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INTRODUCTION 

The purpose of this study is to compare and discuss 

performance and teaching techniques relative to the first 

movement of Mozart's Concerto in Bb Major, K. 191. This 

concerto was selected for study because of its level of 

difficulty, musical value, and appropriateness for educational 

use. It is the most often performed concerto and one of the 

most musically rewarding works in the solo literature for 

bassoon. The results of this research will provide teachers 

and performers with reliable data to which to refer when 

preparing students and performances. 



CHAPTER 1 

PROCEDURE AND ORGANIZATION 

In August of 1987, this researcher attended the 

International Double Reed Society Conference held in Las 

Vegas, Nevada. During the convention, five eminent teachers 

and performers with somewhat diverse backgrounds, were 

interviewed to discuss their approach to teaching the Mozart 

concerto. Areas of discussion included articulations, dynamics, 

ornamentation, phrasing, rhythmic motives, and cadenzas. 

Throughout this document, reference will be made to 

these individuals as their comments and solutions pertain to 

the specific topics discussed. Therefore, a brief 

background on each individual follows: 

DR. WILLIAM DIETZ: Dr. William Dietz is presently 

Professor of Bassoon and Chamber Music at the University 

of Arizona. He served as principal bassoonist with the 

National Symphony of Costa Rica from 1976 -1981. He 

received his Masters degree in Bassoon Performance from 

the West Virginia University and his doctorate from Florida 

State University. In addition to his responsibilities at the 

University of Arizona, he also performs with the Tucson 

Symphony and the Arizona Wind Quintet. 

1 
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MARK EUBANKS: Mark Eubanks is principal 

bassoonist with the Oregon Symphony and has a varied 

musical background. In his teens he was a member of the 

Tacoma Symphony, later joining the Seattle Symphony 

where he performed from 1968 -78. Mr. Eubanks is known 

on the west coast for his jazz interests both as a 

performer and a composer. He frequently performs jazz 

pieces on bassoon with the electric jazz ensemble "Matrix" 

and for the Seattle Composers and Improvisors Orchestra. 

ARTHUR GROSSMAN: Arthur Grossman was born in 

New York City and made his professional debut at the age 

of 13, when he played with the Oklahoma Symphony. He is 

a graduate of the Curtis Institute of Music and has been 

principal bassoonist with the Indianapolis, Cincinnati and 

Israel Philharmonic Orchestras. As a member of the Soni 

Ventorum Quintet, Mr. Grossman has traveled extensively 

both in the U.S. and Europe, and has been resident artist 

and professor at the Conservatory of Puerto Rico. He is 

presently Professor of Bassoon at the University of 

Washington. Mr. Grossman has made several recordings 

both as a soloist and with the quintet. 

ROBERT OLSON: Dr. Robert Olson, Professor of 

Bassoon and Conducting at the University of Colorado, is a 

member of the Colorado Wind Quintet. He has performed 

at the International Double Reed Society conventions in 
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Ohio, Florida, Texas, Colorado, North Carolina, and 

Scotland. He is active as both a bassoonist and a 

conductor, and is currently Music Director for the 

University of Colorado Opera Department, the Longmont 

Symphony Orchestra, and Associate Conductor of 

Orchestras at the University of Colorado. 

WILLIAM WINSTEAD: Professor William Winstead 

received the Artist's Diploma from the Curtis Institute of 

Music where he was a student of world - renowned 

bassoonist, Sol Schoenbach. He is currently principal 

bassoonist with the Cincinnati Symphony and Professor of 

Bassoon at the Oberlin Conservatory of Music. In addition 

to his performance responsibilities, Professor Winstead is 

also President of the International Double Reed Society, 

and an active composer. 

A specific list of questions was asked of each 

bassoonist to insure consistency and to enable the 

researcher to compare interpretations as well as to 

recognize different approaches in solving technical and 

musical problems inherent in the work. 



CHAPTER 2 

BRIEF HISTORY OF THE CONCERTO AND 
THE CLASSICAL BASSOON 

The concerto itself, was written in 1774 and is 

believed to have been written for amateur bassoonist, 

Thaddaus von Durnitz of Munich. Supposedly von Durnitz 

commissioned Mozart to write four concerti, none of which 

exist in manuscript, including K. 191. There has been a 

discovery as recently as 1924 of a Bb concerto found in a 

Berlin second -hand store which was thought to have been 

by Mozart. However, there is much debate over this 

assumption and it is now believed by most, to have been 

written by Devienne.1 

The Mozart Bassoon Concerto in Bb, has been handed 

down through editions and orchestral parts, the first 

edition having belonged to publisher, Andre in Offenbach. 

