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ABSTRACT 

 

The purpose of this study is in one part to observe the evolution of the wind octet 

genre and another to research the evolution of the bassoon’s role in this ensemble.  

Specifically the essential role of the two bassoons are revealed by showing that they are 

the only pair of instruments that remain intact in the wind octet ensemble from the time 

of Mozart to the time of Stravinsky.   Because of this, they provide the wind octet it’s 

characteristic sound. To illustrate these points, two significant wind octets were examined 

in detail:  The Serenade in Eb, K. 375 (1782) by Mozart and the Octet for Winds 

(1923/revised 1952) by Stravinsky. Despite the long time span between these two works, 

and the obvious changes in instrumentation, the Octet for Winds by Stravinsky could be 

called an evolved version of the earlier traditional wind octet. 

The research within illustrates how the writing for the bassoons changed and 

stayed the same as related to range, articulation, technical demands, interaction and 

blending, idiomatic features and role between the years of 1782 and 1923. Other octets 

that fall between these dates were examined to demonstrate this evolution. Also, in order 

to have a better understanding of the Serenade by Mozart and Octet for winds by 

Stravinsky, their symphonic works were analyzed to determine how each composer wrote 

for the bassoon in other genres and this is compared to the use of the bassoon in their 

octets. 
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CHAPTER ONE 

 
INTRODUCTION 

 

The purpose of this document is to reveal the bassoon’s essential role during the 

evolution of the wind octet.  The research contained within will illustrate how the writing 

for the bassoons underwent significant changes as related to range, articulation, technical 

demands, interaction and blending, idiomatic features and role as the wind octet evolved 

from the early harmoniemusik in the late eighteenth century to the twentieth century 

octet.  

  In addition, it will demonstrate that the two bassoons are a consistent component 

in the octet instrumentation and it is this bassoon presence that to a great degree gives the 

wind octet its characteristic sound. To illustrate these points, I will examine significant 

wind octets and focus on two of them:  The Serenade in Eb, K. 375 (1782) by Mozart and 

the Octet for Winds (1923/revised 1952) by Stravinsky. I will attempt to show that 

despite the long time span between these two works, and the obvious changes in 

instrumentation, the Octet for Winds by Stravinsky is merely an evolved version of the 

earlier traditional wind octet and has much in common with its earlier ancestor. 

The role of the bassoon in all ensembles changed significantly during the time 

period from 1782 to1952.  Its use primarily as an accompanimental bass voice in early 

works, with rare solo passages, evolved into a more versatile and expressive soloistic 

voice in works of the nineteenth and twentieth centuries.
1
 Specifically, I will look for 

changes and consistencies in range, articulation, lyricism, interaction and blending and 

                                                 
1
 William Waterhouse, “Bassoon” in The New Grove Dictionary of Music and Musicians, 2 ed. 
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idiomatic features, discuss the multifaceted role the instrument plays in the ensemble, and 

investigate the increased technical demands required of the instrument.  Also to be taken 

into account is the bassoon’s inherent ability to blend easily with other instruments as 

well as the possibilities that its great range provides the composer.  The two wind octets 

to be studied in detail include:  Serenade in Eb Major, K. 375, by Mozart, written in 1782 

and the Octet for Winds, by Stravinsky, written in 1923/revised by the composer in 1952. 

Additional works are briefly examined to support my thesis.  My examination of these 

works will show gradual changes as well as consistencies in the use of the bassoon from 

1782-1923. These additional pieces are: 

 *Octet in Eb, Op. 103 by Beethoven (1792)  

2 oboes, 2 clarinets, 2 horns, 2 bassoons 

 

*Octet in Eb Major by N. A. Hummel (1803) 

  2 oboes, 2 clarinets, 2 horns, 2 bassoons, contrabassoon 

 

 *Partitas (several Op.) by Franz Krommer (1810) 

  2 oboes, 2 clarinets, 2 horns, 2 bassoons, contrabassoon (optional) 

 

 *Octet in F, D. 72-Minuet and Finale, by Schubert (1813) 

  2 oboes, 2 clarinets, 2 horns, 2 bassoons, contrabassoon (optional) 

  

*Octet in Eb, Op. 156 by Franz Lachner (1850) 

1 flute, 1 oboe, 2 clarinets, 2 horns, 2 bassoons 

 

 *Ottetto in Eb Op. 71 by Theodore Gouvy (1882) 

  1 flute, 1 oboe, 2 clarinets, 2 horns 2 bassoons 

 

 *Octett in Bb. Op. 216 by Carl Reinecke (1892) 

  1 flute, 1 oboe, 2 clarinets, 2 horns, 2 bassoons 

  

 *Deuxieme Suite Pour Instruments a Vent, by T. Dubois (1898) 

  2 flutes, 1 oboe, 2 clarinets, 1 horn, 2 bassoons 
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CHAPTER TWO 

 

EARLY USE OF THE BASSOON IN ENSEMBLES 

 

 During the late 17
th

 century the new jointed bassoon began to replace the old one- 

piece dulcian.  This new instrument inspired composers with its increasingly beautiful 

tone and expressive qualities and it was included more often in the baroque symphony 

orchestra as the bass voice to the wind choir and to support and strengthen the lower 

strings.   

Ex. 1: The Water Music by Handel, Ouverture, mm. 1-3 

 

The bassoon was not usually written into the orchestral score as an independent 

part often because it doubled the low strings.  It usually played in the tutti sections and 

was absent in the senza sections.  Johann H. Schein (1586-1630) mentions the bassoon in 

the score only as ‘Basso, trombone o fagatto’.  
2
 

                                                 
2
 William Waterhouse, “Bassoon” in The New Grove Dictionary of Music and Musicians, 2

nd
 ed. 
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Bach however, used the wind section and the string section as two different choirs that 

was closer to the classical symphony. Therefore, in passages that feature the wind choir, 

the bassoon carries the bass line by itself.  

 Ex. 2: Brandenburg Concerto No. 1 in F Major by J. S. Bach, Mvt. I mm. 4 - 7 

  

The bassoon’s voice as a doubling of the continuo part persisted until the time of 

Haydn and Mozart, when the bassoon began to gain more independence.    

 Chamber music for the bassoon written during the baroque period includes trio 

sonatas by Teleman, Handel, C.P.E. Bach, and Zelenka.  The Zelenka trios (c.1721-23), 

written for two oboes, bassoon, and harpsichord, show outstanding and challenging 

writing for the bassoon.  In these sonatas the bassoon supports the left-hand of the 

harpsichord part, a challenge technically and from the aspect of endurance.  However, 

there are occasions where the bassoon becomes independent and soloistic.  The bassoon 
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at this time had three to four keys, the fourth being the G# key for the right hand, which 

finally determined the way the bassoon would be held, with the left hand on the top and 

the right hand on the bottom. 
3
 

Chamber music at this time consisted of large wind ensembles that were modeled 

after a twelve-member group from the court of Louis the XIV called Les Grands 

Hautbois, and consisted solely of oboes and bassoons.  It existed from 1680-1730.  This 

ensemble was imitated in courts all over Europe showing a strong influence of the 

French.  At the beginning of the 18
th

 century horns were added into this group creating 

the precursor of the early Harmoniemusik grouping of the Classical period (2 ob, 2 bsn, 2 

hrns).
4
 

The Classical symphony of the mid- eighteenth century usually included two 

bassoons and their parts were now written independently into the score.  Also, the first 

bassoon often had more exposed solo passages than before as is seen in the later 

symphonies of Mozart and all of the Beethoven symphonies.  

 

 

 

 

 

 

 

                                                 
3
 Ibid 

4
 David Whitwell, The Baroque Wind Band and Wind Ensemble (Northridge, CA:  Winds, 1983). 
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Ex. 3: Symphony No. 39 in Eb by Mozart, Mvt. II, mm. 60-70 

 

By 1756, most bassoons had five keys and by 1787, seven.  A major development 

in the construction of the bassoon was the addition of speaker (flicking) keys. It was not 

until about 1810 that bassoons with six keys and two additional speaker keys were 

standard.  These keys were located on the wing joint for the left thumb and made it 

possible to produce the notes a1 and above. Before these keys were added, composers 
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were hesitant about writing above g1.
5
  This is true for Mozart and Haydn, who 

frequently wrote passages that utilized the g1, though rarely higher.  (See Appendix A-  

Octave Designation)  

Haydn (1732-1809) both before and after Mozart, wrote for the bassoons and all 

the winds with great understanding. In his later works he often used the bassoon as a 

tenor or alto instrument while almost disregarding its lower register. For instance, in his 

Symphony No. 85, La Reine, although the bassoon doubles the lower strings for a large 

portion of the work, there are several measures where the composer uses the higher 

register of the instrument to double the violins and at times the violas.  (See Ex. 4 and 5) 

Ex. 4: Symphony No. 85 by Haydn, Mvt. I, mm. 102 - 107 

 

 

                                                 
5
 Waterhouse, “Bassoon,” 286. 



                                                                                                                                            

 

17 

 

Ex. 5: Symphony No. 85 by Haydn, Mvt. I, mm. 160 - 169 

 

 

 The popular art form known as Harmoniemusik was formed in the late eighteenth 

century Germany.
6
 This chamber music grouping will be discussed in detail in the 

following chapter. 

 

 

 

 

 

 

 

 

 

 

                                                 
6
 David Whitwell, The Baroque Wind Band and Wind Ensemble ( Northridge, CA.:  Winds, 1983). 
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CHAPTER THREE 

 

HARMONIEMUSIK 

 

Harmoniemusik was a very popular instrumental art form in the late eighteenth 

century in Vienna.  This ensemble usually included eight wind instruments played with 

great skill.  There were pairs of oboes, clarinets, horns, and bassoons.   

In the series of articles “The Incredible Vienna Octet School”, author David 

Whitwell relates details concerning the evolution of the harmoniemusik ensemble.    

…these ensembles existed primarily to perform concerts and served no 

functional, military, or entertainment purpose…these octets and their 

concerts were an important part of the musical life of the culturally elite.
6
 

 

Whitwell states that the octet as a serious concert medium started during the reign 

of Kaiser Joseph, which began in 1780.  The original octet grouping was two oboes, two 

English horns, two horns and two bassoons.  Many of the earliest court octets used two 

English horns instead of clarinets due to lack of instruments and proficient clarinet 

players. 

