, K. 495 Al (mm.1-16) Tonic = Eb Major Plays thematic
material first 8
measures, which is
answered by tutti

Clarinet, K. 622 Al (mm. 1-16) Tonic = A Major Thematic material

A2 (mm. 17-24)
Al (mm. 24-31)
A3 (mm. 31-50)
Codetta(mm. 51-56

shared with tutti

Chart 5: Chart of First Refrains in Mozart’'s Wind Concertos.
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Figure 6 Concerto in B-flat Major for Bassoon, K. 1@hm. 1-8)

This Bassoon’s opening refrain, in the first 20 measures, is in ternary Toe
first eight bars feature the melodic material in the orchestra, amd@eated so the
listener hears the opening statement twice. This is followed by a founreehgression,
which features the melodic material in the first violins and is doubled at téeeday the
violas. The refrain then concludes with a repeat of the opening eight measulieg in

measure 20 with a perfect authentic cadence in B flat major.

This opening refrain in ternary form can be seen in the style of a nwriueh is

reminiscent of final symphonic movements written in the earf/cktury. It can be



argued, that this opening section of the Bassoon Concerto finale possessatsaéme

two forms: rondo and minuet

Mozart’s second wind concertGpncerto in C for Flute and Harp, K. 228so
departs from Roeder’s guidelines of the Classical Rondo refrain and contains
characteristics of the Concerto Grosso ritornello. This opening refraat up in four
sections, plus codetta. Section 1, labeled as Al, is 16 measures and features an eight
measure theme that is first stated by the strings, ending with a hatfcegdand then
answered by the winds, leading to a perfect authentic cadence. The setondA2c
is 12 measures of a new theme, which ends in measure 27 on a dominant chord in the key
of C major. In measure 28, new thematic material starts in the samagsegins a 14
measure theme, A3, which proceeds into section A4 in measure 42 which conclades wit

a six measure codetta featuring the winds.

This work has distinguishing characteristics in the opening refrain eotis¢he
other wind concerto finales. For example, Mozart features two soloists ttainesne.
This idea can be seen in compositions to Baroque composers such as Torelli ahd Vival

This Baroque technique is discussed by Green:

As far as the formal procedure of the late baroque concerto is concernakiest m
little difference whether there is one soloist or several to be pitted atjgnst
orchestra. In either case the basic idea of contrasting the two bodies of sound
gives a rise to the scheme of alternation. Just as in the baroque arzhtstral
ritornello alternates with the solo voice, so here the tutti sections, whiah are
effect ritornellos, alternate with the soloist.




It was common in the Baroque Concerto Grosso for the solo and the tutti sections
to have little or no thematic relation to each offiérhis technique can also be seen in
the Flute and Harp Concerto. For example, the opening 57 measures set up a strong
opening statement of the main theme, ending with a six measure codetta, whigh clea
ends the section. However, when the soloists enter, the music is new and does not relate

back to the opening refrain.

Mozart’'s Flute Concertos, K. 313 and K. 314 have opening refrains that contain
several sections. The first Flute Concerto contains only one theme, but is thendollowe
by three separate codettas in the tonic key. The second Flute Concerto, K. 31¥% contai
sections Al, A2, A3, and a codetta. The Al section is 24 measures long and @ntains
six measure theme, which the soloist states twice, and is then repeiditedichestra.
Mozart uses the compositional technique of elision to end this first section and then begin
the next one. This perfect authentic cadence in the tonic begins the A2 séeiigint
measures, which acts as a conversation between the soloist and the orchegtiagswit
approximately every two measures. The A3 section is 12 measures of newv musi

followed by the refrain closing off with a 12 measure codetta.

This Flute Concerto, K. 314 was Mozart’s first wind concerto finale to use
dialogue between the soloist and the tutti, which has not been seen in opening refrains of
his previous concertos. The bassoon soloist performed the role of a member of the
orchestra and the soloists in the Flute and Harp Concerto had no relationship with the

tutti in the opening refrain. However in Flute Concerto K. 314, the soloist has an active




relationship with the tutti. As seen in musical figure 7, the soloist is playiaglialogue
with the wind instruments. Such dialogue continues to be seen throughout Mozart’s later

wind concertos, such as the Horn Concertos, which will be discussed in later chapters.
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Figure 7:Concerto in D Major, K. 314mm. 24-29)

Like the Flute and Harp Concerto, the opening refrain o€threcerto in A for
Clarinet, K. 622also contains several different thematic ideas. The first 16 measures, Al,
contain an eight measure theme that is first stated by the soloist chéstal
accompaniment and then repeated in the orchestra alone. After A1 ends withta perfec
authentic cadence in the tonic, A2, a seven measure section begins whicksfaat
sixteenth note figure in the solo part. The music then returns to the original eigfrenea

theme, Al, stated once by the soloist, and not repeated by the orchestra. In Bleasure



new music begins, elided with Al, labeled as A3. This music lasts for 20 neasdres
a conversation between the soloist and the tutti. Mozart finishes this openinglatornel
with a six measure codetta, measures 51-56, performed by the tutti. The different
thematic sections used to compose the opening refrain are reminiscent ofitle m

Vivaldi used to compose his opening ritornefids.

Concerto Vivaldi Model Flute and Harp Clarinet Concerto
Concerto

Opening abcdece Al, A2, A3, A4, |Al, A2, Al A3,

Refrain/Ritornello Codetta Codetta

Pattern

Chart 6: Comparison of Vivaldi's opening ritornellos to two of Mozart’s wind coosert

Because of the structure of the Clarinet Concerto finale, it has been thiwatght
this movement is more of a complex blend of sonata and rondo forms. Lawson discusses
the close relationship of this concerto in comparison to Mozart’s piano concertos. In
comparison with a majority of the concertos composed by Mozart, both for wind
instruments and piano, a higher proportion of the material is designated for the

performance of the soloist in this work.
COMPARISON TO PIANO CONCERTOS

Heinrich Christoph Koch (1749 —1861) wrote a three volume treatise to attempt to

provide a comprehensive theory of musical composition. Koch did most of his research in
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reference to vocal music because of his conviction that “instrumental musferior to
vocal music in both importance and effect.” In his view, instrumental music isibut a
inadequate imitation of vocal musitTherefore, it is no surprise that he did little
research in reference to Mozart’s concertos. However, his initial chse#o several of
Mozart’s piano concertos did yield a few detailed observations on the topic.rende
to Mozart’s rondo design he states: “it is more usual that the solo part petih@nosdo

theme first, because it is repeated as a ritornello by the orch®stra.”

However, John Irving states that Mozart's usual practice in his piano cosmcert
was to follow the soloist’s opening statement with a more extended tutti, s@aetim
considerable length and involving a variety of texture and scatifiis is not a practice
that Mozart used in his wind concerto opening statements. In every concerto, with the
exception of the Flute and Harp Concerto, Mozart has a clear opening statamiewnf st
in the first measure, either by the soloist or the tutti, which is then relpeedetly by the

other.

The one area where it seems Mozart kept a consistent characteristic tliough
his instrumental concertos is the clear closing of the opening refraih.his
instrumental concertos, both piano and wind, he concludes this opening statement in the
tonic key with an authentic cadence, often reinforced by a codetta, befaraicaninto

the first episode.
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CHAPTER 2: THE FIRST EPISODE

After the opening refrain of each concerto, each finale continues wigtession
called the first episode, referred to as B. This section brings in new thenzérial that
was not heard in the opening refrain. Michael Thomas Roeder describes thisialigires

his outline of Mozart’s Concerto form.

