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ABSTRACT
Analysis of the wind concerto finales reveals characteristics of several different
concerto forms. Mozart incorporated ideas from the French Rondeau, the Baroque
Concerto Grosso, and the Classical Sonata. His early concertos seem to favor earlier
forms and ideas, and his final concerto exemplifies a more advanced Classical form. 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 Concerto grosso and the fully
developed Rondo of Beethoven and Haydn.
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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 at age eleven and
first opera at age twelve. During his short life of 35 years, he completed over six hundred
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: 1788-1791.”1
Scholar and author Stanley Sadie discusses Mozart’s career as a composer of
concertos:
Wagner and Verdi may have written more great operas than Mozart; Haydn or
Beethoven may have written more great quartets or symphonies. But in the field
of the concerto Mozart stands unsurpassed as regards both quantity and quality.2
Mozart was fascinated with the concerto from his earliest days. It is thought that 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, which his father
used to teach Mozart concerto composition. It was not until 1773 that he completed his
first original concerto.

1
2

Julian Rushton, Mozart (Oxford: Oxford University Press, 2006), 1-2.
Stanley Sadie, Mozart (London: Calder Boyars, 1965), 133.
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Researchers use a variety of terms and descriptions when explaining the nature of
Mozart’s Concertos. According to Sadie, all Mozart’s concertos follow a similar pattern.
The first movements are the heaviest and most substantial and follow the basic Sonata
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 variation forms.
Mozart’s concerto finales are mostly rondo in structure.3 All of Mozart’s wind concertos
end with a rondo finale. However, there are several disagreements regarding the structure
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, 1791.4
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

3
4

Sadie, Mozart, 133.
Rushton, Mozart, 1-2.
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thought that Mozart wrote the concerto for one of two soloists with the Archbishop
Colloredo’s court in Salzburg.5
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, primarily opera, 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 perform. 6
Mozart actually had a general distaste for the flute, so his concerto for Flute and
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 flautist Ferdinand De
Jaun, rearranging the figuration to make less use of the lower register. This process 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 virtuosity;
however, it is thought that they are not as imaginative as his violin concertos because of
his dislike for the flute.7
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 its diatonic range

5

A. Hyatt King, Mozart Wind and String Concertos (England: British broadcasting corporation, 1978), 1415.
6
Rushton, Mozart, 61.
7
Ibid, 100.
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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 his day could meet
the challenge of his concertos.8
There are also existing fragments of three concerto movements for horn written
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 these three
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
Baroque Rondeau form, A B A C A D 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.” This concerto is 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 was yet another
teasing towards Leutgeb.9
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
8
9

Hans Pizka, Das Horn bei Mozart (Germany: Kirchheim bei Munchen, 1980), 61.
Alan Tyson, Mozart D-Major Horn Concerto: Questions of Date and of Authenticity (Harvard University
Press, Vol. 43, 1987), 246-253.
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during World War II. It was then discovered that the paper on which the manuscript was
composed upon was the same paper used to compose Mozart’s opera Cossi fan 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 bassoon parts.10
Scholars, such as Alan Tyson believe that Horn Concerto, K. 412, as well as Mozart’s
unfinished Requiem, were 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 death. This concerto
is commonly referred to as “the first Horn Concerto,” and the remaining horn concertos
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 three
completed concertos.
The second Horn Concerto, K. 417 contains the title “W.A. Mozart took pity on
Leutgeb, ass, oxen [sic] and fool at Vienna May 27th 1783.”11 The next Horn Concerto
has a little more unusual scoring in that Mozart replaced the oboes and horns in the wind
section with clarinets and bassoons.12 The 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

10

Ibid, 243-253
John Humphries, The Early Horn (United Kingdom: Cambridge University Press, 2000) , 60, 78, 87 & 118.
12
Stanley Sadie, The New Grove Dictionary of Music and Musicians: Mozart (Hong Kong: Macmillan
London Limited, 1982), 106.
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colors is known. All the final movements of these Horn Concertos contain a galloping 6/8
rhythm, which recall the horn’s ancestry as part of the hunt.13
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 major, K. 622. The Clarinet Concerto was composed for
clarinetist Anton Stadler, and was originally to have been a basset–horn concerto in G
major. The first movement was fully sketched out before he decided to change the solo
instrument to a clarinet. 14
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, formal structure, 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

13
14

Humphries, The Early Horn, 60, 78, & 118.
Sadie, The New Grove Dictionary of Music and Musicians: Mozart, 140.
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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 Baroque musical
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 several Baroque
compositional procedures throughout his wind concerto’s final Rondo movements.
Evidence suggests that in his Rondo Finales, Mozart employed formal features derived
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), was thought
to have been a large influence on Mozart’s compositional style. This influence, as well as
financial purposes, led to Mozart arranging several of Handel’s works, including his
Messiah in March, 1789.15
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 concerto grosso.
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 groups.”16A small group of solo instruments was
called the concertino, or small ensemble, and the larger orchestral ensemble was referred
to as the concerto grosso, or large ensemble. The larger group also became known as the

15
16

Ibid, 115.
Michael Thomas Roeder, A History of the Concerto (Portland: Amadeus Press, 1994),17 & 24.
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“tutti” (all) or “ripieno” (full). These last terms were also used to refer to sections
performed by the combined solo and orchestral groups. 17
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. He became
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 system. 18
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 consisted of
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 Corelli noted
on his title page. When these concertos are performed with an orchestra, there are two
levels of contrast that are evident: between the concertino and the orchestra and between
members of the concertino. At times the first violin dominates, foreshadowing the future
solo concerto.19
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 strongly related to the
17

Roeder, A History of the Concerto, 17 & 24.
Ibid, 25-27.
19
Ibid, 27.

18
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concerto during the following century. The first feature contains the sequence of three
movements in the order of fast – slow – fast, which is seen throughout the Classical
Concerto.20 Torelli’s second contribution was the introduction of the term ritornello to
describe the periodic returns of a principal theme, separated by contrasting digressions.21
In Torelli’s concertos, the ritornello is heard in several different keys and
alternates with episodes of non-thematic material. The opening ritornello ends with a
modulation and returns in different keys. Chart 2 demonstrates the early concerto
ritornello form by Torelli.22 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 musical themes heard
throughout the piece. The “a” theme is performed by the orchestra, or tutti section, while
the soloist and the tutti take turns in performing the new thematic material.
Motives

a-b

Performers Tutti

a-c

a-d

a-e

a-b

A

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 of the major
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

20

Ibid, 36–38.
Douglas Greene, Form in Tonal Music: An Introduction to Analysis (New York: Holt, Rinehart and
Winston, Inc. 1965), 45.
22
Roeder, A History of the Concerto, 38.
21
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resources. He began writing his concertos at this time, and wrote many solo concertos for
his most gifted students and for himself.23
Vivaldi followed in the footsteps of Corelli and Torelli when organizing and
composing his concertos. He created a more dramatic tension between the solo group and
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 chart 3.24
Section

Key

Motives

Ritornello 1 (Tutti)

I

abcdece

Solo 1

I-V (III, if minor)

Figuration

Ritornello 2 (Tutti)

V (III, if minor)

a bde

Solo 2

Modulatoy

Figuration

Ritornello 3 (Tutti)

Various keys, typically VI

acd

Solo 3

VI – I

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 finales of
sonatas, symphonies, chamber music, and concertos. The Rondeau, based on the concept
23
24