The Andre editions were taken from the original 

1Will Jansen, The Bassoon (Buren, The Netherlands: 
Utigeverij Frits Knuf, 1978), vol. 1, p. 42. 

4 
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manuscript, which is now lost, and,it is these editions 

which give the most clear picture of the original score.2 

In order to understand the difficulty of the concerto 

as it relates to performance, it is important that one 

understand the instrument for which this concerto was 

written. 

Classical bassoons were probably made of a soft, 

light wood, either maple or pear, with only four keys. 

There are references to bassoons of up to 8 keys by 1800, 

however, it is believed that the four -keyed bassoon was 

the instrument played by von Durnitz. The key systems 

for these bassoons were simple open and closed keys. The 

more complicated system using ring keys, interconnections, 

and locking devices came later with the Almenreader and 

Heckel bassoons. The bore varied in size from one bassoon 

to the next, but compared to the modern instrument, they 

were wider in the crook, narrower in the long joint and 

boot. The bell is constricted at the top which helps 

prevent the bottom notes from popping out and adds 

resonance to the tone.3 

2Franz Giegling, Urtext der Neuen Mozart -Ausgabe 
(Basel: Barenreiter Kassel, 1986), p. iv. 

3Jansen, p.48 
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The reeds were much larger than modern reeds which 

was necessary in order to project the sound. Compared to 

the modern reed, the 18th century reeds were thinner, 

longer, and wider in the throat, with only a top wire.4 

According to Anthony Baines, in Woodwind 

Instruments and Their History, the tone quality of the 18th 

century bassoon was similar to a well -played, modern 

French bassoon, somewhat nasal, with a dark, covered 

sound, but a little softer and more cello -like. It blended 

well with other instruments but also had the capability of 

playing out in solo parts.5 

4Anthony Baines, Woodwind Instruments and Their 
History (New York: W.W. Norton & Company, Inc., 19 57 ) 
pp. 286. 

5lbid, pp. 288-289. 



CHAPTER 3 

EDITIONS 

The three editions selected for this study are the 

Peters, the Hofmeister, edited by Walter Geutter, and the 

Barenreiter, Urtext der Neuen Mozart -Ausgabe. These 

editions were selected because they are readily available to 

teachers and performers, and they offer a variety of 

differences for discussion. The Barenreiter edition is a 

recently published urtext and is supposedly the most 

authentically related to the original manuscript. 

Selecting an edition of the Mozart concerto is 

often a very time consuming process because there are 

numerous editions available. The performance of a piece is 

partially dependent on the edition chosen, and therefore 

one should take care in making this selection. 

The two extremes in editions are the authentic and 

the romantic. The term used for an edition that attempts 

to reproduce an authentic original text, free of editorial 

marks, is Urtext. These editions are taken from the 

original manuscript or from first editions, and most closely 

represent the intent of the composer. Often times the 

Urtext includes markings, added by the editor, offering 

7 
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suggestions for performance. These are usually clearly 

marked by using dotted lines (for slurs) , and brackets or 

parentheses to indicate added ornaments, accents, etc Some 

Urtext editions show no editorial markings but include a 

general or specific discussion of the performance practice 

problems in the preface .6 

Two Urtext editions of the same work, supposedly 

taken from the same manuscript, may show disagreement in 

several passages. This could be the result of variations 

shown in the score by the composer, or more likely, 

mistakes of carelessness on the part of one or the other 

editor. An editor must have a considerable knowledge of 

performance practices in order to make an authentic 

edition.? 

Many believe that it is the responsibility of the 

artists to perform a work exactly as the composer has 

written it. Paul and Eva Badura -Skoda, known Mozart 

scholars and authors of Interpreting Mozart on the 

Keyboard, agree with this approach to performance. 

The least we can do for a great master such as Mozart 
is to try to find out his intentions even in the smallest 
points. An artist does not merely play for the public, . 

6David Lasocki, "What Kind of Editions of 18th 
Century Woodwind Music do we Want ? ", Woodwind World 
(Winter: Vol. 15/1, 1976) p. 10ff. 