Episode 1: This section is constructed along the lines of a sonata-allegro form
exposition, with a first theme in the tonic key. A transition leads to second and
closing themes in the dominant key. Unlike the solo exposition of the concerto-
sonata form, this section normally does not restate material from the mogement
opening portion. This episode is one of the elements clearly distinguishing
Mozart’s concerto—rondo form from the ordinary rondo for. The soloist begins the
episode with a new theme in the tonic, whereas in the ordinary rondo a
modulating passage leads to a new theme in a new key at the episode¥ outset.

Green also discusses the first episode by stating:

The chief task of the first episode is to express a contrasting key, usuallil.V or
This may be accomplished without definite melody by the use of scales,
arpeggios, or figuration. Or the first episode may present a melody thetstent
with the tune of the refrain. On the other hand, it may be the refrain melody
transposed into the new k&.

The first episodes of Mozart’'s wind concertos typically begin with a newefetine

tonic key. The new theme is generally followed by a transition to a newlkeysathe
dominant in the wind concertos. After this modulation a second theme of the episode
appears in the dominant. The first episode completes and in several concertos a
retransition brings the music back to the refrain and to the tonic key. Greeibekesc

retransition in a rondo as follows:




When a transition is employed to connect parts two and three its function is to
modulate from the key in which part two closes to that which part three begins.
Since part three is a restatement of part one, such a transition isrefesisea
retransitiorr’

These retransitions play an integral part in the ending the first episoddwamehigeto

the refrain music.

An important distinction can be made between the first episode of the Baroque
Concerto Grosso and the fully developed Classical Rondo. Vivaldi would typiegjiy b
his first solo section with new melodic material in the tonic key performeldebgdioist.
After this theme is complete, Vivaldi then transitions into new music and into a iyew ke
either the dominant or the medi&iBy contrast, Classical composers such as Joseph
Haydn (1732-1809) and Beethoven (1770-1827) kept the same meter and tempo as the
first refrain, as in the Baroque model, however, rather than transitionimgrestirst
melodic theme, the new material would begin in the new key, typically the dominant.
This structure became common to the Classical Rondo strit#iseseen in chart 7,
Mozart seemed to favor the Baroque model for his first episodes, rather thansieaCla
model. This Baroque feature of two themes in the first episode is perhapadbie re

Roeder interprets Mozart's first episodes as miniature Sonata Allegns ¥
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Bassoon Bl Transition B2 Retransition
mm. 21-28 (I) | 29-31 (Ito V) | 33-45 (V) 45-49 (V-I)
Flute and Harp| Bl Transition B2 B3
mm. 58 — 90 (I)| 90 — 112 112 - 143 143 - 181
(Ito V) (V) Vto)
Flute, K. 313 Transition B1 B2 Retransition
mm. 36 — 45 45-60 60-82 82 -85
(I'to V) (V) (V) (Vto)
Flute, K. 314 Bl Transition B2
mm. 56-70 (I) | 70-91 (ItoV) |91-123
(stays in V)
Horn, K. 417 Bl Transition B2
mm. 17-25 (I) | 26 — 34 (Ito V) | 34-46
(stays in V)
Horn, K. 447 B1 Second Retransition
mm. 34 -51 Orchestral 71-77
(I'to V) Ritornello Vto)
51-71 (V)
Horn, K. 495 B1 Transition B2 Retransition
mm. 17-24 (I) | 24 - 38 38 -54 54 — 68
(I'to V) (V) (Vto)
Clarinet Bl Transition B2 Retransition
mm. 57-72 73-83 84-97 98-113
0] (6-6 Linear V) (Vto )
Intervallic
Pattern)

Chart 7: Mozart’s First Episodes

As discussed earlier, there are only two of Mozart’s wind concertos in which the
soloist does not perform thematic material until after the openingrrgivaich are his
first two wind concertos. In the first episode of the Bassoon Concerto, which begins
measure 21, the soloist begins a new theme with a triplet melodic fidweéransition of
this movement then begins in measure 29, where there is a modulation from the tonic, B
flat major, to the dominant, F major. The next section of this episode, B2, begins in the

dominant in measure 33. B2 features new melodic material, which is fied gtaViolin



| and then four measures later in the bassoon soloist. The soloist performeddte

line for the rest of the episode.

Mozart’'s Flute and Harp Concerto is the other concerto in which the soloist does
not perform the solo material until after the opening refrain. The soloistsiodhcerto
enter for the first time in measure 58, which marks the beginning of thepiissde. This
digression begins with the harpist performing without accompaniment forreeggures,
and is then joined by the flute soloist performing new thematic materialsdlisection
also demonstrates Mozart’s similarities to Vivaldi’'s Concertos. WHerrirgg to
Vivaldi’s solo sections, Roeder states, “Vivaldi's solo instruments play higllyrdtve
passages, lightly accompanied, making for marked contrast with the theuttatic t

sections.®

During the first episode of the Flute and Harp Concerto, Mozart modulates f
the tonic to the dominant, G major, during the soloists’ material, startingasure 90.
Measure 112 starts the next thematic section of the first episode, B2, ngvemusic is
found in the flute soloist. This theme is 16 measures long and is followed by eight
measures of the first oboe and the harp performing this same theme. ilmari&g; all
the string players enter with a pizzicato pattern, which makes for a afteire. This is
the first time in the movement that both soloists and all the strings perforthénda
measure 143 the third section of the first episode begins, B3, with the fluté solois

performing the melodic material. This music is almost identical té\thsection, which

)$



was heard in the opening refrain, with the difference being a simple ernéellis
arpeggiated figure added in the harp, as well as the music now being in the ddeynant
This idea relates back to the Baroque ritornello, which could reappear throughout the
movement in a variety of key$ Musical figures 8 and 9 demonstrate this transposed

passage.
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Figure 8:Concerto in C Major for Flute and Harp, K. 2984 (mm. 42-47)
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Figure 9:Concerto in C Major for Flute and Harp, K. 2983 (mm 143-149)

After this music is heard, new music, the codetta, begins, and continues through the
downbeat of measure 181. The first episode resolves and ends on the dominant of C

major.

Unlike the two previous concertos, the first episode of Mozart’s next wind
concerto, Flute Concerto, K. 313, does not begin with new thematic material. Instead
Mozart seems to follow the Classical Rondo model, seen in works from composers suc
as Haydn and Beethoven. He begins with a nine measure transition, which moves the key
from the tonic to the dominant and is based on the second codetta, measures 22-28. This
transition is followed in measure 46 with the episode’s first thematicialaaéeady in
the dominant key, B1. This is the only wind concerto that follows this model forsits fi

episode.



The technique of a dialogue between the soloist and the tutti, as seen in the first
Flute Concerto is not uncommon in Mozart’'s Rondo form. When referring to the piano

concertos, Simon P. Keefe states:

Overall, the level of dialogic activity in Mozart’s concertos finaseligher than
in the other movements of the cycle. Finales, either in their entirety or in
individual sections, often exploit or bring together earlier dialogic prosésse
order to create adept and effective conclusions.