There is sufficient evidence to suggest that Kaiser Joseph organized the first real 

concert octet in perhaps late 1781 or 1782.  There is no doubt that the original 

octet consisted of two oboes, two English horns, two horns, and two bassoons.7 

 

 It wasn’t until c.1782-4 that two clarinets completely replaced the English horns 

in the octet, influenced in no small part by the famous virtuoso clarinetists, the Stadler 

brothers.   

                                                 
6
 David Whitwell,  “The Incredible Vienna Octet School,” The Instrumentalist (October 1969):   

32. 
7
 Whitwell, “The Incredible Vienna Octet School,” 33. 
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Other instruments were sometimes added to the octet, such as the contra bassoon, 

trombone or trumpet; however, these were always non-essential parts and composers as 

well as arrangers were careful to preserve the basic octet scoring.
8
   

Kaiser Joseph’s harmonie was not the first wind band to be established in Vienna; 

such ensembles had already been in existence for two hundred years, although in earlier 

times brass instruments, as well as cornets, pommers, and crumhorns were preferred.  By 

the late eighteenth century in Vienna, the term harmonie was used to refer to an ensemble 

consisting of eight wind instruments.
9
 

In the early harmoniemusik (mid eighteenth century), the group often had five to 

six instruments. 

The nucleus of the Harmonie was a pair of horns and bassoons and above a 

pair of treble instruments, usually oboes or clarinets.  By the 1780’s it was 

standard to employ both oboes and clarinets in an octet Harmonie.
10

 

 

The octet grouping is considered the “full harmonie” ensemble, however it was 

often smaller or larger depending on many factors. 

The size of a harmonie…. depended on many factors, principally historical, 

geographical and economic.  Historically, in common with most other 

things, their size tended to grow; thus an average harmonie numbered five or 

six in the 1770’s, eight or nine in the 1780’s and 1790’s, and those that 

remained past the first decade of the nineteenth century sometimes consisted 

of twelve players.  The geographical factor was that different traditions 

prevailed in different regions:  thus all French harmonien seem to have 

consisted of six players, two each on clarinet, bassoon, and horn, while the 

majority of the Viennese aristocracy retained what came to be known as the 

‘full harmonie’ consisting of pairs of oboes, clarinets, horns, and bassoons.  

                                                 
8
 David Whitwell, “The Incredible Vienna Octet School, Part I-The Work of Johann 

Wendt” The Instrumentalist 24 ( October 1969):  31. 
9
Whitwell, 32. 

. 
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The economic factor was simply that no one retained a harmonie, which was 

larger than he could afford.
11

 
 

 Many courts followed Kaiser Joseph in acquiring their own Harmonie ensemble.  

These included the courts of Prince Esterhazy, Prince Liechtenstein and Maximilian 

Franz in Germany for whom Beethoven wrote Harmoniemusik.  This medium became 

known as the “Classical Octet” during the time of Mozart in Vienna.
12

 

 Often instrumentalist within the octet wrote both original compositions 

and transcribed full-length operas.  These transcribed works familiarized the common 

people with opera as well as entertained the upper class with the tune of their favorite 

arias.  Sometimes well-known composers would arrange their own works as well. One of 

the earliest of these opera arrangements for wind octet was by Mozart in 1782.  It has 

been argued that he arranged his own opera Die Entführung aus dem Serail [The 

Abduction from the Seraglio] K. 384.  However it is attributed to Johann Wendt in the 

next example. (See. Ex. 6) 

 

 

 

 

 

 

                                                 
11

 Roger Hellyer.  “Harmoniemusik:  Music for Small Wind Band in the Late Eighteenth and Early 

Nineteenth Centuires,”  (Ph.D. Dissertation, University of Oxford, 1973), 41, 228. 
12

 David Whitwell, The Baroque Wind Band and Wind Ensemble, Vol. 3 (Northridge, CA. Winds) 

1.  
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Ex. 6:  The Abduction from the Seraglio by Mozart, arr. Wendt 

Overture, mm. 96-104 

 

Other instruments were sometimes added to the octet, such as the contra-bassoon, 

trombone or trumpet, however, these were always non- essential parts and arrangers were 

always careful to preserve the basic octet scoring.  Whitwell’s articles provide a list of 

surviving opera transcriptions, and also discuss the proof that Mozart actually arranged 

his own opera for wind octet. In addition, Beethoven’s contributions to the Vienna Octet 

School and other instrumentalists’ contributions to the wind octet literature is mentioned. 

 

 

 

 

 



                                                                                                                                            

 

22 

 

Here is an example of an arrangement for the harmoniemusik ensemble by a 

composer named Joseph Heidenreich (1753-1821), who arranged the opera The Magic 

Flute. 

 

Ex. 7:  The Magic Flute by Mozart, arr. Heidenreich 

From Act II, Ein Madchen oder Weibchen Wunscht Papageno Sich! 

mm. 19-36 
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CHAPTER FOUR 

MOZART’S USE OF THE BASSOON 

 Mozart had a special relationship with many wind players and he wrote for the 

wind section of the orchestra in a very characteristic way.  Numerous compositions were 

written for friends that played these instruments; for example, the Concerto in Bb for 

bassoon, K. 191, was written for his friend Thaddaus Freiherr von Durniz.
13

   

 In symphonic works, its range allowed him to write passages where the bassoon 

acted as a bass voice and others where it assumed the role of the melody and a true solo 

voice.  The bassoon’s blending capabilities allowed Mozart to write passages where it 

would harmonize well with other instruments. On the other hand, this instrument’s 

flexibility permitted the composer to write fast virtuosic sections.  In order to have a 

better understanding of Mozart’s use of the bassoon in his wind octets, it is important to 

examine the use of this instrument in his orchestral works such as symphonies, concertos, 

operas, etc.  In these works he takes advantage of the different capabilities of the bassoon.  

Mozart however, did not use the bassoon in his early symphonies and piano 

concertos.  The bassoon did not make its first appearance in the symphonic score until 

1773 in Symphony No. 25 and 26. 

 

 

 

                                                 
13

 Wolfgang Amadeus Mozart, Concerto in Bb Major for Bassoon and Orchestra K.  191, ed. 

Franz Giegling (London and New York:  Barenreiter, 1986.)  
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Range 

As stated earlier, due to the bassoon’s key work and the difficulty of producing 

high notes clearly, composers did not typically write above g1 for the bassoon at this 

time. (See Appendix Ex. 1) Mozart was however quite fond of composing for the 

bassoon in this upper register.  He frequently used g1 as a climatic note and f1 as a 

prominent and expressive note.   

Ex. 8:  Abduction from Seraglio mm. 34-39 

Constanze! Constanze! dich wieder zu sehen 
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Articulation 

Throughout history, the bassoon is frequently called upon to produce staccato or 

detached passages. It has become a typical characteristic of the bassoon sound. The 

nature of the double reed allows the performer to execute staccato for a prolonged time 

with relative ease and precision, as opposed to other instruments such as the clarinet for 

which extended rapid staccato passages are more taxing.  This is due to the size of the 

reed, which is small enough to allow the tongue to bounce off of it rapidly, allowing for 

double tonguing (or a perfected single tongue).  In addition to this, the resonant quality of 

the instrument, especially in the lower and middle registers provide clarity in definition of 

the detached articulations.  

Ex. 9:  The Magic Flute, Overture, mm. 30-36 
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Lyricism 

 The bassoon is often considered a comical instrument, but when played legato in 

the mid to high register it can produce a most beautiful cantabile sound which is 

considered to be close to the human voice.  Mozart writes very operatically for the 

bassoon as seen in the second movement of the Bassoon Concerto, K. 191.    

Ex. 10:  Concerto in Bb Major, K. 191 Mvt. II, mm. 6-10 
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Unlike a vocal aria however, the bassoon can cover a wider range creating a more 

dramatic effect.   

Ex. 11:  Concerto in Bb Major, K. 191 Mvt. II mm. 34-36 

 

Interaction and Blending 

The bassoon’s more gradual expansion (flair) of the conical bore allows for the 

lack of the piercing sound found in other double reeds such as the oboes. Rich in 

harmonics, the bassoon is characterized by a warm and melodious color, especially in the 

middle register. When playing in unison with brighter instruments, the bassoon confers a 

mellower sound to the ensemble. In the Concerto for Piano No. 23 K. 488, Mozart for 

instance, the first bassoon plays the melody with the first violins in the second theme of 

the orchestral exposition (mm.38-46).  Often, in sonata form, the second theme is given a 

warmer, lyrical sound than the first theme. In this case, after the violins have played the 

first phrase of the second theme with a piano dynamic, the first bassoon joins in the 

second phrase, while the flute enters three bars later.  The intention of Mozart in this 
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passage is to build up to the closing theme, which is more intense, maintaining the 

warmth of the theme. Consequently, the bassoon adds intensity to the second phrase of 

the theme while bringing balance to the bright timbres of the violins and flute.  

Ex. 12: Concerto for Piano, No. 23, K.488 by Mozart, Mvt. I, mm. 37-45 
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Technical Demands 

 Mozart often wrote technically demanding passages for the bassoon utilizing fast- 

articulated arpeggios that are made more difficult by complicated fingerings. 

 Ex. 13:  Concerto in Bb Major, K. 191, Mvt I, mm. 112-116 

 

Idiomatic Features 

The writing in the classical period is characterized by the employment of certain 

music idioms or compositional techniques such as the Alberti bass, cadential trills, two-

note slurs, etc. These characteristics are reflected in the writing for the bassoon in 

Mozart’s orchestral and chamber works. Therefore a variety of idioms that are trademark 

of both the instrument and the stylistic period can be found in his symphonies, concertos, 

operas, and chamber music. Some of these idioms are found in Mozart’s Serenade K. 375 

and they are essential in providing a characteristic sound to the piece.  

One of these distinctive idioms is the repeated upward or downward interval. This 

is a characteristic accompaniment usually found in the string section of orchestral pieces 

and is typically doubled by the bassoons. It provides rhythmic drive to the section and at 
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the same time outlines the harmonic structure. The upward intervals are commonly 

utilized in faster tempos. 