7Lasocki, p.9. 
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. . Aware of his responsibility to the composer . . .the 
artist is prompted to observe with the utmost exactness 
the text handed down to him, irrespective of whether 
anyone praises him for i t . 8 

The romantic edition shows the editors conception of 

how a work should be performed and does not distinguish 

between his markings and those of the composer. To know 

whether or not the slurs, phrasings, articulation, and 

ornaments were original or edited is almost impossible. 

When performing from a romantic edition, the more 

experienced player should make comparisons to the Urtext 

to discover which markings are editorial and which are 

authentic.9 

The remainder of this document is divided into 

sections, each addressing a specific problem including 

rhythmic motives, phrasing, and ornamentation. 

8Eva and Paul Badura- Skoda, Interpreting Mozart on 
the Keyboard, trans. Leo Black (London: Varris and 
Rockliff, 1962), p. 127. 

9Lasocki, p.9. 
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CHAPTER 4 

INTERPRETING THE CONCERTO 

1. Rhythmic Motives 

The opening statement by the bassoon presents the 

unifying rhythmic motive di ci , which will be heard 

throughout the first movement. This motive is not always 

apparent in its original form, but with careful analysis, one 

can recognize some variety of that rhythmic structure. 

Throughout the first movement, one can make a case for 

numerous occurrences of this motive in some form. 

ma= // 1Ma=11MrilNO NINI: 111/r.7Míll111 I NS.INII / - mime simmis w ~I- 7oe: 0 OwIsm. i=auwriais..rarmaniumneamtadupram a0/11/a =MN MINIM EOMJ WORM 
1ILIONNII / MEMO Y I/ 

Figure 1. Recurring rhythmic motive. (indicated in 
brackets) 

10 
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The problem for the performer is to decide how to 

execute these first two notes. Questions arise as to which 

note should get the emphasis. For example, should the 

first note be stronger than the second, should they be 

equal in emphasis, or should the second note be the 

strongest. In comparing the different editions, one can see 

immediately, the differences between the Peters and the 

Hofmeister. 

Peters: 

Siyo -- 
0 

y t 

Hofmeister: 

Figure 2. Differences in editing. 

William Winstead believes that the first downbeat 

should be the stronger of the two notes. He bases this 

"phrasing" on an approach called "scaling," a system 

developed by his teacher, Sol Schoenbach. Schoenbach, in 

an interview with Professor Dietz, described scaling as 

follows: 

Scaling is the intensification and lessening of the 
intensification of the tone. This can be done 
horizontally, by starting a note from the absence of 
sound, from silence, and bringing it gradually to a crisis 
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or a fullness and then having it gradually decay back to 
silence. It can also be done vertically, by intensifying 
and deintensifying the tone as you move from the tonic 
up or down in a scale passage.10 

Figure 3 shows horizontal scaling on one note, 

whereas figure 4 shows vertical scaling in a musical 

passage. 

Si MOM.. l .. i..1 r. 44-- 1 . . slswt 

Figure 3. Horizontal scaling. 

... ... 3..q... r... y. _... a... 

Figure 4. Vertical scaling. 

10All references to Winstead, Grossman, Dietz, Olson, 
and Eubanks are from tape recordings of private lessons 
taken by the researcher at the International Double Reed 
Society Conference in Las Vegas, Nevada, August 16 -20, 
1987. 
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When scaling a passage, a numbering system is used, 

1 being the softest, using higher numbers as one gets 

louder. By actually marking each note with a number, one 

can visually see which notes are the stronger and build the 

musical line accordingly. As Prof. Dietz points out from 

his interview, in both vertical and horizontal scaling, it is 

important to keep in mind the element of musical direction. 

A very detailed approach, but one that will give an 

idea as to the depth involved in making decisions regarding 

the phrasing of the opening statement (measure 35), comes 

from Prof. Winstead. He utilizes the scaling technique in 

the first two bars so that the first Bb is louder than the 

second with a slight decrescendo; the second Bb being 

louder that the softest point of that decrescendo but not 

as loud as the initial attack of the first beat. He then 

decrescendos on the half note. The D on the fourth beat 

should begin dynamically where the second Bb ended and 

crescendo to the F so the downbeat is stronger than beat 

two of measure one. One should scale the dynamics to 

vary each recurring statement. 