Ibid, 47.
Ibid, 48– 49.
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of alternation, developed during the 14th and 15th centuries and flourished in France up
until the end of the 17th century.
A main theme, the Rondeau, alternates with contrasting sections, the couplets,
resulting in the formal design, ABACADA and so forth. The Rondeau (A), “is tonally
closed, normally ending with a perfect authentic cadence, in the tonic key, a short, selfcontained theme, and recurs each time in the tonic key and is unaltered.”25 The couplets
(B, C, D, and so forth), “are in contrasting keys but make use of similar or related
thematic material from the refrain.”26 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 statements that are eight
to sixteen measures and conclude with a cadential ending. These units may be separated
by a pause, and there is rarely any connective material seen. 27
THE CLASSICAL RONDO
Scholars generally agree that the original Classical Rondo, contained only two
episodes, and therefore emerged from the five-part Rondeau. This five-part Rondeau is
structured as follows:
A

25

B

A

C

A

James Mathes, The Analysis of Musical Form (Upper Saddle River Pearson Education, Inc., 2007), 218.
Mathes, The Analysis of Musical Form, 218-219.
27
Hutcheson and Spring, Musical Form and Analysis, 132.
26
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A refers to the reoccurring theme or refrain, and it is separated by the B and C episodes.
Even though harmonically and rhythmically Classical composers kept a well defined
overall structure, the nature of the melodic material began to become more developed. At
this time, composers stopped using the term couplets and the digressions became known
as “episodes.” Also, transitions and retransitions were introduced between the alternating
themes.28
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 from the
earlier French rondeau. The parts are still well defined, and the overall structure is
usually harmonically and rhythmically sectionalized. The primary difference lies
in the nature of the melodic material. The rondo is typified by more tuneful
melodies – melodies that are definitely conceived as themes.29
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.30
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 characteristics as the ritornello in
the previous forms with a few minor adjustments. The refrain still began the movement
and also closed it, with either a restatement of this original theme, or with a variation
based upon it. However, the refrain became more advanced by adding in more thematic

28

Jere Hutcheson and Glenn Spring, Musical Form and Analysis (Dubuque: WCB Brow and Benchmark
Publishers, 1995), 133.
29
Ibid, 132.
30
Mathes, The Analysis of Musical Form, 217.
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material. Many refrains became binary or ternary forms within themselves. Returns of the
refrain may not always appear in their entirety throughout the piece, however, these
refrains always return in the tonic key, unlike the Baroque Ritornello.31
Transitions and retransitions were introduced into the Rondo form during the
beginning of the Classical period. Transitions take the music from the refrain into the
episodes and typically into a new key. Retransitions bring the music back to the original
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.32 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 refrain.33
The episodes, often referred to as sections B or C, became more advanced
throughout the Classical period. These episodes, particularly the first one, would
introduce a new theme that is self-contained, defined by a distinct beginning and strong
cadential closure in a new key. These episodes typically appear in closely related keys,
and may be modulatory, presenting thematic material in more than one key. Occasionally
the episodes began to take on a new role of being developmental.34

31

Hutcheson and Spring, Musical Form and Analysis, 133 – 134.
Ibid, 140.
33
Mathes, The Analysis of Musical Form, 224.
32

34

Hutcheson and Spring, Musical Form and Analysis, 138.
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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 definition of tutti
from his predecessors. In recent studies, scholars use the term refrain as opposed to
ritornello when referring to the repeated sections. Mozart also uses two important
compositional techniques, elision and the 6-6 linear intervallic pattern (fauxbourdon),
which are seen throughout his works and also in Baroque compositions.
TUTTI
The term tutti is translated from Italian as simply “all.” Throughout Baroque
concerto compositions, it typically means that the soloists and the orchestra join together
in contrast to solo sections, performed without the orchestra or with simple orchestral
accompaniment. Corelli, Torelli, and Vivaldi use the term tutti to refer to the orchestra
and the concertino performing together.35 However, Mozart uses the term tutti when
referring to the orchestra performing without the soloist. An example of this can be seen
in musical figure 1. This example is from Mozart’s first Flute Concerto, the second
refrain, which shows the term tutti without the soloist.

35

Ibid, 24.
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Oboi
Corni in G
Flauto Principle
Violino I & II
Viola
Violoncello e Basso

Figure 1: Concerto in G for Flute, K. 313 (mm. 82 – 95).
RITORNELLO AND REFRAIN
The terms ritornello and refrain are often used interchangeably by researchers;
however, current research suggests the two terms have distinct definitions. The term
ritornello began with the Baroque aria. The sections of the aria where the orchestra was
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 punctuation to the
music of the soloist. The singer did not perform the melodic material of the ritornello.36

36

Green, Form in Tonal Music, 145.

22

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 material.37
The term refrain is commonly used to describe the principal theme in Classical
Rondo. A refrain is “a self–contained, harmonically closed passage. It begins the rondo
and appears at least twice.” During a refrain, the soloist may or may not have the
thematic material.38
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. These two compositional
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 phrase.39 One
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 soloist is playing the
cadence of the previous musical idea. This can be seen in musical figure 2.

37

Harvard Dictionary, 710.
Green, Form in Tonal Music, 150.
39
Hutcheson and Spring, Musical Form and Analysis, 40.

38
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Flauti
Fagotti
Corni in A
Clarinetto principle
Violino I
Violino II
Viola
Violoncello
Contrabasso
Figure 2: Concerto in A for Clarinet, K. 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. 40 In its simplest form, 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.

40

William Elders, GuillaumeDufay’s Concept of Faux-Bourdon (Revue belge de Musicologie/Belgish
Tijdschrift voor Muziekwetenschap, Vol. 43, 1989), 173.
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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 Mozart’s
symphonies. He found that Mozart used this concept in several different ways, most often
at the end of transitional material. Mozart wrote the 6-6 pattern, simple parallel first
inversion chords, with 7-6 suspensions, and with both diatonic and chromatic
embellishments. Mozart also used the 6-6 pattern as thematic material, as seen in the
finale to his Prague Symphony, K. 504. Mozart composed 40 symphonies, each
containing four movements. Cotner tabulated the presence of the 6-6 linear intervallic
pattern in Mozart’s 40 symphonies and found the following results:
Movements

Number of Movements that Contain the 66 Linear Intervallic Pattern
First
14
Second
7
Third
3
Fourth
10
Chart 4: Cotner’s Results of Mozart’s Symphonies Regarding 6-6 Linear Intervallic
Pattern41
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 thematic material in the
Flute and Harp Concerto’s third refrain as well as in the first episode of the Flute
Concerto, K. 313. Both of these sections have a chromatic embellishment of the 6-6
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(Master’s Thesis, University of Arizona, 1993), 88.
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linear intervallic pattern. However, the concerto that perhaps contains the longest sections
of this device is the Clarinet Concerto. He uses the technique in the first episode
incorporating 7-6 suspensions into the chromatic embellishment. This can be seen in
figure 4.

Flauti
Fagotti
Corni in A
Clarinetto Principale
Violino I
Violino II
Viola
Violoncello
Contrabasso
Figure 4: Concerto in A for Clarinet, K. 622 (mm. 77-82)
Baroque compositional techniques were influential in Mozart’s compositional
style, and perhaps the 6-6 pattern was also borrowed from that time. George Frideric
Handel’s Alexander’s Feast (1736), 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
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pattern is seen moving down diatonically. This is seen in measures 3 and 4 of musical
figure 5.