Ex. 14:  Symphony No. 40, in G minor by Mozart, Mvt. I, mm. 211 – 216,  

 

On the other hand, downward intervals are often played detached at a moderately fast 

tempo and are more characteristic of the bassoon language. They are usually built over a 

tonic or dominant pedal. The third movement of the Symphony No. 38 by Mozart contains 

an interesting brief passage with this type of figure. The exposition features the first 

bassoon in the dominant key and later on this passage is restated in the tonic by both 

bassoons at the octave.   
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Ex. 15: Symphony No. 38 by Mozart, Mvt. III. mm. 70 - 78 

 

Ex. 16:  Symphony No. 38 by Mozart, Mvt. III, mm. 285 - 292 
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In wind ensembles, this figure is a trait of the bassoon idiom and can be found in a 

number of works including the Serenade K. 375 by Mozart, Octet op. 103, by Beethoven, 

Partita op. 67 by Krommer, and Partita in E-flat by Hummel, among many others. 

Another trademark of the bassoon in chamber and orchestral pieces is the use of 

repeated notes during an entire passage. These repeated notes are a rhythmic expansion of 

a tonic or dominant pedal. This technique seems to have evolved from the writing for 

lower strings and adopted by the bassoon, which often reinforces the bass line in 

orchestral works. The excerpts taken from Mozart’s Symphony No. 39 in E-flat show the 

figures in the contrabass alone and a later passage where the bassoon doubles the lower 

strings. 

Ex. 17:  Symphony No. 39 by Mozart, Mvt. I, mm. 95 –101 
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Ex. 18:  Symphony No. 39 by Mozart, Mvt. I, mm. 240 - 245 

 

This figure can also be executed by the bassoon at a rather fast tempo as is the case of the 

Overture to The Marriage of Figaro by Mozart, which preferably requires a double- 

tonguing technique.  (See Ex. 19) 
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Ex. 19:  The Marriage of Figaro by Mozart, Overture, mm. 7 - 17 

 

Another compositional technique that is a trademark in the writing for bassoon is 

the use of broken octaves. This is a technique frequently used in the classical era to 

highlight a walking bass-line.  
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Ex. 20:  Concerto for Piano, No.24, K. 491, Mvt. I, by Mozart, mm. 170 - 175 

 

This compositional technique is rather a pianistic device, however, the ability of 

the bassoon to leap from one register to another with relative ease, allows the composer 

to write these types of passages. Broken octaves can be found in Mozart’s Serenades K. 

388 and 375 as well as Beethoven’s Octet op. 103. 
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Finally, Mozart often employed two bassoons to carry out technically difficult 

passages where rhythmic precision is absolutely necessary.     

Ex. 21:  Concerto for Piano, No. 23, Mvt. III mm. 29-33 

 

          We will see this technique again in many other works including the Octet for 

Winds by Stravinsky. 
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CHAPTER FIVE 

 

THE SERENADE IN Eb MAJOR BY MOZART 

 

Mozart was a prolific composer of chamber music for winds. He composed three 

wind serenades and seven wind divertimenti that include bassoon. Only two of these 

works belong to the standard wind octet genre; the Serenade in Eb Major, K.375 and 

Serenade in C Minor, K. 388.  The title divertimento was found especially in the second 

half of the eighteenth century in Austria and referred to a wide variety of secular 

instrumental works for chamber ensemble or soloist.  In the period ca. 1750-80, the term 

was applied both to lighter entertainment music of an occasional nature and to more 

serious genres such as the string quartet and keyboard sonata.  The divertimento often has 

four movements that follow a fast-slow-minuet-fast pattern.
14

  The title serenade was 

usually intended for performance in the evening and was more complex than the 

divertimento in its form.  Serenades were often commissioned for specific occasions.   

The overall form follows the standard fast-slow-fast pattern of classical instrumental 

music to which is added marches, minuets, and often movements featuring one or more 

soloists.
 16

 

The first piece examined chronologically is the Serenade in Eb K. 375. This work was 

published in two versions.  The first is a sextet for two clarinets, two bassoons, and two 

horns and was written for St. Theresa’s Day on October 15, 1781.  An octet version was 

arranged the following summer of 1782 for a wind group that needed a piece in a hurry.  

                                                 
14

 Eugene K. Wolf, “Divertimento,” The New Harvard Dictionary of Music,” ed. Don Michael 

Randel (Cambridge Massachusetts, 1986), 235. 

 
16

 Eugene K. Wolf, “Serenade,” The New Harvard Dictionary of Music, ed. Don Michael Randel 

(Cambridge Massachusettes, 1986) 741. 
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Instead of writing a new composition Mozart simply added oboes to the score in the 

minuet and trios and completely rewrote the other three mvts adding the new instruments. 

Key Selection 

When writing for wind octet, composers throughout history seem to have 

preferred to write in the following keys; F major, Bb major and Eb major (or its relative 

minor c), with the latter the most common. There are very few exceptions such as the 

Partitia in C Major, Op. 76 by Franz Krommer.   Although it may seem ambitious to state 

that the physical characteristics of the bassoon dictated the selection of the key in wind 

octet music, many different facts point toward this statement.  

It seems possible that the bassoon played an important role in the selection of the 

keys in all of Mozart’s wind serenades and divertimenti.  With the exception of the four 

serenades that include trumpets and strings, all of the wind divertimenti and wind 

serenades that include a pair of bassoons are in the keys of Bb, Eb, F, and c minor.  In all 

these keys, Bb is an important note, thus allowing the composer to make use of the lowest 

note on the bassoon (BBb) in significant structural places.  Mozart chose to use this note 

in four out of the seven divertimenti and two out of the three serenades listed below.  

These particular pieces are marked with an *. 

Wind Serenades 

 (1781-2) Serenade in Eb, K. 375, 2 oboes, 2 clarinets, 2 bassoons, and 2 horns * 

(1782-3) Serenade in C Minor, K 388, 2 oboes, 2 clarinets, 2 bassoons, 2 horns  
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(1783-4) Serenade in Bb, K. 361, 2 oboes, 2 clarinets, 2 basset-horns, 2 bassoons, 

   4 horns, double bass * 

Wind Divertimenti 

 (1773) Divertimento in Bb, K. 186, 2 oboes, 2 clarinets, 2 English horns, 2 horns,    

                       2 bassoons * 

 (1773) Divertimento in Eb, K. 166, 2 oboes, 2 clarinets, 2 English horns, 2 horns, 

  2 bassoons 

 (1775) Divertimento in F, K. 213, 2 oboes, 2 bassoons, 2 horns 

 (1776) Divertimento in Bb, K. 240, 2 oboes, 2 bassoons, 2 horns * 

 (1776) Divertimento in Eb, K. 252, 2 oboes, 2 bassoons, 2 horns * 

 (1776) Divertimento in F, K. 253, 2 oboes, 2 bassoons, 2 horns* 

 (1777) Divertimento in Bb, K. 270, 2 oboes, 2 bassoons, 2 horns 

Although the bassoon of this period could produce the BBb, it lacked the BB 

natural and C# (or Db) notes until at least 1780. Taking into account that the bassoon is 

generally the bass voice, the lack of these notes would have represented a problem for 

composers attempting to write in sharp keys or keys with four flats or more. Also, by 

writing in sharp keys the composer eliminates almost by default the use of the lowest two 

notes of the bassoon BBb and C. The keys of F, Bb and Eb however, allowed the 

composer to make use of these lower notes and take advantage of their rich and sonorous 

characteristics. Furthermore, because BBb is a particularly resonant note (and thus dearly 

regarded by bassoonists), composers used this note in important structural places to 

highlight its significance. For instance in Mozart’s Serenade in Eb, K. 375 the second 
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bassoon plays a BBb in measure 112 of the Allegro maestoso. This note functions as the 

root of the dominant seventh chord that leads into the recapitulation.  

Ex. 22:  Serenade in Eb, K. 375 by Mozart, Mvt. I, mm. 107 – 113. 

 

One may argue that the Bb clarinet could also dictate the use of flat keys. 

However, looking at Mozart’s Divertimenti K. 213, 240, 252, 253 and 270 we can 

observe the use of all three mentioned keys, and the instrumentation does not include 

clarinets. Another reason for believing that the bassoon plays a more crucial role than the 

clarinets in deciding the key is that when composers wrote pieces in sharp keys that 

require clarinet, they simply used the A clarinet, an instrument regarded by many to have 

a more beautiful tone than the Bb clarinet.  In point of fact Mozart chose the A clarinet 

for his Concerto and Quintet, K. 581, but he never attempted to write a piece for wind 

ensemble that included this instrument. 
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Range 

The octet configuration allowed Mozart to maintain the bass in one of the 

bassoons, while the other plays a melodic line in a higher register. Here he uses the 

higher register of the first bassoon to harmonize with the first clarinet.   Mozart does not 

go above g1 in this piece.  

Ex. 23:  Serenade in Eb, K. 375, Mvt I, mm. 187-190 

 

Articulation 

 There are different ways in which composers make use of the bassoon’s qualities 

to generate a detached articulation. One of the compositional techniques used by Mozart 

to produce an energetic, quasi march-like effect is alternation between eighth-note and 

eighth-rest.  
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Ex. 24:  Serenade in Eb, K. 375, Mvt. I, mm.1-6 

 

Lyricism  

As seen in his bassoon concerto, Mozart writes very operatically for the bassoon 

in the higher register.  If we look at an excerpt from two of his most famous arias, Voi 

che Sapete from the Marriage of Figaro and Dies Bildnis from the Magic Flute one can 

see the similarities.  The beginning of the first excerpt and the ending of the second are 

identical to the passage from the Serenade, an operatic duet between the clarinet and the 

bassoon.  (See examples 25, 26, and 27) 
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Ex. 25:  Marriage of Figaro, Act II, Voi Che Sapete 
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Ex. 26:  The Magic Flute, Act I Dies Bildnus 
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Ex. 27:  Serenade in Eb, K. 375, Mvt. III, mm. 24-37 
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Technical Demands 

 

 Fast arpeggios in the finale require the use of double tonguing or a fast single 

tongue technique.  The use of Ab and Db also contribute to the challenge due to more 

complicated fingerings and response issues.  