A slightly differing approach to Winsteads is taken 

by Robert Olson, who advises that perhaps the less said 

the better. He compares the first two notes and the style 

in which they should be played to a string player who 
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would use a downbow on each note, with the space 

between the first and second note being that of the bow 

"recovery time ". He then suggests that one crescendo on 

the half note, which is contrary to Winstead's 

interpretation. This idea of recovery time gives, especially 

the young student, a visual concept of the spacing between 

these opening notes althotgh it would seem to indicate 

that the second note receive more emphasis as the weight 

of the bow arm returns to the string. Dr. Olson does put 

more emphasis on the first beat, and one should simply 

caution the bassoonist and the accompanying orchestra to 

do the same whenever this motive occurs. 

Prof. Dietz points out that before one can decide on 

the placement of emphasis on the first two notes, he must 

first determine the phrasing. If one accents the first note, 

then it is necessary to play the phrase absolutely square 

with no overlapping. If one accents the second note, then 

it should be accented throughout the piece. He 

recommends using vibrato on these notes but no crescendo. 

Prof. Dietz does agree that the first note should be the 

stronger. 
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ARTICULATION 

As one can see in Figure 5, the urtext does not 

indicate any articulation markings over the 16th note 

passage in measures 45 -46. 

-__ - - .. MNIMMIIMP,M 11111 IIMAMM =MOM YID MINB .AMMMI/IEMMIIME 

Figure 5. Urtext edition of measures 45 -46. 

It is common practice among wind players to use a 

slur two, tongue 2 pattern. This articulation is an 

articulation which is found in classical writing yet it is not 

marked in the urtext of the work. 

In a treatise entitled "Background Studies for an 

Authentic Performance of the Mozart Concerto for 

Clarinet ", Charles Walthall states, 

Due to the nature of the instrument, we cannot assume 
all passages marked all tongued were performed all 
tongued simply because they lacked markings; rather, it 
is more likely, since the ability to tongue (articulate) 
varies greatly with individual players, that the exact 
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choice for the articulation of such passages was left up 
to the individual performer.11 

The articulation markings in measures 45 and 46 

differ from one edition to the next, and indeed vary among 

teachers. The Barenreiter and Peters editions articulate all 

sixteenth notes with a slur over the last four eighths, as 

do Professors Grossman and Eubanks. Eubanks does 

suggest, however, that one should experiment with various 

articulations including a slur over the third and fourth 

sixteenth in each group of four. 

Figure 6. Mark Eubanks' articulation. 

Professors Winstead, Olson, and Dietz agree on the 

written articulation in the Hofmeister edition. 

11Charles Walthall, Background Studies for an 
Authentic Performance of the Mozart Concerto for 
Clarinet ". p.8. 
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Figure 7. Hofmeister articulation. 

Dr. Dietz also suggests beginning the first arpeggio 

very softly with a crescendo to the top, then begins the 

next arpeggio louder than the first, but softer than the 

peak of the crescendo of the first arpeggio. Each step in 

the sequence has the same dynamic shape, but at one 

dynamic level higher each time. 

--- --- AI CM - .rr-.. ...M.r...iMOINIMONIM..IIIIIi1 a..a.ssAMINIONMAIMIIN IMAIII.NIMINNI../MINNIIIII-+MINNIIIMIII1 .IM.7111 MU s* o s1111111111111O 
IIIMIIIIIMIN --- 

pcP rnfC-C 
Figure 8. Dynamic sequencing. 

The following example presents the two differing 

opinions on articulating measures 61 -63 as observed in the 

five interviews. The Barenreiter (urtext) has no 
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articulation markings, and the Peters and Hofmeister 

editions articulate this passage as shown in Figure 9. 

lb J 1/1146.I MP MI EL5's m.JI s./M7 Q rIlh4111' 
Il NMI NINON MIN 1IIIIIIIIIIIIII'MIIIIIIIwiNMI 1111.11 NMI. --......- .7-".IIII ...-' __ III 1111111.11 MIMI !! MN - OW ' :r 

Figure 9. Peters and Hofmeister articulation. 

Mr. Eubanks adds a slur in measure 61 from the 

second half of beat three to beat four which sets up the 

articulation for the remainder of the passage. Figure 10 

shows the articulation used by Professors Winstead and 

Grossman. 

Figure 10. Winstead /Grossman articulation. 