Figure 5: Alexander’s Feast by 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, as
well as several examples of his varying approach to the rondo. The little research that is
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, Sadie writes:
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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 tire.42

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.43
David Hurwitz describes the rondo form in his book, Getting the Most out of
Mozart, as:
The A section, or main theme that always comes back, is called a ritornello, while
the subsidiary sections are called episodes. Like the minuet, the ritornello theme
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 episode.44
And yet, another scholar has a different outlook on this form. Michael Thomas
Roeder states in his book, A 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 complicated
42

43

44
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C.F. Abdy Williams, “The Rondo Form, as it is Found in the Works of Mozart and Beethoven,”
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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 form and it may
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 ritornello,
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 concertosonata form, this section normally does not restate material from the movement’s
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 soloist followed
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 coda.45
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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 Concerto grosso
and the fully developed Rondo of Beethoven and Haydn.
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CHAPTER 1: THE OPENING REFRAIN
The final movements to all of Mozart’s nine wind concertos are in some type of
Rondo form. They all begin with an opening refrain, which will be referred to as the A
section. Caplin describes Mozart’s first refrain as: “the main theme. The refrain is almost
always a conventional, tight-knit theme closing in the home key with a perfect authentic
cadence.”46 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 tunefulness,
comprising distinguishable, independent elements like the ritornello, but with
fewer thematic ideas. The orchestra normally concludes the refrain.47
Roeder’s characteristics are seen in some of Mozart’s wind concertos, but certainly not
all eight of them.
Wind Concerto refrains share a few common characteristics. All of these first
refrains are in the tonic key of the piece and present the opening thematic statement
twice. This is accomplished by statements of the opening material by a soloist with
orchestral accompaniment followed by the orchestra alone, or the other way around.
These opening refrains also come to a type of “closing” whether with a single perfect
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authentic cadence, or combined with a short codetta. Final movements of Mozart’s Wind
Concertos begin with a ritornello that features the soloist, with the exception of Mozart’s
first two concertos, Concerto in Bb for Bassoon, K. 191 and Concerto in C for Flute and
Harp, K. 299.
Mozart uses a variety of forms when presenting this opening material. These can
be seen in chart 5, which shows the opening refrains to the finales of Mozart’s wind
concertos.
The refrain description by Roeder is most accurate when referring to Mozart’s
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 other eight measures
contain the melody in the orchestra.
However, Mozart’s first two wind concertos, The Bassoon Concerto in Bb, K. 191
and Concerto in C for Flute and Harp, K. 299 do not follow Roeder’s guidelines for a
Classical Rondo refrain. For example in the Bassoon Concerto, the soloist does not
perform the melodic material in the opening refrain. Instead, as seen in musical figure 6,
in the first eight measures of this concerto, the soloist is doubling the bass line. This
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 consisting merely of a
doubling of the orchestral voices.48
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Bassoon, K. 191

Flute and Harp,
K. 299

Flute, K. 313

Flute, K. 314

Horn, K. 417

Form
A1 (mm. 1-8)
A2 (mm. 9-12)
A1 (mm. 13-20)
A1 (mm. 1-15)
A2 (mm. 16-27)
A3 (mm.28-41)
A4 (mm.42-51)
Codetta(mm. 52-57)
A-1 (mm. 1-16)
Codetta 1(16-22)
Codetta 2 (22-28)
Codetta 3 (28-35)
A1 (mm.1-24)
A2 (mm. 24-32)
A3 (mm. 32-44)
Codetta(mm.44-55)
A1 (mm. 1-16)

Key
Tonic = Bb Major

Soloist’s Role
Plays Bass Line

Tonic = C Major

Soloists rest during
opening refrain

Tonic = G Major

Plays thematic
material first 8
measures, which is
answered by tutti
Thematic material
shared with tutti

Tonic = G Major

Tonic = Eb Major

Horn, K. 447

A1 (mm. 1-16)
Closing Section
(mm. 16-33)

Tonic = Eb Major

Horn, K. 495

A1 (mm.1-16)

Tonic = Eb Major

Clarinet, K. 622

A1 (mm. 1-16)
Tonic = A Major
A2 (mm. 17-24)
A1 (mm. 24-31)
A3 (mm. 31-50)
Codetta(mm. 51-56)
Chart 5: Chart of First Refrains in Mozart’s Wind Concertos.

Plays thematic
material first 8
measures, which is
answered by tutti
Plays thematic
material first 8
measures, which is
answered by tutti
Plays thematic
material first 8
measures, which is
answered by tutti
Thematic material
shared with tutti
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Figure 6: Concerto in B-flat Major for Bassoon, K. 191 (mm. 1-8)
This Bassoon’s opening refrain, in the first 20 measures, is in ternary form. The
first eight bars feature the melodic material in the orchestra, and are repeated so the
listener hears the opening statement twice. This is followed by a four measure digression,
which features the melodic material in the first violins and is doubled at the octave by the
violas. The refrain then concludes with a repeat of the opening eight measures, ending 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 minuet, which is
reminiscent of final symphonic movements written in the early 18th century. It can be
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argued, that this opening section of the Bassoon Concerto finale possesses elements of
two forms: rondo and minuet. 49
Mozart’s second wind concerto, Concerto in C for Flute and Harp, K. 299 also
departs from Roeder’s guidelines of the Classical Rondo refrain and contains
characteristics of the Concerto Grosso ritornello. This opening refrain is set up in four
sections, plus codetta. Section 1, labeled as A1, is 16 measures and features an eight
measure theme that is first stated by the strings, ending with a half cadence, and then
answered by the winds, leading to a perfect authentic cadence. The second section, A2,
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 strings and begins a 14
measure theme, A3, which proceeds into section A4 in measure 42 which concludes with
a six measure codetta featuring the winds.
This work has distinguishing characteristics in the opening refrain not seen in the
other wind concerto finales. For example, Mozart features two soloists rather than one.
This idea can be seen in compositions to Baroque composers such as Torelli and Vivaldi.
This Baroque technique is discussed by Green:
As far as the formal procedure of the late baroque concerto is concerned, it makes
little difference whether there is one soloist or several to be pitted against the
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 aria the orchestral
ritornello alternates with the solo voice, so here the tutti sections, which are in
effect ritornellos, alternate with the soloist.50
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It was common in the Baroque Concerto Grosso for the solo and the tutti sections
to have little or no thematic relation to each other.51 This 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, which clearly
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 then followed
by three separate codettas in the tonic key. The second Flute Concerto, K. 314 contains
sections A1, A2, A3, and a codetta. The A1 section is 24 measures long and contains a
six measure theme, which the soloist states twice, and is then repeated in the orchestra.
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 section of eight
measures, which acts as a conversation between the soloist and the orchestra, switching
approximately every two measures. The A3 section is 12 measures of new music
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
51
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relationship with the tutti. As seen in musical figure 7, the soloist is playing in a dialogue
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.

Oboi
Corni in D
Flauto Principale
Violino I
Violino II
Viola
Violoncello e Basso
Figure 7: Concerto in D Major, K. 314 (mm. 24-29)
Like the Flute and Harp Concerto, the opening refrain of the Concerto in A for
Clarinet, K. 622 also contains several different thematic ideas. The first 16 measures, A1,
contain an eight measure theme that is first stated by the soloist with orchestral
accompaniment and then repeated in the orchestra alone. After A1 ends with a perfect
authentic cadence in the tonic, A2, a seven measure section begins which features a
sixteenth note figure in the solo part. The music then returns to the original eight measure
theme, A1, stated once by the soloist, and not repeated by the orchestra. In measure 31,
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new music begins, elided with A1, labeled as A3. This music lasts for 20 measures and is
a conversation between the soloist and the tutti. Mozart finishes this opening ritornello
with a six measure codetta, measures 51-56, performed by the tutti. The different
thematic sections used to compose the opening refrain are reminiscent of the model
Vivaldi used to compose his opening ritornellos.52
Concerto