The concept of dialogue is also seen in Mozart’s second Horn Concerto, K. 417.
This Concerto begins with a first theme, B1 before the transition modulates the
movement from the tonic into the dominant, B flat major. Dialogue begins during this
transition. During this dialogue the soloist has the melody for four measndethem the
tutti for two. This is seen in musical figure 10. This first episode then concludes with a

fermata in measure 46.
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Figure 10:Concerto in Eb for Horn, K. 41{#fnm 37-46)
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The third Horn Concerto, K. 447, begins its first episode in measure 34 with new
thematic material in the soloist. This theme, B1 modulates key from the tohe to t
dominant, rather than using a separate transition. In measure 51, the dtermgetahe
melodic material and this new music can be labeled as a second orchtest@lai It is
referred to as a second orchestral ritornello because it is in contrast torihreyope
refrain’s thematic material. Mozart uses this second orchestraieitomusic as a B2
section during this first episode; however, this music will appear two mors itmtlee
remainder of the movement, as a transition and as a codetta. This music camttilues

the retransition brings the music back to the tonic and the second refrain inenéasur

The last Horn Concerto, K. 495 and the second Flute Concerto, K. 314, use the
structure that Mozart favored in his first episodes: B1, transition, B2. Toistssthtes
the new theme of B1 in the tonic key. The transition moves the key into the dominant,
and then the B2 section features new thematic material in the dominant key.niéis sa

structure is also seen in the Clarinet Concerto.

After the first theme in the Clarinet Concerto concludes in the tonic, thé&itrans
begins in measure 69. However, this transition is slightly varied in comparidua to t
general form of the other wind concertos. Like the other transitions, itdslatory from
the tonic to the dominant in the first four measures. However, Mozart createsradditi
instability in regards to the modulation by using the 6-6 linear intervallierpab
complete the transition. He begins in measure 73, with an E in the bass and continues to

descend with parallel first inversion chords above a chromatic bass. This sad8on e



with a codetta in the dominant (measure 84) where B2 arrives. A codetta freauresea

98-113 closes off the episode and prepares for the second refrain in measure 114.

Flauti

Fagotti

Corni in A

Clarinetto

Violino |

Violino Il

Viola

Violincello

Contrabasso

Figure 11:Concerto in A for Clarinet, K62gnmm 74- 81)

COMPARISON TO PIANO CONCERTOS

When comparing the first episodes of the wind concertos to those of Mozart’s
Piano Concertos several similarities and differences can be seerakfple, Irving
states that in the Piano Concerto’s first episodes there are often two strikimes°
This can be seen in a majority of the wind concertos as well, with the exceptibes of t
Flute and Harp Concerto and the first Horn Concerto. Irving goes on to deberiirstt

episodes of Mozart’s Piano Concertos.

30 *#$



In addition to its role as a provider of thematic contrast, Episode 1 carries the
important function of modulating out of the main key. Immediately following the
new theme, therefore, is a transitional passage in which Mozart normétytshi
the dominant of the dominaff.

This statement is also accurate when describing most wind concertost Msezathis
first episode to change keys from the tonic to the dominant in all but one of these
concertos. The only concerto that does not fit this model is the first Flute Condedio, w

starts its first episode with a transition rather than thematic imlater

30 *$



CHAPTER 3: THE SECOND REFRAIN

In the Classical Rondo form, the music returns to the main theme in the tonic key
after the first episode. This is referred to as the second refrain or threatthe A

section. Roeder describes this second refrain as follows:

Refrain 2.The movement’'s main theme is usually first stated by the soloist
followed by the orchestra in the tonic key, sometimes in a shortened version. On
occasion the orchestra may initiate a harmonic movement away froontbe t
toward the new key of Episode®.

The second refrains of the wind concertos all return begin in the tonic key, anal tstay i
tonic for the entire statement, with the exception of the second Flute Concerto. The
second refrains as compared to the first refrains of the wind concertos cam loe se

chart 8.




Concerto

First Refrain Form

Second Refrain
Form

Key

Bassoon Concerto Al (mm. 1-8) Al (mm. 50-57) Tonic (Bb Major)
A2 (mm. 9-12)
Al (mm. 13-20)

Flute and Harp Al (mm. 1-15) Al (mm. 181-197) | Tonic (C Major)

Concerto

A2 (mm. 16-27)
A3 (mm.28-41)
A4 (mm.42-51)
Codetta(mm. 52-57

A4 (mm.197-207)

Flute Concerto,
K. 313

Al (mm. 1-16)

Codetta 1(16-22)
Codetta 2 (22-28)
Codetta 3 (28-35)

Al (mm. 86-101)
Transition based on
Codetta 1 (101-107

Tonic (G Major)

Flute Concerto,
K. 314

Al (mm.1-24)

A2 (mm. 24-32)

A3 (mm. 32-44)
Codetta(mm.44-55)

AL (mm.124 — 147)
A3 (mm.147-167)

Tonic (D Major),
Submediant
(G Major)

Horn Concerto, Al (mm. 1-16) Al (mm.46-62) Tonic (Eb Major)
K. 417
Horn Concerto, Al (mm. 1-16) Al (mm. 77-98) Tonic (Eb Major)
K. 447 Closing Section

(mm. 16-33)
Horn Concerto, Al (mm.1-16) Al (mm. 68-83) Tonic (Eb Major)
K. 495
Clarinet Concerto Al (mm. 1-16) Al (mm.115-121) | Tonic (A Major)

A2 (mm. 16-24)
Al (mm. 24-31)
A3 (mm. 31-50)
Codetta(mm. 51-56

Transition based on
codetta material
(121-137)

Chart 8: Second Refrains of the Finales of the Wind Concertos

The Bassoon Concerto has a second refrain that is a shortened version of the

original 20 measure statement. This reappearance of the refrain contaxecareturn

of the original first eight measures only. The same voices are playingnieeparts,

including the bassoon soloist, which performs the bass line. This refrain staggaomitc

key of B flat and ends with a perfect authentic cadence before the seceodidpegins.




The second refrain of the Flute and Harp Concerto contains two different
characteristics from its first appearance in the movement. Instead béthe in the
orchestra alone, the flute soloist has the thematic material from tAaip
accompaniment starting in the anacrusis to measure 182. After a half cedereasure
189, the orchestra follows with the same eight measure theme and a pehfecti@ut
cadence. In measure 197, the fourth section of the refrain, A4, appears, statd by

orchestra without the soloists. A2 and A3 do not appear in this refrain.

Although the absence of sections of a refrain is common in the Classical Rondo
design, the practice may stem from the Baroque Concerto. This can be Geeerto
in A minor, Op lIl, No &y Antonio Vivaldi. Douglas M. Green provides a chart
describing the structure of this concerto. In this work Vivaldi brings bagksaations of
the original opening ritornello during the subsequent ritornellos. These peitiads are

indicated in the “Design” portion of the chart.



Chart 9: Vivaldi’sConcerto in A minor, Op IIl, No°8

Partial return of the opening refrain is also found in the second Flute Concerto, K
314. The first theme in this refrain, Al, is the same as the first 24 measures of the
movement. The soloist makes the opening statement and then after 12 measures the tutt
repeats the same theme all in the tonic key, D major. However, at measure 147, Moza
does not bring back the A2 theme, but rather states a varied form of the A3Inrateria

the key of G major.

During the return of A3 in this Flute Concerto, Mozart uses the compositional
technique of canon. He begins the theme in measure 152 in the soloist and the first violin,
followed in the next measure in the second violin. This figure continues between the two
voices through the end of the refrain, as seen in musical figure 12. It is follgvied b

same figure in three voices in measures 160-165.




Oboi

Corni

Flauto

Violino |

Violino

Viola

Violoncello
e Contrabasso

Figure 12:Concerto in D for Flute, K. 31dmm.152-157)

Mozart’'s Clarinet Concerto’s second refrain also does not return in itstentire
Measures 114-120 are a repeat of the Al theme, which is followed in measure 121 with
music from the codetta first heard in measure 51. The first four measuhescofdetta
are the same as heard previously; however instead of proceeding into a pdrfetiaut
cadence, as in the first refrain, the music goes into a transition sectiosoldlst and the
violins begin new music, an eighth note pattern, which moves the music into the second
episode in the new key of F sharp minor. In the first Flute Concerto, Mozart also brings
back the first codetta music but uses it as a transition into new materiakeame\t key

of the second episode, E minor.