Ex. 28:  Serenade in Eb, K. 375, Finale, mm. 95-102 

 

 

Interaction/ Blending 

Mozart revealed in his orchestral works that he was particularly fond of the 

bassoon. As Will Jensen states it “It’s tonal character, its marvelous tone color, its very 

different color scale and flexibility in playing, make it an ideal instrument to compose for 

in an expressive, lyrical style.”
17

  Indeed, Mozart frequently wrote passages that featured 

the expressive and technical capabilities of the instrument. In harmonically supportive 

                                                 
17

 Will Jensen, The Bassoon:  Its History, Construction, Makers, Players, and Music, 5 vol.  (Buren:  Frits 

Knuf, 1978), 2:  865. 
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roles, the bassoon always functions as the bass voice except in very rare cases. The octet 

configuration however, allows the composer to maintain the bass voice in one of the 

bassoons, while the other plays a melodic line in a higher register.  In the opening bars of 

the Serenade in Eb the first bassoon plays a counterpart to the dotted rhythm melody 

played by the clarinets (mm. 6 – 10). Mozart wrote this countermelody in the high 

register of the instrument.  This effect allows the counterpoint between first clarinet and 

first bassoon to be distinct from the horns and second clarinet, which are filling in the 

harmony.  In measures 8 and 9 the horns and second clarinet play lower than the first 

bassoon bringing out its countermelody even more.  (See Ex. 29) 
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Ex. 29: Serenade in Eb, K. 375 by Mozart, Mvt. I, mm. 1 – 13 

 

 

In 1828, a series of articles dealing with instrumentation was published in the 

Allgemeine Musikalische Zeitung. The series was signed by an unknown author with his 

initials B. L. and with regard to the bassoon, he writes: 

The most tolerant of all wind instruments; whilst oboe and flute, oboe and 

clarinet, flute and clarinet do not harmonize well in all combinations, the 

kindhearted bassoon lives with them all, also with the horns, in the best of 

understanding.
18

 

 

 

                                                 
18

 Ibid 



                                                                                                                                            

 

49 

 

Mozart seems to particularly favor the affinity between the middle register of the 

clarinet and the middle register of the bassoon. He shows this by writing parallel thirds, 

sixths and octaves between these instruments frequently throughout the entire work. 

 

Ex. 30: Serenade in Eb by Mozart, Mvt. III, mm. 9 – 15. 

 
 

 

In the same way, in the Serenade in Eb, Mozart writes passages featuring parallel 

thirds between the two bassoons, bassoon and horn, and bassoon and oboe. On the other 

hand, parallel thirds or sixths rarely occur between oboe and clarinet or clarinet and horn, 

and parallel tenths between horn and oboe only occur for two beats in measure twenty of 

the third movement. This demonstrates that Mozart acknowledges the bassoon’s ability to 

blend well with the other wind instruments. 
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Idiomatic Features  

Another instance where we can observe the affinity between bassoon and clarinet 

is in measures 198 – 201. This passage of the recapitulation reprises in the tonic key 

measures 76 – 80, which were in the dominant key. The original passage in the earlier 

measures consists of an ascending scale played by the second bassoon answered by a 

descending figure played by the first bassoon. When executed correctly, the sixteenth-

note passages seem to be played by a single bassoon. This technique was seen earlier 

(See Ex. 20), and will be seen in the Octet by Stravinsky.   

Ex. 31:  Serenade in Eb, by Mozart, Mvt. I, mm. 77 - 79 

 

 
 

In the later occurrence of this passage the upward transposition to the tonic key 

makes it awkward for the first bassoon to perform this passage, thus the second clarinet 

bears the task that was carried by the first bassoon and the first bassoon covers the 

passage initially played by the second bassoon. The result is very similar to the first; the 
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clarinet is heard as a continuation of the bassoon without disrupting the original idea 

presented in the exposition.  

 

Ex. 32:  Serenade in Eb, by Mozart, Mvt. I, mm. 198-200 

 
 

Formal Analysis 

Movement I: Allegro maestoso 

Sonata Form 

 

Exposition 

A            Transition   B            Closing T.   Codetta 

1 - 24     25 - 48       49 - 66   67 - 84       85 - 88 

Eb:                             Bb:      

 

Development 

89 -  94  95 -  98  99 - 100  101 - 107  108 - 112 

Eb:         ab:          em:          cm:            Eb: 

 

Recapitulation 

A                Transition (new tune)  B                 Closing T.   Codetta      Coda 

113 - 150   151 - 170                     172 - 187   189 - 206     207 - 210  211 - 238 

Eb: 
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Movement II: Menuetto 

Menuetto and trio 

 

Menuetto 

A      :||   B           A        :||    

1 - 8       9 - 20   21 - 28 

Eb:         Bb:       Eb:  

 

Trio 

A                     :||  B                      :||  Menuetto da capo 

29 - 32  33 - 40    41 - 50  51 - 74 

cm:        gm:         Eb:        cm:        

 

Movement III: Adagio 

Sonata Form without a development 

 

Exposition 

A           Transition   B              C              Closing T.    Codetta    Retransition 

1 - 15    13 - 15       16 -  25    26 -  33      34 -37          38  -  44       45- 47  

Eb:                            Bb: 

 

Recapitulation 

A             B            Codetta   Coda 

48 - 59    60 - 74   75 - 79   80 - 90 

Eb: 

 

Movement IV: Menuetto 

Menuetto and trio 

 

Menuetto 

A                :||   B                          A        :||    

1 - 6  7 - 12     13 - 16   17 - 21  22 - 33 

Eb:     Bb:         fm::        Eb: 

 

Trio 

A          :||  B          :||  Menuetto da capo 

34 - 41      42 - 49 

Ab:         
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Movement V: Finale: Allegro 

Sonata Rondo 

 

A                           B                                   A                           C 

a       :||  b       :||                   Retransition    a            b                           Retransition 

1 - 8     9 - 16       17 - 39   40 -57            58 - 64  65 - 73   74 - 93  94 - 109 

Eb:                         Bb:                                Eb:                       cm: 

 

B                  A                                    Coda 

                     a                b               

110 - 162    163 - 171  172 - 179     180 - 217 

Eb: 
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CHAPTER SIX 

 
WIND OCTETS DURING THE TRANSITION FROM THE CLASSICAL TO THE 

ROMANTIC PERIOD 

 

Other significant octets of the Classical period include:  

 

*Octet in Eb, Op. 103 by Beethoven (1792)  

2 oboes, 2 clarinets, 2 horns, 2 bassoons 

 

*Octet in Eb by N. A. Hummel (1803) 

  2 oboes, 2 clarinets, 2 horns, 2 bassoons, contrabassoon (optional) 

 

 *Partita in Eb, Op. 79 by Franz Krommer (1810) 

  2 oboes, 2 clarinets, 2 horns, 2 bassoons, contrabassoon (optional) 

 *Octet in F, D. 72-Minuet and Finale, by Schubert (1813) 

  2 oboes, 2 clarinets, 2 horns, 2 bassoons, contrabassoon (optional) 

  

All of these octets show the same characteristics analyzed in Mozart’s Serenade in 

Eb. That is, all of them are in the keys of Eb, F or Bb, make use of the lowest note on the 

bassoon (BBb) quite prominently and they display the different idiomatic features 

discussed earlier.  

These octets are consistent with previous octets in the way the pair of bassoons 

are utilized. Important differences to be noted in this period are the use of the low B 

natural and low C# which had become standard, giving the composers more room 

harmonically, although still within the keys of Bb and Eb, and the expansion of the 

bassoon range up to bb1.  In addition is the substitution of one flute for one oboe, which 

at this time had undergone significant changes earning a place in the wind ensemble, 

foreshadowing Stravinsky’s Octet instrumentation.    
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  One of these typical characteristics found in virtually every composer’s music 

after Mozart is the use of detached passages.  This trait looks back to the bassoon’s role 

in doubling the low strings and can be compared to the détaché bowing technique. The 

following examples taken from Krommer’s Partitas illustrate this trait well. 

Ex. 33:  Octet-Partita, Op. 69 by Krommer, Mvt. I, mm. 53-58 

 

Ex. 34:  Octet-Partita, Op. 57 by Krommer, Mvt. I, mm. 87-96 
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As demonstrated earlier, composers frequently use the higher range of the bassoon to 

write lyrical passages. In the following example, however, Beethoven writes the lyrical 

theme in the low-mid range of the instrument. 

 

Ex. 35:  Octet in Eb Major Op. 103, by Beethoven, Mvt. II, mm. 62-66 

 

 
 

 

As seen in Mozart’s Bassoon Concerto K. 191, the ability of the instrument to 

execute wide interval leaps allows the composer to write passages that give the illusion of 

having two different voices in opposite registers. Although this compositional technique 

was standard in the writing for solo bassoon since the time of Vivaldi’s bassoon concerti, 

it is not found in the octet configuration until Hummel’s Octet. Stravinsky used this 

technique in his Octet for Winds seen later in this document. 
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Ex. 36:  Octet-Partita by Hummel, Mvt. I, mm. 138-142 

 
 

 

Ex. 37:  Minuet and Finale in F Major by Schubert 

Finale, mm. 187-195 

 

 
 

It is important to take notice that in addition to his Octet, Schubert wrote a work 

called Eine Kleine Trauermusik, which is significant to this topic due to its 

instrumentation. It consists of two clarinets, two bassoons and contrabassoon, two horns 
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and two trombones. This shows an early attempt to include trombones in an octet 

configuration foreshadowing Stravinsky’s Octet instrumentation 

Ex. 38: Eine Kleine Trauermusik by Schubert, mm. 24 - 31 
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CHAPTER SEVEN 

WIND OCTETS OF THE NINETEENTH CENTURY 

The interest for composing for the wind octet media decreased considerably 

during the romantic era due in part to the general move of composers to write for 

expanded ensembles such as the chamber and symphony orchestras.  This expansion 

produced works such as the serenades by Dvorak (1878) and Strauss (1881) written for 

twelve and thirteen instruments. However, there were a few composers that did write for 

wind octet during this period. Some of these works possess musical value that should be 

noted and that give insight into the development of the wind octet.  