Vivaldi Model

Flute and Harp

Clarinet Concerto

Concerto
Opening

abcdece

Refrain/Ritornello

A1, A2, A3, A4,

A1, A2, A1, A3,

Codetta

Codetta

Pattern
Chart 6: Comparison of Vivaldi’s opening ritornellos to two of Mozart’s wind concertos
Because of the structure of the Clarinet Concerto finale, it has been thought that
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.53
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 music is inferior to
vocal music in both importance and effect.” In his view, instrumental music is but an
inadequate imitation of vocal music.54 Therefore, it is no surprise that he did little
research in reference to Mozart’s concertos. However, his initial research into several of
Mozart’s piano concertos did yield a few detailed observations on the topic. In reference
to Mozart’s rondo design he states: “it is more usual that the solo part performs the rondo
theme first, because it is repeated as a ritornello by the orchestra.”55
However, John Irving states that Mozart’s usual practice in his piano concertos
was to follow the soloist’s opening statement with a more extended tutti, sometimes of
considerable length and involving a variety of texture and scoring.56 This 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 statement starting
in the first measure, either by the soloist or the tutti, which is then repeated exactly by the
other.
The one area where it seems Mozart kept a consistent characteristic through all
his instrumental concertos is the clear closing of the opening refrain. In all 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, before continuing into
the first episode.
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CHAPTER 2: THE FIRST EPISODE
After the opening refrain of each concerto, each finale continues with a digression
called the first episode, referred to as B. This section brings in new thematic material that
was not heard in the opening refrain. Michael Thomas Roeder describes this digression in
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 concertosonata form, this section normally does not restate material from the movement’s
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’s outset.57
Green also discusses the first episode by stating:
The chief task of the first episode is to express a contrasting key, usually V or III.
This may be accomplished without definite melody by the use of scales,
arpeggios, or figuration. Or the first episode may present a melody that contrasts
with the tune of the refrain. On the other hand, it may be the refrain melody
transposed into the new key.58
The first episodes of Mozart’s wind concertos typically begin with a new theme in the
tonic key. The new theme is generally followed by a transition to a new key, always the
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. Green describes a
retransition in a rondo as follows:
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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 is referred to as a
retransition.59
These retransitions play an integral part in the ending the first episode and returning to
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 typically begin
his first solo section with new melodic material in the tonic key performed by the soloist.
After this theme is complete, Vivaldi then transitions into new music and into a new key,
either the dominant or the mediant.60 By 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 transitioning after the first
melodic theme, the new material would begin in the new key, typically the dominant.
This structure became common to the Classical Rondo structure.61 As seen in chart 7,
Mozart seemed to favor the Baroque model for his first episodes, rather than the Classical
model. This Baroque feature of two themes in the first episode is perhaps the reason
Roeder interprets Mozart’s first episodes as miniature Sonata Allegro forms.62
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Bassoon

Transition
mm. 36 – 45
(I to V)
B1
mm. 56-70 (I)

Transition
29-31 (I to V)
Transition
90 – 112
(I to V)
B1
45-60
(V)
Transition
70-91 (I to V)

Horn, K. 417

B1
mm. 17-25 (I)

Transition
26 – 34 (I to V)

Horn, K. 447

B1
mm. 34 -51
(I to V)

Horn, K. 495

B1
mm. 17-24 (I)

Clarinet

B1
mm. 57-72
(I)

Flute and Harp

Flute, K. 313

Flute, K. 314

B1
mm. 21-28 (I)
B1
mm. 58 – 90 (I)

Transition
24 – 38
(I to V)
Transition
73-83
(6-6 Linear
Intervallic
Pattern)

B2
33-45 (V)
B2
112 – 143
(V)
B2
60-82
(V)
B2
91-123
(stays in V)
B2
34-46
(stays in V)
Second
Orchestral
Ritornello
51-71 (V)
B2
38 – 54
(V)
B2
84-97
(V)

Retransition
45-49 (V-I)
B3
143 – 181
(V to I)
Retransition
82 – 85
(V to I)

Retransition
71-77
(V to I)
Retransition
54 – 68
(V to I)
Retransition
98-113
(V to I)

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 opening refrain, which are his
first two wind concertos. In the first episode of the Bassoon Concerto, which begins in
measure 21, the soloist begins a new theme with a triplet melodic figure. The transition 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 first stated in Violin
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I and then four measures later in the bassoon soloist. The soloist performs the melodic
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 soloists in this concerto
enter for the first time in measure 58, which marks the beginning of the first episode. This
digression begins with the harpist performing without accompaniment for eight measures,
and is then joined by the flute soloist performing new thematic material. This solo section
also demonstrates Mozart’s similarities to Vivaldi’s Concertos. When referring to
Vivaldi’s solo sections, Roeder states, “Vivaldi’s solo instruments play highly decorative
passages, lightly accompanied, making for marked contrast with the thematic tutti
sections.”63
During the first episode of the Flute and Harp Concerto, Mozart modulates from
the tonic to the dominant, G major, during the soloists’ material, starting in measure 90.
Measure 112 starts the next thematic section of the first episode, B2, where new music 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. In measure 136, all
the string players enter with a pizzicato pattern, which makes for a fuller texture. This is
the first time in the movement that both soloists and all the strings perform together. In
measure 143 the third section of the first episode begins, B3, with the flute soloist
performing the melodic material. This music is almost identical to the A4 section, which
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was heard in the opening refrain, with the difference being a simple embellished
arpeggiated figure added in the harp, as well as the music now being in the dominant key.
This idea relates back to the Baroque ritornello, which could reappear throughout the
movement in a variety of keys.64 Musical figures 8 and 9 demonstrate this transposed
passage.
Oboi
Corni in C
Flauto Solo
Harpa

Violino I
Violino II
Viola
Violoncello e Basso
Figure 8: Concerto in C Major for Flute and Harp, K. 299: A4 (mm. 42-47)
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Oboi
Corni in C
Flauto Solo
Harpa

Violino I
Violino II
Viola
Violoncello e Basso
Figure 9: Concerto in C Major for Flute and Harp, K. 299: B3 (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 such
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 thematic material already in
the dominant key, B1. This is the only wind concerto that follows this model for its first
episode.
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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 finales is higher than
in the other movements of the cycle. Finales, either in their entirety or in
individual sections, often exploit or bring together earlier dialogic processes in
order to create adept and effective conclusions.65
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 measures, and then the
tutti for two. This is seen in musical figure 10. This first episode then concludes with a
fermata in measure 46.
Clarinetti in B
Fagotti
Corno principle
Violino I
Violino II
Viola
Violoncello e Basso
Figure 10: Concerto in Eb for Horn, K. 417 (mm 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 tonic to the
dominant, rather than using a separate transition. In measure 51, the strings take over the
melodic material and this new music can be labeled as a second orchestral ritornello. It is
referred to as a second orchestral ritornello because it is in contrast to the opening
refrain’s thematic material. Mozart uses this second orchestral ritornello music as a B2
section during this first episode; however, this music will appear two more times in the
remainder of the movement, as a transition and as a codetta. This music continues until
the retransition brings the music back to the tonic and the second refrain in measure 77.
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. The soloist states
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. This same
structure is also seen in the Clarinet Concerto.
After the first theme in the Clarinet Concerto concludes in the tonic, the transition
begins in measure 69. However, this transition is slightly varied in comparison to the
general form of the other wind concertos. Like the other transitions, it is modulatory from
the tonic to the dominant in the first four measures. However, Mozart creates additional
instability in regards to the modulation by using the 6-6 linear intervallic pattern to
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 section ends
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with a codetta in the dominant (measure 84) where B2 arrives. A codetta from measures
98-113 closes off the episode and prepares for the second refrain in measure 114.
Flauti
Fagotti
Corni in A
Clarinetto
Violino I
Violino II
Viola
Violincello
Contrabasso
Figure 11: Concerto in A for Clarinet, K622 (mm 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 seen. For example, Irving
states that in the Piano Concerto’s first episodes there are often two striking themes.66
This can be seen in a majority of the wind concertos as well, with the exceptions of the
Flute and Harp Concerto and the first Horn Concerto. Irving goes on to describe the first
episodes of Mozart’s Piano Concertos.