Prof. Winstead cautions that one must be careful in 
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performing this passage, that he not clip the second note 

of each slur as that has a tendency to push the tempo. 

There is considerable disagreement as to the 

articulation for measures 66 -68 among the three editions 

studied. The Barenreiter shows no articulation markings, 

the Peters edition indicates a slur over the first 3 beats of 

measure 66; beat 4 with the trill slurred through the 

termination; and measures 67 and 68 under one slur. It is 

possible that these long slurs were intended to be phrase 

markings, leaving the articulation to the discretion of the 

performer. 

Arthur Grossman suggests that one articulate measure 

67 either as three slurred and one tongued, or one tongued 

and three slurred, and divide measure 68 into five groups 

of two slurred followed by six tongued. 

1r2 1 -06- 
OW.111111111M1 .11111.111111111 NM vs. 

IMO 01=1/11111111111 11111L.:5- WM AM WolAMM iAirwratars,aw MANE ---IMINI =NO MEN ow=EN NI-MEN- -IME 111411- WAY ON-ME NM Min IMNI- NMI -1111 - MINN .---_-- oMIM IIVA111.A111 
111M-= 

Figure 11. Grossman articulation of bar 67 -68. 
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In measure 48, the Hofmeister edition is marked with 

a slur from the low C up to g. Arthur Grossman argues 

that this articulation would have been impractical on a 

baroque or classical bassoon as the slurring of more than a 

major third on these instruments was quite difficult. 

11 

Figure 12. Hofmeister articulation of bar 48. 

An even stronger argument, according to Grossman's 

interpretation of the rhythmic structure of the movement, 

is that the slur weakens the .1 d effect. 

3. APPOGGIATURAS 

Measure 64 of the urtext indicates 16th note 

appoggiaturas, whereas the Peters edition shows 8th note 

appoggiaturas. The Hofmeister has written out 8th notes. 
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Urtext: Peters: 

"P.- kit _P _r 

Hofmeister: 

4) 

r r 

Figure 13. Differing editions. 

With the exception of William Winstead, all of the 

teachers interviewed agreed that the passage be executed 

as a sixteenth followed by a dotted eighth. Winstead, 

however, performs this passage as straight eighth notes. 

According to a treatise by Dannreuther entitled " Musical 

Ornamentation, Part II ", it is also possible to play this 

passage as dotted eighth /sixteenth with the sixteenth note 



acting as a grace note, filling in the thirds of the 

descending line.12 

However one decides to execute these ornaments, the 

performer should remain consistent throughout the 

movement, in his interpretation of the appoggiaturas. 

4. TRILLS 

Perhaps the most problematic section of the Mozart 

concerto occurs in measures 50 -54. 

M .r.ill =1111a=.MI NM IMMI.i.IMMINW.MS MI WWII OM OMNI .ill NMI 
.1MIDMINi UHRINIO-Mi..........111111 J1111111111111P MIN= I1 MI MI . EMI Eraaaws-amo.---am as so.m =I ..me =mom= =nisi= mime ....Elm i ......-smssi...two MD II... 
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. .. .i..W == ............ ---........_ .._ NO IIMINO .1/111. IN .JIIII IN171 o.: 
jlall1111N11 

Figure 13. Measures 50 -54. 

The realization of the trills pose many questions. 

The most significant include: 1. How should the trills 

begin; on the written note, above the written note, on the 

beat, or before the beat, 2. should the trill be measured or 

unmeasured, and 3. should the trill end with a nachslag 

12Badura- Skoda, p. 108. 
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(referred to in this paper as "termination "). There are 

many views on the subject of trills and it is not the intent 

of this researcher to make any conclusions as to how the 

trills should be performed in the Mozart concerto, but to 

simply report many approaches noted during the course of 

the research. 

Paul and Eva Badura -Skoda, known Mozart scholars, 

note that there are two schools of thought in performing 

trills during this period. The unprepared school begins 

every trill on the note that carries the trill -sign, while the 

prepared school begins each trill on the upper auxiliary, or 

note above the written note. Unlike modern notation, the 

prepared trill in the 18th century was written without an 

initial appoggiatura. It often times obscures the flow of 

the melody by accenting the upper auxiliary.13 Figure 14 

shows the prepared trill in modern and 18th century 

notation. 

Modern: 

13Badura- Skoda, p. 111. 

18th Century: 



Played: 

Figure 14. Prepared trills. 