A few of these works include:  

*Octet Op. 156 by Franz Lachner (1850) 

  1 flute, 1 oboe, 2 clarinets, 2 horns, 2 bassoons  

 

*Ottetto Op. 71 by Théodore Gouvy (1882) 

  1 flute, 1 oboe, 2 clarinets, 2 horns, 2 bassoons  

 

*Octett Op. 216 by Carl H. Reinecke (1892) 

  1 flute, 1 oboe, 2 clarinets, 2 horns, 2 bassoons 

 

 *Suite for Winds, No. 1 and No. 2 by Theodor Dubois (1898) 

  2 flutes, 1 oboe, 2 clarinets, 1 horn, 2 bassoons 

 

Franz Lachner was born on April 2, 1803, at Rain am Lech, in Bavaria, Germany 

and died in München on January 20, 1890. His music was highly influenced by Ludwig 

van Beethoven and Franz Schubert, the latter of whom became a close friend. Despite the 

fact that this piece is seldom performed, his Octet for Wind Instruments in B-flat major, 
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Op.156, published in 1850 is a substantial work.
15

 Like the Otteto by Gouvy, the 

instrumentation consists of one flute, one oboe, two clarinets in B-flat, two horns in E-flat 

and two bassoons.  The flute was never considered a strong enough voice for the early 

harmoniemusik ensemble, but as the instrument began its transition to its modern metal 

construction, it began to be used more often.   

The use of a flat key and the prominent use of the low B-flat in the second 

bassoon is reiterated in this work.  

Ex. 39:  Octet, Op. 156 by Lachner, Mvt. IV, mm. 318 - 323 

 

 The composer also takes advantage of the availability of the low B-natural. In 

measure 84 of the first movement a b diminished-seventh chord highlights the perfect 

authentic cadence in F-major occurring in the next two bars. It is important to note here, 

that the b diminished-seventh chord is frequently used in the keys of F, B-flat and E-flat 

                                                 
15

 Horst Leuchtman, “Franz Paul Lachner” in  The New Grove Dictionary of Music and Musicians, 2 ed. 

vol. 14, 96. 
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to establish the key of F and the importance of this chord is often stressed by a 

compositional technique. For instance, in the fifth movement of his Serenade K.375, 

Mozart writes a passage that utilizes this chord and writes a sforzando marking on it.  

Ex. 40:  Serenade in Eb, K. 375, By Mozart, Mvt. V, mm.148-155 

 

In the first movement of the Octet Op. 156 by Lachner the b diminished-seventh chord is 

highlighted by the use of opposite registers. The addition of the low b-natural and the 

inclusion of the flute allows the composer to expand this chord two octaves more than 

what Mozart could have written. Interestingly, both composers use the same voicing and 

the same resolution (Lachner resolves to F major rather than f minor). However, in the 

Octet Op. 156 by Lachner the soprano voice is played an octave higher by the flute while 
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the bass voice is played an octave lower by the first bassoon.  In this case the second 

bassoon crosses the first bassoon and takes the higher voice for a few bars. 

Ex. 41:  Octet, Op. 156 by Lachner, Mvt. I, mm. 83 - 86 

 

 Lachner also uses the compositional technique of alternating bassoons as seen 

earlier in the Serenade in Eb by Mozart. (See Ex. 42) 
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Ex. 42:  Octet, Op. 156 by Lachner, Mvt I, mm. 25-27 

 
 

 

 

 

 In this work Lachner writes as high as b-flat 1. Once again, the high register of the 

bassoon is used in melodic passages interacting with treble instruments. In the scherzo for 

instance, the first bassoon plays the melody in octaves with the oboe in the high register.  

(See Ex. 43) 
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Ex. 43:  Octet, Op. 156, by Lachner, Scherzo, mm. 175-192 

 
 

One of the features that characterize this work is the frequent use of octaves in the pair of 

bassoons. Earlier works don’t contain such constant use of octaves, particularly in fast 

passages as the example shown from the first movement.  (See Ex. 44) 

 

 

 

 

 

 



                                                                                                                                            

 

65 

 

Ex. 44:  Octet, Op. 156, by Lachner, Mvt. I, mm. 28-31 

 
 

 

Louis Théodore Gouvy was born in Goffontaine, France (now  Saarbruccken-

Scahfbruecke, Germany) on July 2, 1819 and died in Leipzig, Germany on April 21, 

1898. His music is characterized by combining Germanic formal traditions influenced 

particularly by Mendelssohn with the flair of the French style. Inspite of being well 

known and recognized during his time in both Paris and Germany his work was forgotten 

after his death. It was not until the end of the twentieth century that Gouvy’s work began 

to emerge once again. Gouvy’s compositions include two chamber pieces for winds; the 

Petite Suite Gauloise, Op. 90 (ca. 1898) for nine wind instruments, identical in 

instrumentation to the Petite Symphony in Bb by Gounod (1885), (1 fl, 2 ob, 2 cl, 2 hn, 2 

bsn) and the Otteto, Op. 71 (ca. 1882). 
16

 

                                                 
16

 Theodore Gouvy, Ottetto, Op. 71, (Amsterdam:  Compusic 1989), preface. 
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The instrumentation in the Otteto by Gouvy is identical to the one by Reinecke, 

where he substituted a flute for one of the oboes.  This work also follows the standard 

four- movement plan of the classical tradition with the second and third movements in 

reverse order. The first movement is in sonata form with a slow introduction. It is 

followed by a Swedish dance in ¾ time replacing the minuet of the classical form (or 

scherzo). The slow movement is a lyrical Romance in sonata form and the last movement 

is a lively Allegretto in rondo form.  

Once again the composer has chosen the key of Eb major for this work and the 

low Bb in the second bassoon is used considerably in all four movements to emphasize 

the dominant. The most prominent one is seen in measures 72 through 75 of the 

retransition (mm. 72 – 80). In this passage the dominant pedal builds up to the climax of 

the movement that occurs in measure 80 and prepares the return of the first theme in the 

tonic key. (See Ex. 45) 
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Ex. 45:  Otteto by Gouvy, Op. 71,  Mvt. I, mm. 70 - 75 

 



                                                                                                                                            

 

68 

 

Although, Gouvy’s work is utterly romantic in style, some of the techniques 

employed in terms of writing for the bassoon look back to the works of Mozart. In the 

first movement (mm. 102 – 105) for instance, Gouvy writes an accompanimental figure 

that consists of broken triads in the first bassoon and second clarinet over a tonic pedal 

ostinato in the second bassoon. The broken triads in the bassoon and clarinet are in 

different inversions so that they may harmonize with each other. We can find the same 

type of accompaniment in Mozart’s Serenade in Eb K. 375.  (See Ex. 46 and 47) 

Ex. 46:  Otteto by Gouvy, Op. 71,  Mvt. III, mm. 103 - 107 
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Ex. 47:  Serenade in Eb, K. 375 by Mozart, K. 375, Mvt. I, mm 205 - 208 

 

Carl H. Reinecke was born in Altona, Germany on June 23, 1824 and died in 

Leipzig on March 10, 1910. He received his musical training from his father Johann Peter 

Rudolf Reinecke (1795 – 1885). Reinecke was a renowned concert pianist as well as a 

teacher and conductor. As a composer Reinecke is mainly known for his compositions for 

the piano, although his works include 6 operas, 3 symphonies, and chamber music.
17

 

 His Octett Op. 216 composed in 1892 contains the standard pairing of the 

Harmonie with the exception of the oboes. In this work Reinecke substituted a flute for 

one of the oboes, however they both still act as a pair.  The following example 

demonstrates how each pair of instruments act as a unit by executing a distinct rhythm 

and articulation together.  

                                                 
17

 Reinhold Sietz, “Carl Reinecke” in The New Grove Dictionary of Music and Musicians, vol. 21, 157-59 
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Ex. 48:  Octett, Op. 216 by Reinecke, Mvt. 3, mm. 19 – 22 

 

This work follows the standard four movement plan of the classical tradition with 

the second and third movements in reverse order; Allegro moderato, Scherzo-vivace, 

Adagio-ma non troppo, and Allegro molto e grazioso. Once again the composer selected 

the key of B-flat for this work and makes use of the low B-flat in the bassoon even from 

the beginning of the first movement. On the other hand, the availability of the low B-

natural (or c-flat) at this time allows Reinecke to write a chord progression that is more 

characteristic of the harmonic language of the Romantic period. Starting in measure four 

of the first movement, the key of B-flat is obscured by a cadence in g minor followed by 

a chord progression that features a descending line in the second bassoon from G to BB-

b. The key is particularly unstable at this point but it reaches its highest point of tension 

in measure 11. Here the chord of C-flat is heard in a forte dynamic and it’s held for 

twelve beats. This chord functions as the Neapolitan chord in B-flat and it also can be 

heard as the submediant in e-flat minor. The second bassoon plays an important role in 
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this progression by playing the descending line that leads into the C-flat major chord of 

which it functions as the root.   

Ex. 49:  Octett, Op. 216 by Reinecke, Mvt. 1, mm. 1 - 15 
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 In terms of blending, Reinecke uses a technique that foreshadows the Stravinsky 

Octet. In measure 30 of the third movement, the first bassoon plays a melodic line that is 

harmonized by the first horn in paralell thirds. The first clarinet then joins the bassoon an 

octave higher starting on the third beat of the same measure but quickly shifting to 

paralell sixths in the next measure. Here in measure 31 the flute joins the bassoon 

doubling two octaves higher. Like Stravinsky, Reinecke pairs the bassoon with different 

instruments switching from one to the other in a very short amount of time.  (See Ex. 50) 
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Ex. 50:  Octett, Op. 216 by Reinecke, Mvt. 3, mm. 28 - 33 

 

Theodore Dubois was born in Rosnay, France on August 24, 1837 and died in 

Marne on June 11, 1924. He studied at the Paris Conservatoire of which he later was the 

director in 1896. He won the Prix de Rome in 1861 and his works include operas, 

oratorios and three symphonies. His best known work Les Sept Paroles du Christ, an 

oratorio (1867), continues to be performed today. 
18

 

                                                 
18

 Jann Pasler, “Theodore Dubios” in The New Grove Dictionary of Music and Musicans, vol. 7, 630-31. 
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His Suite  is a wind octet with an unusual instrumentation; two flutes, one oboe, 

two clarinets, one horn and two bassoons. It also differs from the rest of the octets 

mentioned before in that its movements are rather descriptive. The selection of keys is 

also unusual for an octet. The first four movements are in the keys of a minor, c-sharp 

minor, D-flat, and G. The fifth movement however is in the key of B-flat and is titled 

Menuet, which looks back to the classical form. 