66

Ibid, 82-83.
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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 normally shifts to
the dominant of the dominant. 67
This statement is also accurate when describing most wind concertos. Mozart uses this
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 Concerto, which
starts its first episode with a transition rather than thematic material.

67

Ibid, 83.
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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 the return of the 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 from the tonic,
toward the new key of Episode 2. 68
The second refrains of the wind concertos all return begin in the tonic key, and stay in the
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 can be seen in
chart 8.

68

Roeder, A History of the Concerto, 131.
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Concerto

First Refrain Form

Bassoon Concerto

A1 (mm. 1-8)
A2 (mm. 9-12)
A1 (mm. 13-20)
A1 (mm. 1-15)
A2 (mm. 16-27)
A3 (mm.28-41)
A4 (mm.42-51)
Codetta(mm. 52-57)
A1 (mm. 1-16)
Codetta 1(16-22)
Codetta 2 (22-28)
Codetta 3 (28-35)
A1 (mm.1-24)
A2 (mm. 24-32)
A3 (mm. 32-44)
Codetta(mm.44-55)
A1 (mm. 1-16)

Flute and Harp
Concerto

Flute Concerto,
K. 313

Flute Concerto,
K. 314

Horn Concerto,
K. 417
Horn Concerto,
K. 447
Horn Concerto,
K. 495
Clarinet Concerto

A1 (mm. 1-16)
Closing Section
(mm. 16-33)
A1 (mm.1-16)

Second Refrain
Form
A1 (mm. 50-57)

Key

A1 (mm. 181-197)
A4 (mm.197-207)

Tonic (C Major)

A1 (mm. 86-101)
Transition based on
Codetta 1 (101-107)

Tonic (G Major)

A1 (mm.124 – 147)
A3 (mm.147-167)

Tonic (D Major),
Submediant
(G Major)

A1 (mm.46-62)

Tonic (Eb Major)

A1 (mm. 77-98)

Tonic (Eb Major)

A1 (mm. 68-83)

Tonic (Eb Major)

A1 (mm. 1-16)
A1 (mm.115-121)
A2 (mm. 16-24)
Transition based on
A1 (mm. 24-31)
codetta material
A3 (mm. 31-50)
(121-137)
Codetta(mm. 51-56)
Chart 8: Second Refrains of the Finales of the Wind Concertos

Tonic (Bb Major)

Tonic (A Major)

The Bassoon Concerto has a second refrain that is a shortened version of the
original 20 measure statement. This reappearance of the refrain contains an exact return
of the original first eight measures only. The same voices are playing the same parts,
including the bassoon soloist, which performs the bass line. This refrain stays in the tonic
key of B flat and ends with a perfect authentic cadence before the second episode begins.
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The second refrain of the Flute and Harp Concerto contains two different
characteristics from its first appearance in the movement. Instead of the theme in the
orchestra alone, the flute soloist has the thematic material from A1 with harp
accompaniment starting in the anacrusis to measure 182. After a half cadence in measure
189, the orchestra follows with the same eight measure theme and a perfect authentic
cadence. In measure 197, the fourth section of the refrain, A4, appears, stated by the
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 seen in Concerto
in A minor, Op III, No 8 by Antonio Vivaldi. Douglas M. Green provides a chart
describing the structure of this concerto. In this work Vivaldi brings back only sections of
the original opening ritornello during the subsequent ritornellos. These partial returns are
indicated in the “Design” portion of the chart.
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Chart 9: Vivaldi’s Concerto in A minor, Op III, No 869
Partial return of the opening refrain is also found in the second Flute Concerto, K.
314. The first theme in this refrain, A1, is the same as the first 24 measures of the
movement. The soloist makes the opening statement and then after 12 measures the tutti
repeats the same theme all in the tonic key, D major. However, at measure 147, Mozart
does not bring back the A2 theme, but rather states a varied form of the A3 material in
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 followed by the
same figure in three voices in measures 160-165.
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Green, Form in Tonal Music, 230.
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Oboi
Corni
Flauto
Violino I
Violino II
Viola
Violoncello
e Contrabasso
Figure 12: Concerto in D for Flute, K. 314 (mm.152-157)
Mozart’s Clarinet Concerto’s second refrain also does not return in its entirety.
Measures 114-120 are a repeat of the A1 theme, which is followed in measure 121 with
music from the codetta first heard in measure 51. The first four measures of the codetta
are the same as heard previously; however instead of proceeding into a perfect authentic
cadence, as in the first refrain, the music goes into a transition section. The soloist 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 material and the new 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. 447 has an
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identical second refrain followed by a transition to the key of the second episode. In its
second refrain, Horn Concerto, K. 447 brings back the first sixteen measures as first
stated in the opening refrain. Instead of the original codetta, Mozart moves to a short
transition of six measures.
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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 other than the 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.70
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 parallel minor. The
second episode also contains a variety of formal structures and ideas in the nine wind
concertos. The form and keys of the second episodes can be seen in chart 10.
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Roeder, A History of the Concerto, 131

56

Concerto
Bassoon, K. 191

Flute and Harp, K. 299

Flute, K. 313

Flute, K. 314
Horn, K. 417
Horn, K. 447

Horn, K. 495
Clarinet, K. 622

Form
C1 (mm. 58 – 65)
C2 (mm. 66-71)
C1 (mm. 72-79)
C (mm. 207-222)
Codetta (mm. 222-227)
Retransition (mm. 227-245)
C1 (mm. 107- 123)
C2 (mm. 123-138)
Retransition (mm. 138-164)
No ‘C’ Section
C1 (mm. 70-93)
Retransition (mm. 93-96)
C1 (mm. 98-106)
C2 (mm. 106-113)
C3 (mm. 114 – 129)
Second Orchestral
Ritornello (mm. 129-141)
Retransition (mm. 142-153)
C (mm. 84-101)
Retransition (mm. 102-113)
C1 (mm. 138-159)
C2 (mm. 160-178)

Key
G Minor (relative minor)

F Major (IV)

C1 = E Minor (relative
minor)
C2 = C Major (IV)
C Minor (Relative Minor)
Ab Major (IV)
Second Orchestral
Ritornello=
Eb Major (I)

C Minor (Relative Minor)
C1 = F# Minor (Relative
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.
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Oboi
Corni in B
Fagotti principle

Violino I
Violino II
Viola
Violincello e Contrabass
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Figure 13: Concerto in Bb for Bassoon, K. 191: Second 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 beat one of
222 where C1 is elided with the codetta. This is the same codetta material from the end of
the opening refrain (measures 52-56) reappearing in ritornello style.
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Oboi
Corni in C
Flauto Solo
Harpo