Two of Mozart’'s Horn Concertos, K. 417 and K. 495, contain second refrains that

are exact replicas of their opening refrains. The remaining Horn Concerto, K.s1di ha



identical second refrain followed by a transition to the key of the second episdatde
second refrain, Horn Concerto, K. 447 brings back the first sixteen measurss as fi
stated in the opening refrain. Instead of the original codetta, Mozart movelsdd a s

transition of six measures.



CHAPTER 4: THE SECOND EPISODE

Rondos that contain a second digression or episode, referred to as C, present new
thematic material. This new material is generally found in a new key thigniethe tonic

or dominant. Roeder describes the second episode as follows:
Episode 2: Mozart sometimes employs the standard rondo procedure here by
introducing a new theme in the solo instrument in a new key, the subdominant. At
other times, the second episode is given over to development. Occasionally, as in

the finale of the Clarinet Concerto, K. 622, a new theme and development may be
included’®

While it is true that Mozart makes use of the subdominant in the second episode of the
wind concertos, he also makes use of the relative minor and even the paralleTiménor
second episode also contains a variety of formal structures and ideas in thendine w

concertos. The form and keys of the second episodes can be seen in chart 10.




Concerto Form Key

Bassoon, K. 191 C1 (mm. 58 — 65) G Minor (relative minor)
C2 (mm. 66-71)
C1 (mm. 72-79)

Flute and Harp, K. 299 C (mm. 207-222) F Major (IV)
Codetta (mm. 222-227)
Retransition (mm. 227-245

Flute, K. 313 C1l (mm. 107- 123) C1l = E Minor (relative
C2 (mm. 123-138) minor)
Retransition (mm. 138-164) C2 = C Major (IV)

Flute, K. 314 No ‘C’ Section

Horn, K. 417 C1 (mm. 70-93) C Minor (Relative Minor)
Retransition (mm. 93-96)

Horn, K. 447 C1 (mm. 98-106) Ab Major (IV)
C2 (mm. 106-113) Second Orchestral
C3 (mm. 114 — 129) Ritornello=
Second Orchestral Eb Major (1)

Ritornello (mm. 129-141)
Retransition (mm. 142-153

Horn, K. 495 C (mm. 84-101) C Minor (Relative Minor)
Retransition (mm. 102-113

Clarinet, K. 622 C1 (mm. 138-159) C1 = F# Minor (Relative
C2 (mm. 160-178) Minor)

C2 = D major (IV)

Chart 10: Mozart’'s Second Episodes

The Bassoon Concerto has a second episode in ternary form, the form of the
opening refrain. The episode’s theme is grouped into measures as follows: 8 — 6 — 8. This
section is in the key of the relative minor, G minor with no modulatory sections either

before or after the C section.



Oboi
ComiinB

Fagotti principle

Violino |
Violino lI
Viola

Violincello e Contrabass



Figure 13:Concerto in Bb for Bassoon, K. 298econd Episode in Ternary Form
(mm. 58-79)

In the Flute and Harp Concerto the C section begins in measure 207. The music is
in the key of F Major, the subdominant of the concerto, and begins with this new
thematic material in the flute soloist. This continues through measure 222. On beft one
222 where C1 is elided with the codetta. This is the same codetta materiéhérend of

the opening refrain (measures 52-56) reappearing in ritornello style.



Oboi
Corniin C
Flauto Solo

Harpo

Violino |
Violino Il

Viola

Violoncello e Basso

Figure 14:Concerto in C for Flute and Harp, K. 298xample of Elision
(mm. 220 — 223)

The second episode continues in the Flute and Harp Concerto with a transition
that begins in measure 227. This transition modulates the key from F Major to G Minor
the parallel minor in which the third refrain will begin. The transitionemal has been
heard before, starting in measure 58, which was the first entrance of tls¢ss@ai This
transition section features the two solo performers until the refrain retumsskély
change and use of previously heard material is reminiscent of Vivaldi'se@oGcossi.

Vivaldi used the second solo section as a modulatory section before returning back to the



!
ritornello.”* Vivaldi would also bring back themes throughout a movement and use them

as both themes and transitidAs.

The second episode of the Flute Concerto, K. 313, begins in the relative minor
key of E minor and has two separate themes. The soloist has the themettial rziadl
keeps it throughout this episode. The second section of this episode, C2, begins in
measure 123 in C major, the subdominant of the original key. In measure 138, the
retransition begins, which modulates from C major back to the key of G major, the tonic
key. There is also new material in this retransition which concludes with ia@am

chord, followed by a cadenza before the music returns to the refrain.

Two of the three Horn Concertos, K. 417 and K. 495, contain a second episode
that has only one thematic idea. The second episode of Horn Concerto, K. 417 begins in
measure 70. This new thematic material begins in the relative minor, C mier. T
theme remains in the soloist part and tonicizes F minor and Eb major on its way to a
perfect authentic cadence in C minor in measure 93. A short retransition bringséhe pie
back to the third refrain. The music in the retransition is not entirely new. lticeata
sixteenth note figure in the strings, which has been heard in previous sections throughout
the movement. The first time the figure is heard is in the transition sectionnmddk
of the first episode in the soloist, starting in measure 30. The second time trasdigur
first heard is also in the soloist part in the transition from the second refi@itne

second episode, measures 63-68. Then, finally this is the third appearance of the figure,

)$



which is in the retransition from the second episode into the third refrain. Thagahest
used in a manner similar to the Baroque ritornello, and twice more in the movament i

the return of B and in the cod&.

Clarinetti in B

Fagotti

Corno Principle

Violino |

Violino Il

Viola

Violoncello e Basso

Figure 15:Concerto in Eb for Horn, K. 41({fnm. 29 — 31)




Clarinetti in B

Fagotti

Corno Principle

Violino |

Violino Il

Viola

Violoncello e Basso

Figure 16:Concerto in Eb for Horn, K. 41{fnm. 63 - 68)

Clarinetti in B

Fagotti

Corno Principle

Violino |

Violino I

Viola

Violoncello e Basso

Figure 17:Concerto in Eb for Horn, K. 41({nm. 93 - 96)



The fourth Horn Concerto, K. 495, only contains one thematic idea in the second
episode. It begins in measure 84 with new music starting in the horn soloist. Thisgnusic i
in the relative minor key of C minor with a short tonicization of the subdominant, Ab
major. After a return to C minor and a move to G minor, the retransition begins in
measure 102, which brings the music back to the tonic key of Eb major for the third

refrain.

The third Horn Concerto, K. 447 does not mimic the other three concertos. The
second episode of this concerto uses four different melodic segments,|&iel€?, C3
and the second orchestral ritornello, which was first heard during the firstsiign.

This second orchestral ritornello is used during this episode as a transition deadt
modulates from Ab major to Bb major with Bb as the dominant of Eb major, the tonic,

which returns for the third refrain.

Horn Concerto, K. 447, starts with its first theme, C1, in measure 98, lasting for
only four measures. This is followed with four measures of new music, C2, which
features the strings. These four measures of C2 music alternatestwitis i C3. This

structure of this episode can be seen in chart 11.