The unprepared trill shown in figure 15 makes the 

main note very clear to the listener but often lacks the 

energy and brilliance of the prepared trill simply because 

there is no accented dissonance. 

-f--Th : : -M 

' b 
1 

Written: Played: 

Figure 15. The unprepared trill. 

In the text Ornamentation and Improvisation in 

Mozart by Frederick Neumann, we find a quote pertaining 

to this subject. 

Some writers do not limit the options and leave the 
choice of trill design to individual judgment. For the 
soloist, the decision as to whether to use prepared or 
unprepared trills is of no special consequence since both 

24 
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notes are played evenly and with equal strength, neither 
carrying greater weight.14 

Willi Apel, in The Harvard Dictionary of Music, 

states that in music of the 17th and 18th centuries: 

the sign is always placed over the harmony note, the 
accent must always fall on the upper auxiliary, which,as 
the dissonance, requires the greater emphasis. Apart 
from this factor, which is constant throughout the 
period, the execution of the trill was varied 
considerably in individual cases by adding prefixes or 
terminations and by varying the number and rhythm of 
the notes comprising the ornament.15 

Finally, in an article by David Ross entitled 

"Ornamentation in the Music of Vivaldi and Mozart ", Ross 

indicates that Mozart's trills follow the Italian tradition 

and are main note trills. He does agree, however, that 

there are instances where the upper auxiliary start is 

preferred. Ross states that the trills in measures 51 -54 of 

the bassoon concerto should be main note trills as the Bb 

and C are thematic notes.16 

Of the bassoonists interviewed, Professors Eubanks 

and Olson begin these trills on the upper auxiliary, whereas 

14Neumann, Frederick, Ornamentation and 
Improvisation in Mozart, Princeton University Press: 
Princeton, New Jersey, 1986, p. 86. 

15Apel, Willi, The Harvard Dictionary of Music, 
Harvard University Press, Cambridge, Massachusetts, p. 864. 

16David Ross, "Ornamentation in the Music of Vivaldi 
and Mozart ", The Double Reed, (Winter: vol. 9, no. 3, 

1986) p. 40. 
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Professors Dietz, Winstead and Grossman begin on the 

written note. 

Prof. Winstead approaches the trills very 

methodically and believes that all trills must match in 

number of alterations, both easy and difficult. By difficult 

he is referring to fingering problems which will be 

discussed later in this lecture. He suggests that one 

practice very slowly in order to obtain perfection, and that 

one determine the number of notes in trills for a quarter 

note and adjust all other trills to this. For example, if 

one divides each quarter note into a seven note trill 

beginning on the written note, (Bb, alternating Bb C Bb C 

Bb C Bb) then each eighth note would get three to five 

alternations, each half note nine to eleven, etc. depending 

on the character and tempo of the particular passage. In 

reference to the seven note trill, it should be practiced as 

a septuplet rather than 3 + 4 to assure an even alternation 

of notes. It will undoubtedly sound 3 + 4 anyway. If one 

cannot fit seven notes into the trill, Winstead suggests a 

five note trill, again, beginning on the written note and 

practiced slowly as a quintuplet. Winstead also suggests 

that if one agrees with the upper auxiliary start to trills, 

that one should play an even number, or six note trill. 
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Professor Dietz begins the trills slowly, on the 

written note, gradually increasing the velocity, but does 

not measure the number of alterations. He emphasizes that 

one must bring out the melodic, descending line, being 

careful not to rush. 

Professors Olson, Eubanks, and Grossman, do not 

measure the trills, and perform them very fast with lots of 

energy. Mr. Eubanks is the only one of those interviewed 

that begin these trills on the upper auxiliary. 

The endings of the trills pose another problem and 

according to the Badura -Skodas "Mozart's trills are usually 

written to end with a turn (termination) and it is advisable 

to play one even if not written . "1 7 

According to Arthur Grossman, the trills in measures 

51 -54 should not be terminated. He believes that since 

Mozart wrote out the termination in measure 50, this 

indicates a "pick -up" into the following measure and if the 

remaining trills were to be terminated, he presumes Mozart 

would have written these out also. Grossman states that 

terminating the trills links everything together and on 

loses the unifying rhythmic effect. This is even more clear 

if one leaves a slight space after each trill in measures 51- 

54. Winstead is in accordance with this thought. 

17Badura- Skoda, p. 112. 
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Mark Eubanks believes the trills should be terminated 

"otherwise the passage is too choppy ", and Robert Olson 

does not see a right or wrong to either way. He relates 

this to the inner game of tennis idea where you should 

"just do it; if you think about it you greatly increase your 

chances of making mistakes." He does suggest, however, 

that the trills be very active and that one bring out the 

moving notes (F,D,Bb) in order to give direction to the 

line, particularly in measures 52 and 53 as these are 

important notes chromatically. With young students, he 

asks them to practice playing only the first note of each 

group of l6ths until they establish a melodic line. 