Violino I
Violino II
Viola
Violoncello e Basso
Figure 14: Concerto in C for Flute and Harp, K. 299: Example 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 C Minor,
the parallel minor in which the third refrain will begin. The transition material has been
heard before, starting in measure 58, which was the first entrance of the soloists, B1. This
transition section features the two solo performers until the refrain returns. This key
change and use of previously heard material is reminiscent of Vivaldi’s Concerti Grossi.
Vivaldi used the second solo section as a modulatory section before returning back to the
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ritornello.71 Vivaldi would also bring back themes throughout a movement and use them
as both themes and transitions.72
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 thematic material and
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 a dominant
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 minor. This
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 brings the piece
back to the third refrain. The music in the retransition is not entirely new. It contains a
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 section in the middle
of the first episode in the soloist, starting in measure 30. The second time this figure is
first heard is also in the soloist part in the transition from the second refrain into the
second episode, measures 63-68. Then, finally this is the third appearance of the figure,
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Roeder, A History of the Concerto, 49.
Green, Form in Tonal Music, 231.
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which is in the retransition from the second episode into the third refrain. This material is
used in a manner similar to the Baroque ritornello, and twice more in the movement in
the return of B and in the coda.73
Clarinetti in B
Fagotti
Corno Principle
Violino I
Violino II
Viola
Violoncello e Basso
Figure 15: Concerto in Eb for Horn, K. 417 (mm. 29 – 31)
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Green, Form in Tonal Music, 145.
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Clarinetti in B
Fagotti
Corno Principle
Violino I
Violino II
Viola
Violoncello e Basso
Figure 16: Concerto in Eb for Horn, K. 417 (mm. 63 - 68)
Clarinetti in B
Fagotti
Corno Principle
Violino I
Violino II
Viola
Violoncello e Basso
Figure 17: Concerto in Eb for Horn, K. 417 (mm. 93 - 96)
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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. This music is
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 labeled, C1, C2, C3
and the second orchestral ritornello, which was first heard during the first digression.
This second orchestral ritornello is used during this episode as a transition section that
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 alternates with returns of C3. This
structure of this episode can be seen in chart 11.
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Mm.
98 –101
C1:
New
music
in the
soloist

Mm.
101 -105
C2: New
music in
the
strings

Mm.
106 -109
C3: New
music in
the
soloist

Mm.
109-113
C2: Same
as
strings’
theme in
measures
101-105

Mm.
114 –117
C3: New
music in
the
soloist

Mm.
117 -121
C2:
Similar
to theme
in
measures
101-105

Mm.
122-125
Repeat
of C3
(mm.
114–
121)

Mm.
126-129
C2:
Same as
strings’
theme in
measure
s 117121

Chart 11: Second Episode of Concerto 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. This section is
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, F sharp minor.
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 material being
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.
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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 material, particularly from the
refrain. The second type he labels “free” episodes, introducing new material. In this
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 course. 74
The closest Mozart comes to Irving’s first type of episode is in the Flute and 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 the return of the
codetta music at the end of the second episode, which is the same codetta music that
ended the original refrain. Also, the transition section of this episode is the music that
was used as the soloists’ exposition in the first episode. The Horn Concerto features a
second orchestral ritornello that returns from previously heard music in the movement.
The second type of episode, which Irving refers to as the “free” section, is more
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 episodes are also
in the relative or parallel minor key. The first Flute Concerto and the Clarinet Concerto
also modulate to the subdominant key of the movement.
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Irving, Mozart’s Piano Concertos, 83-84.
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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. 75

The idea of Mozart omitting the third refrain is a popular idea amongst scholars. Another
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 construction at the end.76

In the wind concertos, it is interesting to note that only two of the eight omit this refrain,
and one concerto, the Clarinet Concerto, has a severely shortened appearance of the
refrain thematic material. Also, Mozart adds musical material in one of these concertos,
the Flute and Harp Concerto that actually lengthens the third refrain. Mozart also
develops material to lengthen the refrain in the fourth Horn Concerto, K. 495. The
structures of these refrains can be seen in chart 12.
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Roeder, A History of the Concerto, 131.
Leon Plantinga, Beethoven’s Concertos (New York: Norton & Company, Inc., 1999), 19.
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Concerto
Bassoon

First Refrain Form
A1 (mm. 1-8)
A2 (mm. 9-12)
A1 (mm. 13-20)

Third Refrain Form
A1 (mm. 80-88)
music from B1
(mm. 88-105)
A1 (mm. 106-113)
A2 (mm. 114-117)
A1 (mm118-124)

Flute and Harp

A1 (mm. 1-15)
A2 (mm. 16-27)
A3 (mm.28-41)
A4 (mm.42-51)
Codetta(mm. 52-57)
A-1 (mm. 1-16)
Codetta 1(16-22)
Codetta 2 (22-28)
Codetta 3 (28-35)
A1 (mm.1-24)
A2 (mm. 24-32)
A3 (mm. 32-44)
Codetta(mm.44-55)
A1 (mm. 1-16)

A1 (mm. 245-248)
New music
(mm. 249-261)
A3 (mm. 261-283)

Flute, K. 313

Flute, K. 314

Horn, K. 417

Horn, K. 447

Horn, K. 495
Clarinet, K. 622

A1 (mm. 1-16)
Closing Section (mm.
16-33)
A1 (mm.1-16)

A1 (mm. 1-16)
A2 (mm. 16-24)
A1 (mm. 24-31)
A3 (mm. 31-50)
Codetta(mm. 51-56)
Chart 12: Third Refrains of Wind Concertos

A1(mm. 165-180)

Key
Starts in tonic (Bb
major), modulates to
the V (F major), and
modulates back to
tonic (Bb major)
with the second
statement of A1
A1 in C minor, 6-6
Linear Intervallic
Pattern
A3 in C major, 6-6
LIP
Tonic (G major)

None

A1 (mm. 97-112)

Tonic (Eb Major),
Transition = 6-6
Linear Intervallic
Pattern, then returns
to tonic

None

A1 (Development)
(mm. 113-128)
A1 (Development)
(mm. 178-187)

Tonic (Eb Major)
Dominant (E Major)

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 original refrain. The music is
back in the tonic key and ends with a perfect authentic cadence in measure 88. New
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music begins in measure 88, which is almost identical to the chord progressions heard in
B1. This section ends with a short six measure codetta in Bb minor and concludes with a
half cadence in measure 106.
After the cadenza is complete, Mozart returns to the music of A1, in the tonic key.
He returns to the original statement in which the thematic material was first heard, in the
measure structure of the first refrain, 8-4-8. However, this appearance of the refrain is
first time the soloist has performed the thematic material, rather than doubling the bass
line. For the first 12 measures of this theme, the bassoonist has the thematic material,
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
Corni in Bb
Fagotto principale
Violino I
Violino II
Viola
Violincello e Contrabasso
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Figure 18: Concerto in Bb for Bassoon, K. 191 (mm. 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 A1 music,
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which leads into 6-6 Linear Intervallic Pattern, leading to an augmented sixth chord 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 has this thematic
material for the first time. In the first refrain of this movement, the soloists never played
the thematic material and in the second refrain, A3 did not return. This section stays in
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 ritornello is labeled
R3, and shows that new material concludes the ritornello, just as new material begins the
third refrain on Mozart’s Flute and Harp Concerto.77
Procedure

R1

S1

R2

S2

R3

Design

abcdd

Ef

D

Egh

hcai

Tonal

I-V

I

V

I

V-I of III

Structure
Chart 13: Final Movement of Vivaldi’s Concerto in C Major for Violoncello
The Clarinet Concerto has a third refrain that is unique from the rest of Mozart’s
wind concertos. Rather than containing Baroque characteristics, he incorporates
characteristics more associated with Classical forms of composition. This refrain
functions as a development section of the refrain material. A development section is
common to the Concerto Sonata Form. This form:
77