Mm. Mm. Mm. Mm. Mm. Mm. Mm. Mm.
98 —101| 101 -105 | 106 -109 | 109-113 | 114 -117| 117 -121| 122-125| 126-129
Cl: C2: New | C3: New | C2: Same C3: New | C2: Repeat | C2:
New music in | music in | as music in | Similar of C3 Same as
music | the the strings’ | the to theme | (mm. strings’
inthe | strings soloist theme in | soloist in 114— theme in
soloist measures measures| 121) measure
101-105 101-105 s117-
121

Chart 11: Second Episode @bncerto in Eb for Horn, K447

In measure 129 of this concerto, the second orchestral ritornello returns. This
music was first heard in the middle of the first episode, measures 51-63. Tlue gecti
12 measures and starts off in the subdominant key of Ab major, the same key as the
second episode. A short tonicization of F minor (measures 133-135) modulates the
section to the dominant, Bb major. The tonicization of Bb major becomes the dominant

of Eb major for the return of the refrain.

Like the Flute Concerto, K. 313, the Clarinet Concerto, contains a second episode
that has two themes found in the relative minor and the subdominant. The first theme
starts in measure 138 with new music in the soloist in the relative minor,g=rsimer.

The C1 theme is 24 measures long and is elided at measure 160 begins with C2 in the
subdominant key of D major. This is also new music, with the thematic materigl bein
featured in the soloist. This section ends with a cadence in D major on beat one of
measure 178. There is no retransition or a modulation to return the music to the tonic key.

The next refrain begins in measure 178 back in the tonic key, A major.



COMPARISON TO PIANO CONCERTOS

According to Irving, there are two basic types of second episodes of the piano
concertos. In the first type there is a development of earlier maggiéicularly from the
refrain. The second type he labels “free” episodes, introducing new rhdtetias
second type, the relative minor key of the movement is the most frequently used and

generally the episode moves to at least one other related key during its €ours

The closest Mozart comes to Irving'’s first type of episode is in thte Bhd Harp
Concerto and the third Horn Concerto. In both works, material heard previously is heard
as a ritornello. The first example, the Flute and Harp Concerto, has theakttoe
codetta music at the end of the second episode, which is the same codetta music tha
ended the original refrain. Also, the transition section of this episode is the hatsic t
was used as the soloists’ exposition in the first episode. The Horn Concertedeatur

second orchestral ritornello that returns from previously heard music in the emvem

The second type of episode, which Irving refers to as the “free” sectiooyés
typical of the wind concertos. The remaining concertos that do contain second episodes
have new material that is not heard previously in the movement. These episalss are
in the relative or parallel minor key. The first Flute Concerto and th@n€taConcerto

also modulate to the subdominant key of the movement.
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CHAPTER 5: THE THIRD REFRAIN

After the second episode, Mozart returns to the main theme, the refrain. Roeder

describes this section as follows:

Refrain 3:This section is frequently omitted as is the third ritornello in the
concerto-sonata form. If it is present, a short version of the rondo theme is given
in the tonic.”

The idea of Mozart omitting the third refrain is a popular idea amongst schohexthief

author, Leon Plantinga shares this idea as well. He states:

Among Mozart’s various “deviations” from the hypothetical model (of the
Classical Rondo), a favorite of his was the omission of the third ritornello from
the pattern. At this juncture of such movements he usually brings back the tonic
key together with something other than the rondo theme, saving the third (and
final) appearance of that theme to inaugurate a coda-like constructieneatd’

In the wind concertos, it is interesting to note that only two of the eight amitetinain,

and one concerto, the Clarinet Concerto, has a severely shortened appearance of the
refrain thematic material. Also, Mozart adds musical material in orfeesétconcertos,

the Flute and Harp Concerto that actually lengthens the third refrain. Mozart als
develops material to lengthen the refrain in the fourth Horn Concerto, K. 495. The

structures of these refrains can be seen in chart 12.

4640
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Concerto First Refrain Form Third Refrain Form Key
Bassoon Al (mm. 1-8) Al (mm. 80-88) Starts in tonic (Bb
A2 (mm. 9-12) music from B1 major), modulates ta

Al (mm. 13-20)

(mm. 88-105)

Al (mm. 106-113)
A2 (mm. 114-117)
Al (mm118-124)

the V (F major), and
modulates back to
tonic (Bb major)
with the second
statement of Al

Flute and Harp

Al (mm. 1-15)
A2 (mm. 16-27)
A3 (mm.28-41)
A4 (mm.42-51)
Codetta(mm. 52-57)

Al (mm. 245-248)
New music

(mm. 249-261)
A3 (mm. 261-283)

Al in C minor, 6-6
Linear Intervallic
Pattern

A3 in C major, 6-6
LIP

Flute, K. 313 A-1 (mm. 1-16) Al(mm. 165-180) Tonic (G major)
Codetta 1(16-22)
Codetta 2 (22-28)
Codetta 3 (28-35)
Flute, K. 314 Al (mm.1-24) None
A2 (mm. 24-32)
A3 (mm. 32-44)
Codetta(mm.44-55)
Horn, K. 417 Al (mm. 1-16) Al (mm. 97-112) Tonic (Eb Major),
Transition = 6-6
Linear Intervallic
Pattern, then returns
to tonic
Horn, K. 447 Al (mm. 1-16) None
Closing Section (mm.
16-33)
Horn, K. 495 Al (mm.1-16) Al (Development) | Tonic (Eb Major)
(mm. 113-128)
Clarinet, K. 622 Al (mm. 1-16) Al (Development) Dominant (E Major)

A2 (mm. 16-24)
Al (mm. 24-31)
A3 (mm. 31-50)
Codetta(mm. 51-56)

(mm. 178-187)

Chart 12: Third Refrains of Wind Concertos

The third refrain of the Bassoon Concerto begins in measure 81. The first eight

measures are the same as the first eight measures of the origimal Téfeamusic is

back in the tonic key and ends with a perfect authentic cadence in measure 88. New



music begins in measure 88, which is almost identical to the chord progressichshe
B1. This section ends with a short six measure codetta in Bb minor and conclidas wit

half cadence in measure 106.

After the cadenza is complete, Mozart returns to the music of Al, in the tgnic ke
He returns to the original statement in which the thematic materidinsialseard, in the
measure structure of the first refrain, 8-4-8. However, this appearancerefrtie is
first time the soloist has performed the thematic material, rdthardoubling the bass
line. For the first 12 measures of this theme, the bassoonist has the theneial mat
followed by the strings taking over the melody. At this point, in measure 119, the bassoon

begins a variation on the bass line as seen in figure 18.

Oboi
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Figure 18:Concerto in Bb for Bassoon, K. 1@hm. 107-124)

In the Flute and Harp Concerto, Mozart brings the refrain back in the key of C

minor, the parallel minor. The harp soloist performs only four measures of the A4, musi



which leads into 6-6 Linear Intervallic Pattern, leading to an augmeintactbord in

measure 251.

Measures 251-264 contain new music not previously heard in the movement.
Following this new material the return of A3 occurs. The flute soloist hahtdnsatic
material for the first time. In the first refrain of this movement, theists never played
the thematic material and in the second refrain, A3 did not return. This seafenrst

the tonic key as the music moves into the return of the first episode.

The third refrain of the Flute and Harp Concerto closely resembles the third
ritornello of the Baroque Concerto Grosso form. In chart 13, the third ritornelloaketh
R3, and shows that new material concludes the ritornello, just as new matanaltheg

third refrain on Mozart’s Flute and Harp Concetto.