Long trills such as in measures 69- 70, can be 

started above the written note, as agreed upon by all 

interviewed, the reason being that the length of the trill 

allows more freedom. 

Figure 16. Long trills. 

It is also advisable to begin this trill slowly, 

gradually increasing the speed of the trill, which gives the 
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line some forward motion. Both Mr. Grossman and Prof. 

Winstead terminate long trills. 

It becomes obvious to this researcher that there does 

not seem to be one correct answer to the problem of 

interpreting Mozart trills, and each performer must, 

through careful study and examination of the concerto, 

decide which approach he agrees with, and perform the 

piece accordingly. 

5. FINGERING PROBLEMS 

The majority of the fingering problems encountered 

in the first movement of the Mozart Bassoon Concerto, are 

directly related to the trilled passages. 

The Bb trill measure 51 has at least three possible 

fingerings as shown in Figure 17. The full fingering is the 

best pitch and timbre, however, it is awkward and young 

students may have difficulty with it. 

Figure 17. Measure 51-trill. 
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start tri l l 

110 1745° ßr4, 1141 

1/4 hole (close 1/4 hole -w key off) 

011 

LP1 LqR 

start trill 
b 

(Downtri I l ) 

,61 

Figure 18. Possible fingerings for Ab -Bb trill. 

Throughout the concerto, the third fingers, or ring 

fingers, are involved in trill passages. This is the most 

dependent finger on the hand, and does not function on its 

own very easily. It requires considerable practice to build 
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independence. The Ab trill in measure 117 is particularly 

difficult as the fourth finger must remain down, giving the 

ring finger even less flexibility. With young students, 

Professors Olson and Eubanks offer the solution shown in 

Figure 19. 

tr 

Figure 19. Olson /Eubanks- solution to trill. 

The g -f trill in measure 70 is another problematic 

spot due to fingering. One must use an alternate g which 

is not as well in tune, the termination being very difficult 

to execute with this alternate fingering. 

Perhaps the best reference to fingering problems and 

possible solutions is a book entitled Essentials of Bassoon 

Technique by Lewis Hugh Cooper. This text lists all 

standard fingerings and possible alternates, as well as trill 

fingerings, and is the most complete source available.'$ 

18Lewis Cooper, Howard Toplansky, Essentials of 
Bassoon Technique (New Jersey: Excellent Printing Co., 1968). 
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CHAPTER 5 

CADENZAS 

Finally, in reference to cadenzas, there are several 

available for the first movement of the Mozart Bassoon 

Concerto. Mozart did not write a cadenza for the bassoon 

concerto and it was left up to the performer to improvise 

his own, as was the custom for this time period. 

Arthur Grossman writes his own cadenzas and 

encourages his students to write their own also. Professor 

Winstead believes one should not attempt to write his own 

unless he study in detail and have considerable background. 

With the exception of Mr. Grossman, those interviewed for 

this study all use the Guetter cadenza. 

Walter Guetter was born in Philadelphia of German 

parents and had been sent to Germany to study bassoon 

with his uncle, Adolph Guetter. When he returned to the 

United States he joined the Chicago Symphony, and in 1922 

was engaged by Stokowski as principal bassoonist of the 

Philadelphia Orchestra. He died in 1937 at the age of 

forty -two. 32 



CHAPTER 6 

CONCLUSION 

From this study, it is concluded that there are 

no definite answers to many of the problems inherent in 

the Mozart Concerto for Bassoon. This researcher would 

agree with Arthur Grossman that there is a unifying 

rhythmic motive, however, in terms of ornamentation and 

articulation, it appears that there are several solutions to 

each of these which are acceptable. Each individual, 

through careful study, must perform the concerto according 

to his own personal taste based on a number of 

possibilities available from scholars in the field. 

33 
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