Green, Form in Tonal Music, 230.
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incorporates the dramatic contrasts and opposition of keys and themes found in
sonata forms along with a basic contrast between the soloist and the orchestra. It
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 form.78
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 melodic material then
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 restate the refrain 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 same, with 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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Mathes, The Analysis of Musical Form, 202-203.
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Oboi
Corni in G
Flauto Principle
Violino I
Violino II
Viola
Violoncello e Basso
Figure 19: Concerto in G for Flute, K. 313, First Refrain (mm. 10 - 12)
Oboi
Corni in G
Flauto Principle
Violino I
Violino II
Viola
Violoncello e Basso
Figure 20: Concerto in G for Flute, K. 313, Third Refrain (mm. 174 - 177)
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The third refrains of Mozart’s wind concertos contain different ideas, structures,
and variations. Green states with regards to the third refrains in Classical Rondo form:
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 repetitions.79
This concept is revealed at times in Mozart’s third refrains of his finales of his wind
concertos. However, the variations in these refrains also contain extensions of the refrain
material, such as in the Bassoon Concerto and the Flute and Harp Concerto, as well as
reductions.
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Green, A Form in Tonal Music, 153-154.
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CHAPTER 6: THE THIRD EPISODE
The third episode of each Mozart wind concerto is typically a return of the first
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.80
The above description is similar to what is seen in Mozart’s wind concertos. However,
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 the Clarinet
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 episodes compare to
the first episodes of each movement.
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Roeder, A History of the Concerto, 131.
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Concerto
Bassoon

Flute and Harp

Flute, K. 313

Flute, K. 314

Horn, K. 417

Horn, K. 447
Horn, K. 495

Clarinet

First Episode
B1 (mm. 21-28)
Transition (29-31)
B2 (33-45)
B1 (mm. 58-90)
Transition
(90-112)
B2 (112-143)
B3 (143-181)
Transition
(mm. 36-45)
B1 (45-65)
B2 (60-82)
Retransition
(82-85)
B1 (mm. 56-70)
Transition (70-91)
B2 (91-123)

Third Episode
Key
B2 (mm. 125-136) Tonic (Bb major)

B1 (mm. 17-25)
Transition (26-34)
B2 (34-46)

Transition
(mm. 112-126)
B2 (127-145)
None
Transition
(mm. 129-145)
B2 (145-170)
Cadenza

B1 (mm. 17-24)
Transition (24-38)
B2 (38-54)
Retransition
(54-67)
B1 (mm. 57-72)
Transition (73-83)
B2 (84-97)
Retransition
(97-114)

B2 (mm. 283-313) Tonic (C major)

Transition
(mm. 180-194)
B1 (194-205)
Retransition
(206-240)

Tonic (G major)

Transition
(mm. 167-180)
B2 (181-205)

Transition: Dominant
(A major) to Tonic
(D major)
B2 = Tonic (D major)
Transition
B2 = Tonic (Eb
major)

B1 (developed)
(mm. 188-224)
B2 (224-230)
Retransition
(231-247)

Tonic (Eb major)

B1 = Parallel minor
(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, but abbreviated.
The first of these concertos is the Bassoon Concerto. The third episode from measures
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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 occurred in the
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 is an exact return
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 transition, which is
also the structure of the first episode. The music of the transition starts in the key of G
major, as it did the first time, and is based on the material of codetta 1. This transition
material is not used to change keys, but rather stays in the tonic. The episode then begins
a return of the B1 section in measure 194. The music of the retransition begins in
measure 218, but like the earlier transition, does not change keys and the final refrain
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 writes as follows:
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 shift to the
STA [secondary tonal area] and a new theme. The music will still exhibit the
characteristics of a transition passage – accelerated rhythmic, quicker
harmonic rhythms, expansion of range, and the use of new ideas – to distinguish
its function from the PT [principle theme].81

81

Mathes, The Analysis of Musical Form, 155.
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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 transition, which is
new musical material and returns to the key of D major, the tonic of the movement. The
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 of the theme
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 section. This
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 with the same
retransition music heard after the first episode.
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CONCLUSIONS ON THE THIRD EPISODES
Mozart’s third episodes contain compositional techniques of many different forms
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
Technique
Cadenza after
the Third
Episode82
NonModulating
Transition83

Concertos

Derived From:

Musical Era:

Horn, K. 495
(mm. 170)

Rondo

Classical

Flute, K. 313
(mm. 180-193)
Horn, K. 417
(mm. 112-126)
Horn, K. 495
(mm. 129-144)

Sonata

Classical

Additional
Thematic
Material
appearing in
Episode84

Flute, K. 314
Concerto Grosso
(mm.167-180)
Horn, K.417
(mm. 112-126)
Horn, K. 495
(mm. 129-142)
Clarinet
(mm. 208-222)
Development
Clarinet
Sonata
85
Section
(mm. 187-222)
Chart 15: Third Episode Additional Features
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Roeder, A History of the Concerto, 131.
Mathes, The Analysis of Musical Form, 155.
84
Green, Form in Tonal Music, 246.
85
Green, Form in Tonal Music, 230.
83

Baroque

Classical
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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 many different forms.
Roeder states regarding the last refrain: “A short version of the refrain leads to a coda.”86
Some of these refrains have a shortened statement of the original refrain; while others
restate the entire original refrain. Only two wind concertos have more than a short codetta
at the end. The structure of the final refrains in Mozart’s wind concertos can be seen in
chart 16.

86

Roeder, A History of the Concerto, 131.
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Concerto
Bassoon

Flute and Harp

Flute, K. 313

Flute, K. 314

Structure of Opening
Refrain
A1 (mm. 1-8)
A2 (mm. 9-12)
A1 (mm. 13-20)
A1 (mm. 1-15)
A2 (mm. 16-27)
A3 (mm.28-41)
A4 (mm.42-51)
Codetta(mm. 52-57)

A-1 (mm. 1-16)
Codetta 1(16-22)
Codetta 2 (22-28)
Codetta 3 (28-35)
A1 (mm.1-24)
A2 (mm. 24-32)
A3 (mm. 32-44)
Codetta(mm.44-55)

Structure of Last
Refrain
A1 (mm. 137-145)
Codetta (144-150)

Key

A2: second half of
the theme
(mm. 314-322)
A3 (322-336)
A4 (336-360)
A2: first half of
theme (361-367)
A1 (367-383)
Codetta (383-392)
A1 (mm. 241-256)
Codetta 4 (256-277)
Codetta 2 (277-283)
Codetta 3 (283-290)
A2 (mm. 205-213)
A3 (213-221)
A1 (221-232)
Codetta (232-244)
A3 (244-250)
Retransition
(251-256)
A1 (257-270)
Codetta (271-285)

Tonic (C Major)

Tonic (Bb Major)

Tonic (G Major)

Tonic (D Major)
Dominant (A Major)
Tonic (D Major)
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Concerto

Structure of Opening
Refrain
A1 (mm. 1-16)

Structure of Last
Refrain
Horn, K. 417
A1 (mm. 146-166)
Codetta (166-170)
Horn, K. 447
A1 (mm. 1-16)
A1 (mm. 155-170)
Closing Section
Second Orchestra
(mm. 16-33)
Ritornello (170-190)
Closing Section
Music (190-208)
Horn, K. 495
A1 (mm.1-16)
A1 (mm. 171-178)
Orchestral tutti based
on Opening theme
(178-189)
Development of A1
(190-197)
Final Codetta
(197-205)
Clarinet
A1 (mm. 1-16)
A1 (mm. 247-262)
A2 (mm. 16-24)
A2 (263-270)
A1 (mm. 24-31)
A1 (270-277)
A3 (mm. 31-50)
A3 (277-297)
Codetta(mm. 51-56)
Codetta Music
(297-301)
New Music
(301-322)
Development of A
(322-334)
A1 (334-346)
Codetta (346-353)
Chart 16: Final Refrains of Mozart’s Wind Concertos

Key
Tonic (Eb Major)
Tonic (Eb Major)

Tonic (Eb Major)

Tonic (A Major)