The low B-flat can be found in the second bassoon throughout this movement, 

where the most interesting occurrence happens in the last chord. Here the flute plays in its 

highest register, a bb3, and that puts these two instruments five octaves apart, which is 

quite possibly one of the widest intervals ever found in a wind octet.  (See Ex. 51) 
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Ex. 51:  Deuxième suite pour instruments à vent, by Dubois, Mvt. 5, mm. 67 - 74 
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CHAPTER EIGHT 

 
STRAVINSKY’S USE OF THE BASSOON 

 

 The use of the bassoon in Stravinsky’s works is characterized by the frequent use 

of the extreme high register.  Since he spent much of his compositional life in Paris he 

likely composed with the French bassoon in mind.  Unlike the German instrument that is 

used most of North America and Europe, the French bassoon is able to play in the 

extreme high register with relative ease.  

Range 

The most famous excerpt for bassoon perhaps is the opening of The Rite of Spring 

where he uses the extreme upper register of the bassoon to simulate the awakening of 

spring.  The bassoon begins on c2 and climbs to d2.   

Ex. 52:  Rite Of Spring, Mvt. I, mm.1-4 
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Many of Stravinsky’s orchestral and chamber works require the use of the 

extreme high register in this instrument. As an example, music to scene II of the Soldier’s 

Tale features a duet between the clarinet and the bassoon in its extreme high register 

reaching up to a c#2. 

Ex. 53:  Soldier’s Tale, music to Scene II, mm. 6-11 

 
 

Music by Igor Stravinsky, libretto by Charles Ferdinand Ramuz 

© Copyright 1924 Chester Music Lmtd. 

New Edition © Copyright 1987 Chester Music Lmtd. 

All Rights Reserved. International Copyright Secured. 

Reprinted by Permission 

 

Articulation  

  Stravinsky was very particular in his articulation markings and often used 

mixed articulations within the same phrase.  

Ex. 54:  The Song of the Nightingale 
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Lyricism 

  The use of lyricism in Stravinsky’s works differs greatly from that of 

Mozart.  One exception to this rule is the Berceuse from the Firebird Suite (1910) written 

during his neo-classical period.  

Ex. 55:  Firebird Suite, Berceuse, mm. 1-6 

 

Although different in their use of lyricism, both Mozart and Stravinsky wrote in 

the highest available register of the bassoon that was available to them at that time for 

lyrical passages.  (See Ex. 56) 
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Ex. 56:  Symphony of Wind Instruments, mm. 36-45 

 

SYMPHONIES OF WIND INSTRUMENTS 

© Copyright 1926 by Hawkes & Son (London) Ltd. 

Reprinted by permission. 

 

 

Technical Demands 

  

Stravinsky challenged all instrumentalists with rapid meter change in many of his 

works.  (See Ex. 57) 
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Ex. 57:  Rite of Spring, Sacrificial Dance, mm. 34-44 

 

 

 He also favored mixed rhythmic groupings across the ensemble providing a 

challenge for each instrument.  In addition the bassoon is playing in its extreme high 

register adding to the difficulty.   

Ex. 58:  Soldiers Tale-Ragtime, mm. 17-20 

 

Music by Igor Stravinsky, libretto by Charles Ferdinand Ramuz 

© Copyright 1924 Chester Music Lmtd. 

New Edition © Copyright 1987 Chester Music Lmtd. 

All Rights Reserved. International Copyright Secured. 

Reprinted by Permission 
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Interaction and Blending 

 Stravinsky often writes for the bassoon in its highest register while pairing with a 

treble instrument like the clarinet. He also writes for instruments in unison to stress 

thematic material. 

Ex. 59:  Soldiers Tale, The Devil’s Dance, mm. 10-14 

 

Music by Igor Stravinsky, libretto by Charles Ferdinand Ramuz 

© Copyright 1924 Chester Music Lmtd. 

New Edition © Copyright 1987 Chester Music Lmtd. 

All Rights Reserved. International Copyright Secured. 

Reprinted by Permission 
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He utilizes parallel intervals such as 3rds and 6ths between instruments.  

Ex. 60:  Pucinella Suite Mvt. 1, mm. 11-15 

 

© Copyright 1924 by Hawkes & Son (London) Ltd. 

Revised version © 1949 by Hawkes & Son (London) Ltd. 

U.S. Copyright renewed. Reprinted by permission. 

 

Idiomatic Features  

Like many other composers throughout history, Stravinsky wrote for a pair of 

bassoons and took advantage of this configuration. The composer wrote passages where 

the second bassoon shared the technical difficulties with the first bassoon, allowing for 

greater ease of playing and rhythmical accuracy.  (See Ex. 61 and 62) 
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Ex. 61:  Pucinella Suite, Mvt. VI, var. 2, mm.  70-74 

  
 

© Copyright 1924 by Hawkes & Son (London) Ltd. 

Revised version © 1949 by Hawkes & Son (London) Ltd. 

U.S. Copyright renewed. Reprinted by permission. 

 

Ex. 62:  Petrushka, Fourth Tableau, mm.127-130 
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CHAPTER NINE 
 

THE OCTET FOR WINDS, BY STRAVINSKY 

Many scholars have written about Stravinsky and his music, although few go into 

detail about the use of the bassoon in his works. The Music of Stravinsky, by Stephen 

Walsh discusses the different musical style periods that categorized Stravinsky’s 

compositions.  Walsh devotes ten pages to the Octet for Winds.  This piece falls into the 

neo-classical style period and Walsh considers the form (fast-slow-fast, with slow 

introduction), the restoration of cadential tonality, and compositional techniques from the 

Baroque and classical periods. 

Stravinsky calls the (first) movement by the Baroque title Sinfonia…The 

movement is in Eb; the introduction starts with a trumpet in Bb (dominant of 

Eb) and ends with an applied Bb seventh chord, which resolves 

conventionally on to the Eb first subject of the Allegro.  This E flat is 

diatonic, that is pure (as it might be in Mozart), and the meter is basically 

that of a march.  There is a cantabile second subject and a rather more 

unstable middle section after which the movement is clinched by returns of 

the second and first subjects in reverse order, a device found in Haydn, who 

also wrote development sections like Stravinsky’s which use new material.
19

 

 

Stravinsky began to work on his Octet for Winds in 1922 and completed it in Paris 

in May 1923.  On October 18
th

 of the same year Stravinsky conducted the premier at the 

Opera in Paris.  Minor revisions were made and in 1952 the revised version was 

published.  He described the idea for this instrumentation as having come to him in a 

dream. 
20

  

 

                                                 
19

   Stephen Walsh, The Music of Stravinsky, ed. Paul Griffiths  (New York:  

Routledge, Champman and Hall Inc., 1988), 124. 
 

20
   Ibid, 128.  
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Range 

As the bassoon was given more keys and the high register was secured, 

composers were encouraged to write higher for the instrument. This is the case of 

Stravinsky’s octet where the bassoon reaches d2, the highest note in this piece, in 

measure 45 of the finale.  This note was not uncommon and was used long before this 

octet was written.   As it is observed in this passage from measure 45 to 47, Stravinsky 

takes advantage of the extreme high register of the bassoon by writing a sequence that 

outlines d2, c#2, and b1. In terms of voicing, the bassoon matches the flute and the 

clarinet, which are playing in their mid-high register.  

Ex. 63: Octet, by Stravinsky, Mvt. III, mm. 44 – 48. 

 
 

OCTET FOR WIND INSTRUMENTS 

© Copyright 1924 by Hawkes & Son (London) Ltd. 

Revised version © 1952 by Hawkes & Son (London) Ltd. 

Copyright renewed. Reprinted by permission
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In the Finale of the Octet for Winds, Stravinsky took advantage of the wide range 

of the bassoon and produced one of the most unique contrapuntal passages ever written 

for wind octet. The movement begins with the exposition of a subject in the middle to 

high register of the first bassoon. This subject is provided with a contrapuntal line carried 

by the lower register of the second bassoon consisting of an ascending and descending C 

major scale from C to eb. The most interesting treatment of the bassoon in terms of range 

begins in measure 13 with the introduction of a countersubject by the clarinet in A. In this 

passage the bassoon maintains the soprano voice and evolves into the higher register, 

while the clarinet carries the tenor line. Consequently, the first bassoon is treated as a 

treble instrument, while the second bassoon provides a solid baseline. This use of 

extreme registers produces a large intervallic distance between first and second bassoons 

and reaches its widest separation at measure 19 with an interval of a perfect nineteenth 

from C to g1. (See Ex. 64) 
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Ex. 64: Octet by Stravinsky, Mvt. III, mm. 13-24. 

 

OCTET FOR WIND INSTRUMENTS 

© Copyright 1924 by Hawkes & Son (London) Ltd. 

Revised version © 1952 by Hawkes & Son (London) Ltd. 

Copyright renewed. Reprinted by permission 

 

Articulation 

Stravinsky wrote detached passages for the bassoons much like Mozart.  He often 

writes different articulations between two instruments playing unison. This occurs 

between all instrument combinations in the Octet.  Here is an example where the first 

bassoon has a different articulation than the rest of the instruments. (See Ex. 65) 
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Ex. 65:  Octet, Mvt. I, mm. 157-163 

 

OCTET FOR WIND INSTRUMENTS 

© Copyright 1924 by Hawkes & Son (London) Ltd. 

Revised version © 1952 by Hawkes & Son (London) Ltd. 

Copyright renewed. Reprinted by permission 

Lyricism  

Lyricism can be found in this octet in a few places but this piece is not what one 

would call lyrical in the familiar sense of the word. We do find however lyrical passages 

such as this one in the introduction. 

Ex.66:  Octet, Mvt. I, mm. 13-19 
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Technical Demands  

 As seen earlier, Stravinsky liked to write wide interval slurred leaps for the 

bassoons.  This section of the Octet is challenging with the second bassoon leaping down 

to the lowest note on the instrument in the first few measures and the first bassoon using 

slurred downward leaps from the highest register several measures later. 

Ex. 67:  Octet, Variation E 

 

 

OCTET FOR WIND INSTRUMENTS 

© Copyright 1924 by Hawkes & Son (London) Ltd. 

Revised version © 1952 by Hawkes & Son (London) Ltd. 

Copyright renewed. Reprinted by permission 
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Also, as we have seen earlier in Soldiers Tale, Stravinsky liked to use mixed 

rhythmic groupings across the ensemble. Here is a challenging section of the Octet where 

the flute and clarinet have sextuplets and the trombone has a septuplet followed by the 

bassoon with the same and following that with two sets of quintuplets in the bassoons and 

clarinet, a challenge for the entire ensemble.  