Procedure R1 S1 R2 S2 R3
Design abcdd Ef D Egh hcai
Tonal -V I \ | V-l of 1l
Structure

Chart 13: Final Movement of Vivaldi'€oncerto in C Major for Violoncello

The Clarinet Concerto has a third refrain that is unique from the rest of Mozart
wind concertos. Rather than containing Baroque characteristics, he incagporate
characteristics more associated with Classical forms of congaslihis refrain
functions as a development section of the refrain material. A developmeohsect

common to the Concerto Sonata Form. This form:




incorporates the dramatic contrasts and opposition of keys and themes found in
sonata forms along with a basic contrast between the soloist and the orthestra

is used in the opening movements of concertos and sometimes in slow
movements. The formal design is best understood as a sonata form with orchestral
ritornello used to articulate large-scale fofn.

Mozart has incorporated these ideas of the sonata form into his rondo form of the
Clarinet Concerto. This developmental section begins in measure 178 with A1, where the
violins have the thematic material, rather than the soloist. The melodicahtten
moves to the soloist in the third measure of the refrain, and this dialogue between the
strings and soloist continues until measure 187. This section modulates to A major. The

development section continues and will be discussed in the next chapter.

The Horn Concertos and the first Flute Concerto have third refrains that are quite
similar to their opening refrains. They return in the tonic key and reb@tefrain in its
entirety. In Horn Concertos K. 417 and K. 495 this return of the refrain is the same as the
first appearance. The third Horn Concerto, K. 447, does not contain a third refrain. The
Flute Concerto’s third refrain thematic material also remains the,saith the exception
of some added ornamentation that can be seen in figures 19 and 20, comparing measure

12 to measure 176. There is also not a return of the codettas at the end of this refrain.
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Figure 19:Concerto in G for Flute, K. 31First Refrain (mm. 10 - 12)
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Figure 20:Concerto in G for Flute, K. 313 hird Refrain (mm. 174 - 177)



The third refrains of Mozart’s wind concertos contain different ideas, stegctur

and variations. Green states with regards to the third refrains in Classizid Rrm:

This period, returning as it does a number of times, is often treated to variation.
Some of the returns may be shortened either by actual omission or by the
elimination of repetitioné’

This concept is revealed at times in Mozart’s third refrains of his fradlais wind
concertos. However, the variations in these refrains also contain exteoisibagefrain
material, such as in the Bassoon Concerto and the Flute and Harp Concerto, sis well a

reductions.




CHAPTER 6: THE THIRD EPISODE

The third episode of each Mozart wind concerto is typically a return of ghe fir
episode in the tonic key. There is only one exception to this model, which is seen in the
third Horn Concerto, K. 447, which does not have a third episode. Roeder describes the

third episode as:

Episode 3: The material from Episode 1 is recapitulated here in the tonic key, but
often in a shortened form. A cadenza may be placed after the closing®theme.

The above description is similar to what is seen in Mozart’s wind concertos. Hpoweve
only two of these concertos, the Bassoon Concerto and the fourth Horn Concerto contain
an opportunity for a cadenza after this final episode. With the exception of theeCla
Concerto, this episode does return to the tonic key and at times is shortened. Chart 14
shows the formal structure of these third episodes as well as ho these episques tom

the first episodes of each movement.




Concerto

First Episode

Third Episode

Key

Bassoon

B1 (mm. 21-28)
Transition (29-31)
B2 (33-45)

B2 (mm. 125-136

Tonic (Bb major)

Flute and Harp

B1 (mm. 58-90)
Transition
(90-112)

B2 (112-143)
B3 (143-181)

B2 (mm. 283-313

Tonic (C major)

Flute, K. 313 Transition Transition Tonic (G major)
(mm. 36-45) (mm. 180-194)
B1 (45-65) B1 (194-205)
B2 (60-82) Retransition
Retransition (206-240)
(82-85)
Flute, K. 314 B1 (mm. 56-70) | Transition Transition: Dominant
Transition (70-91)( (mm. 167-180) (A major) to Tonic
B2 (91-123) B2 (181-205) (D major)
B2 = Tonic (D major)
Horn, K. 417 B1 (mm. 17-25) | Transition Transition
Transition (26-34)( (mm. 112-126) B2 = Tonic (Eb
B2 (34-46) B2 (127-145) mayjor)
Horn, K. 447 None
Horn, K. 495 B1 (mm. 17-24) | Transition Tonic (Eb major)
Transition (24-38)( (mm. 129-145)
B2 (38-54) B2 (145-170)
Retransition Cadenza
(54-67)
Clarinet B1 (mm. 57-72) | B1 (developed) | B1 = Parallel minor

Transition (73-83)
B2 (84-97)
Retransition
(97-114)

(mm. 188-224)
B2 (224-230)
Retransition
(231-247)

(A minor)/6-6 Linear
Intervallic Pattern
B2 = Dominant (E
major)

Retransition =
Modulates from
Dominant (E major)
to Tonic (A major)

Chart 14: Third Episodes of Mozart’'s Wind Concertos

The first four wind concertos composed by Mozart follow the model put forward
by Roeder, with the third episode as a restatement of the first episode, butabbrevi

The first of these concertos is the Bassoon Concerto. The third episode fromesieasur



124-136 and features music that was originally seen in measures 33-45, B2. The melodic
material starts in the first violin and then the solo bassoon takes over, as ooctheed

first episode. The third episode is in the tonic key and leads into the final refrain.

Mozart’s second wind concerto, the Flute and Harp Concerto, also has a third episode
that returns to the music heard as B2 in the first episode. This episode istariexa

of measures 112-143 but in the tonic key rather than the dominant.

The first Flute Concerto has a third episode that begins with a transitiom, iz/hic
also the structure of the first episode. The music of the transitionist#ieskey of G
major, as it did the first time, and is based on the material of codetta 1. Thiisamnans
material is not used to change keys, but rather stays in the tonic. The episodeitieen beg
a return of the B1 section in measure 194. The music of the retransition Ibegins i
measure 218, but like the earlier transition, does not change keys and the fimal refra

begins in the tonic key.

The concept of non-modulating transitions is seen throughout the wind concertos
in association with the third episode. This idea is common to both the sonata and rondo

forms in the Classical period. When describing this idea, Mathes writeoagst

There are instances when a transition will not modulate but instead reach a
strong HC [half cadence] in the original tonic, followed by a direct shiftdo t

STA [secondary tonal area] and a new theme. The music will still exgoit t
characteristics of a transition passage — accelerated rhythmiceiquic

harmonic rhythms, expansion of range, and the use of new ideas — to distinguish
its function from the PT [principle them#.




The second Flute Concerto, K. 314, is in the Rondo form of A B A B A, therefore
this episode is only the second digression. This episode starts with a transitamiswhi
new musical material and returns to the key of D major, the tonic of the motérhe

transition is followed by a return of the music originally heard in B2.

The Horn Concertos are the first wind concertos that contain variations within the
third episode. The second and the fourth Horn Concertos share the same structure in their
third episodes. They both begin with a transition followed by a reappearance oftiee the
B2. The third Horn Concerto is in the Rondo form of A B A C A, therefore it does not

contain a third episode.

The final wind concerto, the Clarinet Concerto, has a third episode that is unique
among wind concertos. This episode, like its third refrain, is a development sé&ti®n
development section, which begins in measure 187, is in two different keys, the
submediant F major and the parallel minor, A minor, and also uses imitative

counterpoint.

Mozart continues with the development of B1 in measure 207. This development
is also in the parallel minor key of A minor and concludes in measure 219 with a
dominant chord in A minor. This is followed by the return of theme B2 in the dominant
key, the same key of this theme in the first episode. The episode concludes wéiméhe

retransition music heard after the first episode.