The Bassoon Concerto is the only wind concerto that faithfully follows Roeder’s
structure. The final refrain starts in measure 137 with an eight measure statement of the
thematic material. This is identical to the opening eight measures of the movement,
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 perfect authentic
cadence in the tonic key.
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The next type of final refrain that Mozart uses in his wind concertos is return of
the opening refrain in its entirety, plus a coda or a codetta of new or returning music. This
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 refrain also contains
previously heard transition material of the sixteenth note and eighth note figure from the
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 close off the work in the
tonic key.
The remaining two Horn Concertos have final refrains that are similar to the
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 thematic material is
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 orchestral ritornello.
These 12 measures of ritornello were seen previously in the first episode and again in the
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 to music
previously heard in the opening refrain in its closing section. This music concludes the
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 the original
opening 7 measures. An elision in measure 178 with an orchestral tutti starts the coda,
which is divided into three sections. The first section begins in measure 183, where the
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thematic material in the orchestral tutti which is based on the opening theme. This lasts
until measure 190 when the soloist continues the development on the original theme A1.
This development section is elided with the final codetta, the third section of the coda that
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 of the opening 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, A1, A3. The
thematic material is stated in the same voices as heard in the opening refrain. This is
followed in measure 297 by the first four measures of the codetta that ended the opening
refrain. New material appears in measures 301-322 and can be considered additional
development of A2. Development continues in measures 322-333, this time of theme A1.
In measures 334-346 A1 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 with a restatement 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 create a fourth codetta
in measures 256-277. He then concludes the movement with a restatement of codetta 2
followed by codetta 3.
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Another technique Mozart uses in the final refrain is the return of the refrain
thematic material, but presenting the sections of the refrain in a different order than
originally found. The first concerto in which this is seen is the Flute and Harp Concerto.
Its first refrain contained four thematic ideas and all return in the final refrain. This can
be seen in chart 17. Both refrains are in the tonic key. In contrast to the first refrain, the
final refrain presents some thematic material in the soloists’ parts.
First Refrain
A1 (mm. 1-16)
A2 (16-28)
A3 (28-42)
A4 (42-52)
Codetta (52-57)

Final Refrain
A2: second half of the theme (mm. 314-322)
A3 (322-336)
A4 (336-360)
A2: first half of theme (361-367)
A1 (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
A1 (mm. 1-24)
A2 (24-32)
A3 (32-36)
Codetta (36-55)

Final Refrain
A2 (mm. 205-213)
A3 (213-221)
A1 (221-232)
Codetta – based on mm. 45-48 (232-244)
A3 (244-250)
Retransition (251-256)
A1 (257-270)
Codetta – return 45-45 (271-285)
Chart 18: Comparison of Final and First Refrains of Flute Concerto K. 314
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COMPARISON TO PIANO CONCERTOS
Irving refers to Mozart’s Piano Concertos final refrains by stating the following:
…combines solo and tutti beyond the initial thematic statement, normally
concluding with the same material as had earlier concluded the opening refrain
and, as in the first-movement ‘ritornello’ structure, its long postponement acts as a
signal of imminent closure. The concluding refrain typically involves a certain
amount of adaption of either the material or its setting.87

This conclusion based on the analysis of the Piano Concertos can also be said of the wind
concertos, and seems to be more accurate then Roeder’s description. Mozart restates the
thematic material but also uses a certain amount of variation, such as adding in
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.

87

Irving, Mozart’s Piano Concertos, 86-87.
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CONCLUSION
Mozart’s concerto compositions began with a set of piano concertos that were
written between the years 1767 to 1772.88 Shortly 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 forms of the
finales to Mozart’s wind concertos can be seen in chart 19.
Concerto
Bassoon, K. 191
Flute and Harp, K. 299
Flute, K. 313
Flute, K. 314
Horn, K. 417
Horn, K. 447
Horn, K. 495
Clarinet, K. 622

Form
ABACABA
ABACABA
ABACABA
ABABA
ABACABA
ABACA
ABCABA
ABACABA

Year and Place Composed
1774 (Salzburg)
1778 (Paris)
1778 (Mannheim)
1778 (Mannheim)
1783 (Vienna)
1783 (Vienna)
1786 (Vienna)
1791 (Vienna)

Chart 19: Mozart’s Wind Concertos
Analysis of these concertos reveals that their finales do share a few common
characteristics. They all have a basic Rondo design with the return of all refrains in the
tonic key. The only slight variation on this rule is appearance of the third refrain of the
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 derived from the
first digression in the Concerto Grosso form. During this episode Mozart begins with new
thematic material, B1 in the tonic key, followed by transition music that modulates to the
dominant. These similarities can be seen in chart 20 by Green.
88

Irving, Mozart’s Piano Concerto, 17.
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Concerto Section

Concerto Grosso

Classical Rondo

Tutti /R1

A B C …..

Solo, tutti, Refrain 1

I

I

D (or A, B…..)

Solo

I–V

Episode I

Solo/S1

I-V
Chart 20: Green’s Comparison of Concerto Forms89
The first Flute Concerto contains a first episode that begins with a transition. This
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 typical Classical
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 own.90
Finally, the last characteristic shared by these concertos is found in the third
refrain which follows section C. Scholars agree that it is common to omit the third refrain
in the Classical Rondo form. Green writes, “the third refrain of the concerto rondo is
frequently omitted.”91 Roeder writes, “Refrain 3: This section is frequently omitted as is
the third ritornello in the concerto-sonata form.”92 Plantinga writes, “Among Mozart’s
various ‘deviations’ from the hypothetical model (of the Classical Rondo), a favorite of

89

Green, Form in Tonal Music, 246.
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Ibid, 243.
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Roeder, A History of the Concerto, 131.
90

88

his was the omission of the third ritornello from the pattern.”93 In 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 eight that omit this
refrain, and one concerto, the Clarinet Concerto, has a severely shortened appearance of
the refrain thematic material. Also, Mozart adds musical material in two of these
concertos, the Bassoon Concerto and the Flute and Harp Concerto that actually lengthens
the third refrain, as well as develops material to lengthen the refrain as in the fourth 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 and the Flute
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. This is similar to the
opening ritornello of the Baroque Concerto Grosso, where the soloists play along with the
orchestral parts for their instrument.94
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 returns. This characteristic
is common to Vivaldi’s concertos, in which he uses the second solo section, which is

93
94

Plantinga, Beethoven’s Concertos, 19.
Green, Form in Tonal Music, 227
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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 Classical model.95
Mozart also incorporates common thematic material throughout his finales in
different refrains or episodes similar to returns of the ritornello sections of the Concerto
Grosso form. 96 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 soloists’ entrance, B1.
This technique is also seen in the third Horn Concerto. The second orchestral ritornello
makes its initial appearance in the first episode, and then returns in the second episode
and the final refrain.
Mozart’s final wind concerto for clarinet by incorporates development sections in
the third refrain and final episode, similar to ideas championed by Ludwig van
Beethoven.97
Two compositional techniques that Mozart heard and used throughout his wind
concertos were elision and the 6-6 linear intervallic pattern. These two compositional
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 chord of the
next phrase.98 He also uses the 6-6 linear intervallic pattern to create an unstable or
transitory harmonic environment, before bringing the music back to harmonic stability. 99
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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 characteristics of several different
concerto forms. Mozart incorporated ideas from the French Rondeau, the Baroque
Concerto Grosso, and the Classical Sonata. His early concertos seem to favor earlier
forms and ideas, and his final concerto exemplifies a more advanced Classical form. In
reference to the Piano Concertos’ final movements, Irving makes a statement which can
also be seen as true in the wind concertos:
There is no such thing as a ‘standard’ Mozart rondo finale; although it is relatively
easy to understand the general outline of such finales in relation to one or other
model of alternating refrains and episodes (providing textural, thematic, and tonal
contrast), their detailed execution frequently departs from the ‘mould.’100
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 about these works as a
whole. Each Rondo can be appreciated for the common characteristics with others and
also for the unique qualities that it possesses.

100
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