Ex. 68:  Octet, transition to Var. C, mm. 241-242 

 

OCTET FOR WIND INSTRUMENTS 

© Copyright 1924 by Hawkes & Son (London) Ltd. 

Revised version © 1952 by Hawkes & Son (London) Ltd. 

Copyright renewed. Reprinted by permission 

Interaction and Blending 

 Like Mozart, Stravinsky liked to write in parallel 3rds, 6ths, and 10ths between 

instruments.  Unlike Mozart however, the instruments constantly change with whom they 

are playing with.  In the next example, we will see how the bassoon(s) is combined with 

many of the other instruments and all for a relatively short amount of time. (See Ex. 69) 
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Ex. 69:  Octet, Mvt. I, mm.103-113 

 

OCTET FOR WIND INSTRUMENTS 

© Copyright 1924 by Hawkes & Son (London) Ltd. 

Revised version © 1952 by Hawkes & Son (London) Ltd. 

Copyright renewed. Reprinted by permission 



                                                                                                                                            

 

92 

 

 First we see bassoon I and the flute in unison and parallel sixths, while 

simultaneously bassoon II and the clarinet are also paired together in parallel sixths.  The 

two bassoons then play in thirds together for a couple of measures before pairing off with 

other instruments.  Bassoon I pairs with the clarinet in unison and bassoon II pairs with 

trumpet I.  This example shows how versatile the two bassoons are in that they are 

required to blend with many different instruments in rapid succession. 

Throughout history, the bassoon has represented a unifying force. Its sound is rich 

in harmonic overtones which, added to its accommodating timbre, makes this instrument 

ideal for tonal blends in any type of ensemble. This characteristic can be observed in the 

first movement of the octet in measures 49 -54. In this passage the bassoons and 

trombones form triads in close position that accompany the melodic material played by 

the rest of the instruments. The bassoons, (marked mezzo-forte) take the edge off the 

metallic timbre of the trombones, which are marked piano. It is interesting to note that the 

voicing of these chords is designed to take advantage of the acoustic qualities of both 

instruments. The bass voice is given to the second bassoon because the low register of the 

bassoon is substantial yet unobtrusive. However the higher register, which starts around 

b, possesses considerably fewer overtones; thus the first trombone bears the task of the 

soprano voice doubling the second bassoon an octave higher, allowing the first bassoon 

to play in a range where the tonal blend is best. Hence, the second trombone and first 

bassoon carry the alto and tenor voices completing the triads and producing a chordal 

section that is rich and bold and yet with a soft accompanimental dynamic level. (See Ex. 

70) 
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Ex.70: Octet, by Stravinsky Mvt. I, mm.47 – 54. 

 

OCTET FOR WIND INSTRUMENTS 

© Copyright 1924 by Hawkes & Son (London) Ltd. 

Revised version © 1952 by Hawkes & Son (London) Ltd. 

Copyright renewed. Reprinted by permission 
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Idiomatic Features 

 Like Mozart, Stravinsky divided rapid passages into segments and had the pair of 

bassoons alternate between them. Thus, a section that could be played by one bassoon 

with great difficulty is made easier through the use of two instruments. 

Ex. 71:  Octet, Variation A 

 
OCTET FOR WIND INSTRUMENTS 

© Copyright 1924 by Hawkes & Son (London) Ltd. 

Revised version © 1952 by Hawkes & Son (London) Ltd. 

Copyright renewed. Reprinted by permission 

 

 In the same manner, the previous example can be synthesized as follows;  

 

Ex. 72: Bassoon parts synthesized. 
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Ex.73: Octet, Mvt. I, mm. 62-67 

 
OCTET FOR WIND INSTRUMENTS 

© Copyright 1924 by Hawkes & Son (London) Ltd. 

Revised version © 1952 by Hawkes & Son (London) Ltd. 

Copyright renewed. Reprinted by permission 

 

The bassoon parts in the previous example can be synthesized into the following 

passage.  

 

Ex.74: Bassoon parts synthesized. 
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Formal Analysis 

 

Movement I: Sinfonia 

Sonata Form 

 

Exposition 

Introduction                        A            Transition   B 

a            b          a 

1 – 4      5 –36   37 – 41     42 – 53     54 – 70     71 - 86 

Eb:                             V       I                                D: 

 

Development 

87 – 127 

C:   G:  E:  Bb: 

 

Recapitulation 

B                 A                  Coda 

128 – 131   152 –  166   167 - 175 

E:                Eb:   

 

 

Movement II: Tema con Variación 

Theme and variations 

 

Theme                   Var A     Var B     Var A     Var C        Var D         Var A       Var E 

a             b  

1 – 8       9 – 14    15 – 26    27 – 56   57 - 67   68 – 122   123 – 226   227 – 237  238 - 282 

D:                           D:           E:          D:           A:              A:               D:              Fugue 

 

 

Movement III: Finale 

Rondo 

 

A          B           A           C              A               Transition   Coda 

1 – 37  38 – 59  60 – 91  92 – 127  128 – 147  148 – 159    160 – 186 

C: 
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CHAPTER TEN 

SIMILARITIES AND DIFFERENCES BETWEEN THE SERENADE IN EB MAJOR K. 

375 BY MOZART AND THE OCTET FOR WINDS BY STRAVINSKY 

 

It would be impossible to prove conclusively that the Octet by Stravinsky is a 

direct evolution of the standard Harmonie octet from the seventeenth century. On one 

hand there is the testimony of the composer attributing the origin of this piece to a dream 

and never making reference to the harmoniemusik medium. Yet on the other hand when 

comparing Stravinsky’s work to the Serenade in Eb K.375 by Mozart, it is possible to 

find a strong correlation between the two. In this comparison, the pair of bassoons is key 

for they are the only pair of instruments common to both works.  

To begin with, both pieces present similarities with regard to form and structure. 

Like the Serenade K.375, the first movement of Stravinsky’s Octet is in sonata form and 

the last movement is a Rondo. In addition, the first movement of Stravinsky’s work is 

centered on Eb major, which, as discussed earlier, is one of the preferred keys for 

standard wind octet. As demonstrated in prior chapters, the low Bb in the bassoon plays 

an important role in the harmonic structure of both pieces by stressing the dominant of 

this key.   

One striking similarity is the organization of the instrumentation. Both pieces 

contain four pairs of instruments.  In the Serenade by Mozart each pairing is of like 

instruments while the Octet by Stravinsky has one pair of un-like instruments (Fl/Cl). 

Subsequently these pairs of instruments are divided in two groups, one of four treble 
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instruments and one of four bass instruments. Because of their range however, the 

bassoons have the ability to move frequently from the bass group to the treble group, 

interacting and blending with all the different instruments. Each pair of instruments acts 

generally as an entire unit and is very distinct from the other pairs. Hence, a pair will 

frequently carry the same thematic and rhythmic material. 

Ex. 75:  Serenade in Eb K.375 by Mozart, Mvt. I, mm. 226 - 230 

 

 Stravinsky himself commented on the pairs of instruments in his Octet. 

The final, culminating variation, the fugato, is my favorite episode in the Octour.  

The plan of it was to present the theme in rotation by the instrumental pairs-flute-clarinet, 

bassoons, trumpets, trombones-which is the idea of instrumental combination at the root 

of the Octour.
25

 

 

 

                                                 
25

 Pieter C. Van Den Toorn.  Music of Igor Stravinsky.  (New Haven and London:  Yale University Press, 

1983). 
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Ex. 76:  Octet by Stravinsky, Mvt. II, mm.163 - 169 

 

OCTET FOR WIND INSTRUMENTS 

© Copyright 1924 by Hawkes & Son (London) Ltd. 

Revised version © 1952 by Hawkes & Son (London) Ltd. 

Copyright renewed. Reprinted by permission 

 Stravinsky goes a step further and writes passages where he not only assigns 

different thematic and rhythmic material to each pair, but also gives them distinct 

dynamic markings and articulations as well.  (See Ex. 77) 
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Ex. 77:  Octet by Stravinsky, Mvt. II, mm.170 - 176 

 

OCTET FOR WIND INSTRUMENTS 

© Copyright 1924 by Hawkes & Son (London) Ltd. 

Revised version © 1952 by Hawkes & Son (London) Ltd. 

Copyright renewed. Reprinted by permission 

 A marked difference, of course, is the instrumentation between the two octets.  

The Octet by Stravinsky includes only three instruments that are used in the Serenade by 

Mozart, one clarinet and the two bassoons.  In addition Stravinsky’s instrumentation was 

unique to his Octet at the time of composition.  Nevertheless as seen above, there are four 

pairs of instruments in each piece showing the possibility that the instrumentation itself 

evolved.  One could say that the pair of oboes replaces the pair of trumpets; one flute 

substitutes for a clarinet, and the two horns become the two trombones.  The only pair of 

instruments that remain the same between these two octets is the bassoons. 



                                                                                                                                            

 

101 

 

 These two octets were analyzed and compared based on six criterions:  Range, 

articulation, lyricism, interaction/blending, and idiomatic features.   

Mozart used the range of BBb-g1, while Stravinsky used BBb-d2.  This range was 

due to the instrument that was available to them at the time of composition.   

Both composers used the bassoon for detached passages in order to produce a 

quasi march-like effect using the eighth note and eighth rest rhythm.  Stravinsky often 

wrote different articulations between one pair of instruments, a compositional technique 

that Mozart did not use.   

The highest register of the bassoon was used for lyrical passages in both octets, 

however Mozart’s melodies were vocal in nature while Stravinsky’s were often angular 

with wide interval leaps.   

Technical demands were very different between these two pieces.  The Serenade 

by Mozart involved the player in rapid arpeggios with difficult fingerings.  The Octet by 

Stravinsky created many challenges due to complicated rhythms, mixed rhythmic 

groupings across the ensemble, use of the highest register on the instrument, and wide 

interval leaps.   