CONCLUSIONS ON THE THIRD EPISODES

Mozart’s third episodes contain compositional techniques of many differerd form

and structures of music, not just from the Classical Rondo form. The basis for these

forms, structures, and keys can be seen in chart 15.

Compositional | Concertos Derived From: Musical Era:
Technique
Cadenza after | Horn, K. 495 Rondo Classical
the Third (mm. 170)
Episodé&
Non- Flute, K. 313 Sonata Classical
Modulating (mm. 180-193)
Transitiorf® Horn, K. 417

(mm. 112-126)

Horn, K. 495

(mm. 129-144)
Additional Flute, K. 314 Concerto Grosso Baroque
Thematic (mm.167-180)
Material Horn, K.417
appearing in (mm. 112-126)
Episodé&* Horn, K. 495

(mm. 129-142)

Clarinet

(mm. 208-222)
Development | Clarinet Sonata Classical
Sectioff® (mm. 187-222)

Chart 15: Third Episode Additional Features
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CHAPTER 7: THE FINAL REFRAIN

Mozart ends all of his wind concertos with a final statement of the refrain
material. However, the last appearance of the A section takes on mamgndiféems.
Roeder states regarding the last refrain: “A short version of therrédeads to a cod&®
Some of these refrains have a shortened statement of the original refriéenothers
restate the entire original refrain. Only two wind concertos have mareatbhort codetta
at the end. The structure of the final refrains in Mozart’s wind concertos caarbmse

chart 16.




*|

Concerto

Structure of Openin
Refrain

jStructure of Last
Refrain

Key

Bassoon Al (mm. 1-8) Al (mm. 137-145) | Tonic (Bb Major)
A2 (mm. 9-12) Codetta (144-150)
Al (mm. 13-20)

Flute and Harp Al (mm. 1-15) A2: second half of | Tonic (C Major)

A2 (mm. 16-27)
A3 (mm.28-41)
A4 (mm.42-51)
Codetta(mm. 52-57)

the theme

(mm. 314-322)

A3 (322-336)

A4 (336-360)

AZ2: first half of
theme (361-367)
Al (367-383)
Codetta (383-392)

Flute, K. 313 A-1 (mm. 1-16) Al (mm. 241-256) | Tonic (G Major)
Codetta 1(16-22) Codetta 4 (256-277)
Codetta 2 (22-28) Codetta 2 (277-283)
Codetta 3 (28-35) Codetta 3 (283-290)

Flute, K. 314 Al (mm.1-24) A2 (mm. 205-213) | Tonic (D Major)

A2 (mm. 24-32)
A3 (mm. 32-44)
Codetta(mm.44-55)

A3 (213-221)

Al (221-232)
Codetta (232-244)
A3 (244-250)
Retransition
(251-256)

Al (257-270)
Codetta (271-285)

Dominant (A Major)
Tonic (D Major)




Concerto

Structure of Openin
Refrain

jStructure of Last
Refrain

Key

Horn, K. 417

Al (mm. 1-16)

Al (mm. 146-166)
Codetta (166-170)

Tonic (Eb Major)

Horn, K. 447

Al (mm. 1-16)
Closing Section
(mm. 16-33)

Al (mm. 155-170)
Second Orchestra
Ritornello (170-190)
Closing Section
Music (190-208)

Tonic (Eb Major)

Horn, K. 495

Al (mm.1-16)

Al (mm. 171-178)
Orchestral tutti based
on Opening theme
(178-189)
Development of A1
(190-197)

Final Codetta
(197-205)

Tonic (Eb Major)

Clarinet

Al (mm. 1-16)
A2 (mm. 16-24)
Al (mm. 24-31)
A3 (mm. 31-50)
Codetta(mm. 51-56)

Al (mm. 247-262)
A2 (263-270)

Al (270-277)

A3 (277-297)
Codetta Music
(297-301)

New Music
(301-322)
Development of A
(322-334)

Al (334-346)

Codetta (346-353)

Tonic (A Major)

Chart 16: Final Refrains of Mozart’s Wind Concertos

The Bassoon Concerto is the only wind concerto that faithfully follows Roeder’s

structure. The final refrain starts in measure 137 with an eight meaderaestaof the

thematic material. This is identical to the opening eight measures obthemant,

including the soloist performing the bass line once again. A2 and the return of A1 do not

reappear and the movement ends with a six measure codetta and a perfeat authent

cadence in the tonic key.




The next type of final refrain that Mozart uses in his wind concertos is dturn
the opening refrain in its entirety, plus a coda or a codetta of new or returnirg Tius
is seen in Horn Concerto, K. 417. This Horn Concerto has the same opening theme
restated by the soloist both times, rather than the tutti. This final refsaic@ntains
previously heard transition material of the sixteenth note and eighth note figur &z
first episode (mm. 29-36) and the second refrain (mm. 62-70). However, in this final
refrain this material is not used as a transition but as a coda to closewfdfrknie the

tonic key.

The remaining two Horn Concertos have final refrains that are simithet
opening refrain with slight variations. Horn Concerto, K. 447, has a final refrain that
begins with the original 16 measures that opened the movement. The thematal msateri
in the same voices and in the same key as the opening. However, rather than continuing
the same music, the refrain presents the music from the second orchestralloi
These 12 measures of ritornello were seen previously in the first episodgaamthahe
second episode. This is the first time the music has appeared in the refrain, and ends in
measure 182 with a perfect authentic cadence in Eb Major. Mozart returns ¢o musi
previously heard in the opening refrain in its closing section. This music condhedes t

piece.

The final refrain for Horn Concerto, K. 495, begins after a solo cadenza in
measure 170. The opening 12 measures of the final refrain are based on thke origina
opening 7 measures. An elision in measure 178 with an orchestral tutti stadddhe ¢

which is divided into three sections. The first section begins in measure 183, where the



thematic material in the orchestral tutti which is based on the opening.tii@is lasts
until measure 190 when the soloist continues the development on the original theme Al.
This development section is elided with the final codetta, the third section of thénabda t

begins in measure 197 and ends the piece.

The idea of development is also seen in Mozart’s final wind concerto. The
Clarinet Concerto’s final refrain begins with an exact restatement optr@ng refrain,
which also occurred in two of the four Horn Concertos. The music returns in the tonic
key of A major and follows the sequence of the original refrain: A1, A2, Al, A3. The
thematic material is stated in the same voices as heard in the operairy f@irs is
followed in measure 297 by the first four measures of the codetta that endedring ope
refrain. New material appears in measures 301-322 and can be consideredaddit
development of A2. Development continues in measures 322-333, this time of theme Al.
In measures 334-346 Al then returns with extension. The movement concludes with an
eight measure codetta, 346-353, based on the same music found in measures 51-56,

which concluded the opening refrain.

The final refrain of the first Flute Concerto, K. 313, also contains developed
material, as seen in the Clarinet Concerto. The final refrain begins va#itadament of
the opening theme and is followed by three codettas. However, instead of Mozart
returning to the original codetta material he adds in new music to creaidladodetta
in measures 256-277. He then concludes the movement with a restatement of codetta 2

followed by codetta 3.



Another technique Mozart uses in the final refrain is the return of the refrain
thematic material, but presenting the sections of the refrain in aethfferder than
originally found. The first concerto in which this is seen is the Flute and Harge@onc
Its first refrain contained four thematic ideas and all return in the ffi@in. This can
be seen in chart 17. Both refrains are in the tonic key. In contrast to theffagt,rthe

final refrain presents some thematic material in the soloists’ parts.