Interaction and blending was examined to show the versatility of the bassoon to 

blend well in all instrument combinations within the wind octet.  Mozart wrote for the 

bassoon and the clarinet in parallel thirds, sixths, and tenths.  This often occurred in 

lyrical passages while the bassoon was in the higher register and the clarinet in the 

middle register. The two bassoons and two oboes were paired together in fugal sections 

while the bassoons and horns were grouped together in chordal passages to provide a 
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homogenous sound.  Stravinsky, on the other hand, wrote parallel thirds, sixths, and 

tenths between all instrument combinations and the bassoons rapidly change with whom 

they are interacting with.  The bassoons and trombones create a similar effect to the 

bassoons and the horns in that they are used in chordal sections to create a homogenous 

matched sound.   

Lastly, the idiomatic features used by both composers are very similar.  They both 

use the dovetailing technique between the two bassoons in order to make a difficult 

passage more manageable.  Mozart also uses broken octaves, upward/downward 

intervals, repeated notes, and broken octaves. 

In conclusion, there are many similarities and differences between these two 

pieces, however the two bassoons are a unifying force tying them together.  The bassoons 

enable the composer to use the instrument’s features to provide the characteristic octet 

sound regardless of the time of composition.  
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CONCLUSIONS 

Undoubtedly each and every instrument of the wind octet configuration, from 

Mozart to Stravinsky, is essential in giving a characteristic sound to the ensemble. 

However, as seen in this document, the characteristics of the bassoon make this 

instrument irreplaceable. As has been observed, the pair of bassoons has been the only 

consistent pair in wind octets over time from Mozart to Stravinsky.  The properties of the 

bassoon bring certain qualities to the ensemble that is virtually impossible to replace with 

a different set of instruments.    

The essentiality of the bassoon voice in the wind octet is reflected in the 

percentage of measures played by this instrument in works pertaining to this genre. When 

compared to the rest of the instruments in the ensemble, the pair of bassoons are present 

in a greater amount of measures. In the Serenade K. 375 both bassoons play in more 

measures than any other instrument. The first bassoon plays in 94.1 % of the measures 

and the second bassoon plays in 93.1 %, followed by first and second clarinets with 86.5 

% and 86.2 % respectively. This is also true for the Octet by Stravinsky where the first 

bassoon plays 78.8 % of the measures, whereas the clarinet plays 76.4% and the flute 

50.4%.   

This consistency of playing can be found in all the other major octets discussed in 

this document.  In the Serenade K. 388 for instance, the first and second bassoons play 

92.3 % and 87.9 % of the total measures, whereas the first clarinet plays 85 %, the first 

oboe plays 84.3 % and the first horn plays 59.2 %.   
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This fact may be attributed, among other things, to the versatility of the 

instrument.  The bassoons (particularly the second bassoon) often carry the bass voice of 

the harmony. That in itself is a strong reason for the bassoons to remain constant 

throughout the entire work.  

Another strong reason for the bassoons to remain constant throughout the entire 

work is their ability to blend well with both bass and treble instruments. As demonstrated 

in previous chapters, composers were aware of this characteristic and wrote multiple 

passages that feature the bassoon pairing with each of the instruments either doubling or 

harmonizing in thirds or sixths.  

In addition, the ability to blend well with the horns, as in the case of Mozart, or 

with the trombones, as seen in Stravinsky, allows for chordal sections where the sound is 

completely homogeneous. This combination of instruments provides a rich, yet 

unobtrusive harmonic base for the rest of the ensemble, which would be virtually 

impossible to achieve with a different set of instruments.    

Another characteristic that plays an important role in making the bassoon essential 

to the ensemble is the wide range of the instrument. The three and a half octaves that 

range from BBb to e2, allow the composer to write bold and rich base lines that provide 

the harmonic foundation of the piece as well as treble passages that are lyrical and 

melodious. Furthermore, the ability to switch between registers fairly quickly allows the 

composer to write passages that outline two different voices simultaneously. Because of 

this wide range, the bassoon is able to interact with both bass and treble instruments. 
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That, in conjunction with its blending capabilities, makes this instrument a unifying force 

throughout the ensemble.  

 It is true that the rest of the instruments in the wind octet present characteristics 

that are similar to those of the bassoon and even surpass this instrument in certain areas. 

However, none of them possess all of the different attributes analyzed in this document. 

The horns, for instance, excel in blending with other instruments but lack the ability of 

executing agile passages with the precision of the bassoon. Clarinets and flutes on the 

other hand are perhaps the most technically agile and flexible of all in an octet, but are 

unable to provide a bass line. Oboes bring delightful lyrical passages to the work and yet 

their brightness makes it difficult to blend with. In other words, the bassoon may not be 

the best in the different areas discussed, but it is the only instrument that embraces all 

with great skill and consistency making it an essential instrument in the ensemble.  

 It can be concluded then, that the pair of bassoons provide a characteristic sound 

to the wind octet genre for two main reasons; first of all, they are the only unit of the 

instrumentation that remains the same throughout history and second they are used 

consistently throughout these works. In addition, certain characteristics of the genre such 

as the frequent use of E flat and B-flat tonalities or the consistent use of detached 

articulations may be attributed to the bassoon. Finally, it can be concluded that the pair of 

bassoons are the strongest link between harmoniemusik, the octets of the Romantic 

period and the Octet for Winds by Stravinsky. The similarities in the writing for the 

bassoons, in terms of acting as a pair and in terms of interacting with other instruments, 

lead to the conclusion that rather than being two isolated phenomenon, the Octet for 
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Winds by Stravinsky is indeed an evolution of earlier wind octets such as the Serenade in 

E-flat by Mozart. 
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APPENDIX A:  OCTAVE DESIGNATION 
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APPENDIX B:  GRAPHS 

 

 

Serenade in Eb K. 375 by Mozart, Mvt. I 
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Serenade in Eb K. 375 by Mozart, Mvt. II 
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Serenade in Eb K. 375 by Mozart, Mvt. III 
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Serenade in Eb K. 375 by Mozart (entire work) 
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APPENDIX C:  GRAPHS 

 
 

Octet by Stravinsky, Mvt. I 
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Octet by Stravinsky, Mvt. III 
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Pair of instruments (at least one instrument in the pair is playing) 

 

Octet by Stravinsky, Mvt. I 
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Octet by Stravinsky, Mvt. III 
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APPENDIX D:  PERMISSIONS DOVER PUBLICATIONS 

 

 

Thank you for your inquiry. 

Although we would not want this statement construed as a warranty or 

guarantee, to the best of our knowledge this material is in the public domain. 

Therefore, Dover cannot grant or withhold permission for its use. 

In the interest of proper documentation we would, of course, appreciate a 

credit line indicating author, title and publisher. 

 

 

 

 

Terri Torretto 

Dover Publications 

Rights & Permissions Dept. 
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APPENDIX E:  PERMISSIONS BOOSEY & HAWKES 

 
April 24, 2007 

Lisa Renteria 

University of Arizona 

951 W. Orange Grove Rd. #90204 

Tucson, AZ 85704 

 

 RE: OCTET FOR WIND INSTRUMENTS by Igor Stravinsky 

  SYMPHONIES OF WIND INSTRUMENTS by Igor Stravinsky 

 

Dear Ms. Renteria: 

 

We hereby grant permission for you to include excerpts from the above referenced works in your 

dissertation.  As we assume you will not distribute your paper beyond that which his required for 

the degree no fee is payable. 

 

We do require that you include the following copyright notices and credit lines immediately 

following the music examples: 

 
OCTET FOR WIND INSTRUMENTS 

© Copyright 1924 by Hawkes & Son (London) Ltd. 

Revised version © 1952 by Hawkes & Son (London) Ltd. 

Copyright renewed. Reprinted by permission. 

 

SYMPHONIES OF WIND INSTRUMENTS 

© Copyright 1926 by Hawkes & Son (London) Ltd. 

Reprinted by permission. 

 

Permission is also granted for you to deposit one copy of your paper with University Microfilms, 

Inc., Ann Arbor, Michigan for single reproductions for scholarly use only.  Should you wish to 

place your paper elsewhere you will have to contact us in advance as a royalty may be payable. 

 

With kind regards, 

 

BOOSEY & HAWKES, INC. 

 
Philip McCarthy 

New Works and Clearance Administrator 
Boosey & Hawkes, Inc. 

35 East 21
st
 Street, New York, NY  10010-6212 

Telephone (212) 358-5300 /  Fax (212) 358-5305 
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May 21, 2007 

 

Lisa Renteria 

University of Arizona 

951 W. Orange Grove Rd. #90204 

Tucson, AZ 85704 

 

 RE: PULCINELLA SUITE by Igor Stravinsky 

 

Dear Ms. Renteria: 

 

We hereby grant permission for you to include excerpts from the above referenced work 

in your dissertation.  As we assume you will not distribute your paper beyond that which 

his required for the degree no fee is payable. 

 

We do require that you include the following copyright notices and credit line 

immediately following the music examples: 

 

© Copyright 1924 by Hawkes & Son (London) Ltd. 

Revised version © 1949 by Hawkes & Son (London) Ltd. 

U.S. Copyright renewed. Reprinted by permission. 

 

 

Permission is also granted for you to deposit one copy of your paper with University 

Microfilms, Inc., Ann Arbor, Michigan for single reproductions for scholarly use only.  

Should you wish to place your paper elsewhere you will have to contact us in advance as 

a royalty may be payable. 

 

With kind regards, 

 

BOOSEY & HAWKES, INC. 

 
Philip McCarthy 

New Works and Clearance Administrator 

 

Boosey & Hawkes, Inc. 
35 East 21st Street, New York, NY  10010-6212 

Telephone (212) 358-5300 /  Fax (212) 358-5305
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APPENDIX F:  PERMISSIONS W.W. NORTON & CO. 

 

Dear Lisa Renteria: 

 

Thank you for your request to use our material in your dissertation. 

Provided the material you wish to use is uncredited in our work to 

another source, this letter will grant you one time, nonexclusive rights 

to use the material in your dissertation, and in all copies to meet 

university requirements including University Microfilms edition, subject 

to the following conditions: 

 

1.  Such material must either be reproduced exactly as it appears in our 

publication, or if edited to be shown as adapted from our publication; 

 

2.  Full acknowledgment of the title, author, copyright and publisher is 

given; 

 

3.  You must reapply for permission if your dissertation is later 

published. 

 

4.  You may reproduce no more than 10% of our book in your dissertation. 

 

Yours, 

 

 

Elizabeth Clementson 

Permissions Manager 

WW Norton & Company, Inc 

500 Fifth Avenue 

New York, NY 10110 
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