First Refrain

Final Refrain

Al (mm. 1-16)
A2 (16-28)

A3 (28-42)

A4 (42-52)
Codetta (52-57)

A2: second half of the theme (mm. 314-322
A3 (322-336)

A4 (336-360)

A2: first half of theme (361-367)

Al (367-382)

Codetta (383-392)

Chart 17: Comparison of Flute and Harp First and Final Refrains.

This approach is also used in the second Flute Concerto, K. 314, as seen in chart 18.

First Refrain

Final Refrain

Al (mm. 1-24)
A2 (24-32)

A3 (32-36)
Codetta (36-55)

A2 (mm. 205-213)

A3 (213-221)

Al (221-232)

Codetta — based on mm. 45-48 (232-244)
A3 (244-250)

Retransition (251-256)

Al (257-270)

Codetta — return 45-45 (271-285)

Chart 18: Comparison of Final and First Refrains of Flute Concerto K. 314



COMPARISON TO PIANO CONCERTOS
Irving refers to Mozart’s Piano Concertos final refrains by statindofleving:

...combines solo and tutti beyond the initial thematic statement, normally
concluding with the same material as had earlier concluded the openaig refr
and, as in the first-movement ‘ritornello’ structure, its long postponementsaats a
signal of imminent closure. The concluding refrain typically involves t@icer
amount of adaption of either the material or its sefting.

This conclusion based on the analysis of the Piano Concertos can also be saidrad the wi
concertos, and seems to be more accurate then Roeder’s description. Mtatag tee
thematic material but also uses a certain amount of variation, such as adding i
development as seen in the Clarinet Concerto and including music not previously heard

in the refrain sections, such as in the third Horn concerto, K. 447.

3. )/ S



CONCLUSION

Mozart’s concerto compositions began with a set of piano concertos that were
written between the years 1767 to 1773hortly afterwards, he completed his first
surviving wind concerto, the Bassoon Concerto, K191. His compositions of wind
concertos continued throughout his compositional career. The timeline and fdimas of

finales to Mozart's wind concertos can be seen in chart 19.
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Chart 19: Mozart’s Wind Concertos

Analysis of these concertos reveals that their finales do share arfawon
characteristics. They all have a basic Rondo design with the return ofalhseh the
tonic key. The only slight variation on this rule is appearance of the thirdrefrthe

Flute and Harp Concerto, K. 299, in the parallel minor.

These concertos all have a common structure in the first episode, with the
exception of the first Flute Concerto, K. 313. This structure seems to be derivetiédrom t
first digression in the Concerto Grosso form. During this episode Mozart veitjinsew
thematic material, B1 in the tonic key, followed by transition music thaubates to the

dominant. These similarities can be seen in chart 20 by Green.
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Concerto Section Concerto Grosso Classical Rondo
Tutti /R1 ABC ... Solo, tutti, Refrain 1
I I
Solo/S1 D (orA, B....) Solo
|-V Episode |
-V

Chart 20: Green’s Comparison of Concerto F&fms

The first Flute Concerto contains a first episode that begins with aiman3ihis
transition contains new music and moves the key from the tonic to the dominant before
the new thematic material of B1 begins. This idea is related to the typéssical
Rondo form, and is seen in concertos of Beethoven. Green describes this idea in his

chapter, The Typical Classical Rondo, as follows:

Usually, however, there is provided between each refrain and its ensuing episode
a modulatory transition. The transition may consist of no more than figuration of
some kind or may continue with motives taken from the refrain melody.
Sometimes, however, the transition has a definite melody of its%wn.

Finally, the last characteristic shared by these concertos is foumel timrid
refrain which follows section C. Scholars agree that it is common to loenihird refrain
in the Classical Rondo form. Green writes, “the third refrain of the concerto i®ndo
frequently omitted ¥ Roeder writes, “Refrain: 3 his section is frequently omitted as is
the third ritornello in the concerto-sonata forfAPlantinga writes, “Among Mozart's

various ‘deviations’ from the hypothetical model (of the Classical Rondo), a fawdrit
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his was the omission of the third ritornello from the patt&fir two wind concertos,

Flute Concerto, K. 314, and Horn Concerto, K. 447, the third refrain is the final refrain. It
is interesting to note that these are the only two wind concertos of the eighmih#tis
refrain, and one concerto, the Clarinet Concerto, has a severely shortenedraygpefr

the refrain thematic material. Also, Mozart adds musical material iotwese

concertos, the Bassoon Concerto and the Flute and Harp Concerto that actgéignken

the third refrain, as well as develops material to lengthen the refrainhesfourth Horn

Concerto, K. 495, and the Clarinet Concerto.

The influence of the Concerto Grosso design is apparent in several of the wind
concertos, especially the first two wind concertos, the Bassoon Concerto &hat¢he
and Harp Concerto. The Bassoon Concerto’s opening refrain has the tutti playing the
thematic material while the soloist plays along with the bass line. Thisilarsto the
opening ritornello of the Baroque Concerto Grosso, where the soloists play albrigewit

orchestral parts for their instrumefit.

In the Flute and Harp Concerto, Mozart uses the second episode as a modulatory
section. The transition into the second episode, which begins in measure 227, modulates
from F Major into C Minor, the parallel minor, in which the third refrain begins. This
section features only the two solo performers until the refrain returnscHdniacteristic

is common to Vivaldi's concertos, in which he uses the second solo section, which is

) L, %) )$
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similar to the second episode in the Classical model, as a modulatory section before

returning to the ritornello, which is similar to the third refrain in the @assodel®®

Mozart also incorporates common thematic material throughout his finales in
different refrains or episodes similar to returns of the ritornello@setf the Concerto
Grosso form?® For example, the retransition music leading to the second refrain of the
Flute and Harp Concerto is first heard before in measure 58 as the soloistE&esrih
This technique is also seen in the third Horn Concerto. The second orchestrdlaitorne
makes its initial appearance in the first episode, and then returns ircoimel &pisode

and the final refrain.

Mozart’s final wind concerto for clarinet by incorporates developmenbsean
the third refrain and final episode, similar to ideas championed by Ludwig van

Beethover?!

Two compositional techniques that Mozart heard and used throughout his wind
concertos were elision and the 6-6 linear intervallic pattern. These twmsdmnal
devices are standard elements of Baroque compositions. Mozart uses elision as a
compression of material when the last chord of one phrase is also the first clrd of t
next phrasé€® He also uses the 6-6 linear intervallic pattern to create an unstable or

transitory harmonic environment, before bringing the music back to harmoniiystdbi
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These two techniques are seen throughout his wind concertos, especially the Horn
Concertos and the Clarinet Concerto, which were discussed throughout the previous

chapters.

Analysis of the wind concerto finales reveals characteristicsvefaedifferent
concerto forms. Mozart incorporated ideas from the French Rondeau, the Baroque
Concerto Grosso, and the Classical Sonata. His early concertos seem tariéor e
forms and ideas, and his final concerto exemplifies a more advanced Classicdhf
reference to the Piano Concertos’ final movements, Irving makes a statelmmantan

also be seen as true in the wind concertos:

There is no such thing as a ‘standard’ Mozart rondo finale; although it iseblat
easy to understand the general outline of such finales in relation to one or other
model of alternating refrains and episodes (providing textural, themati@raadd t
contrast), their detailed execution frequently departs from the ‘mtftiid.’

Above all, this analysis indicates the variety of Mozart's approach to Rondo in his wind
concerto finales. It is often difficult to write general statements abosg terks as a
whole. Each Rondo can be appreciated for the common characteristics with others and

also for the unique qualities that it possesses.
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